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 TAPE NUMBER:  I, SIDE ONE 
 
 AUGUST 27, 1998 
 
 

ISOARDI:  Interview with Clifford Brown.  Clifford, let's 

start with-- 

SOLOMON:  Well, it would be pretty difficult to have an interview 

with Clifford Brown-- 

ISOARDI:  Oh, jeez.  What am I saying? 

SOLOMON:  --because he's been dead since '56--  [mutual 

laughter]  Well, we're getting off to a great start!  You were 

looking at his picture. 

ISOARDI:  I'm sitting here staring at this photo that you 

showed me of Clifford Brown, and this is what comes into my 

head.  [laughs] 

SOLOMON:  Well, you know, I've been called Clifford Scott, 

Clifford Brown, even Clifford Jordan, and all of them are 

dead.  [Isoardi laughs]  So you're going to go compare me to 

a dead person. 

ISOARDI:  Yeah, really, really.  This is tape number one of 

an interview with Clifford Solomon, who is still 

alive-- 

SOLOMON:  Yeah, and kicking. 

ISOARDI:  --unlike the other Cliffords--who is still going 

strong.  Okay, sorry about that, Clifford.  Jeez.  I've  got 

to stop staring at that photo or soon I'll be calling you 
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"Gates" [referring to the nickname Lionel Hampton universally 

employed when addressing his associates] and "Naff" [Anthony 

Ortega's nickname as a youth] and who knows what. 

 Okay, let's begin.  I know you were born in Los Angeles. 

 Why don't you begin by talking about your family background 

and how far you can trace your family and maybe how they came 

out here initially. 

SOLOMON:  Well, my father [Clifford Solomon Sr.] was born 

in a little town in Georgia named Cuthbert.  Nobody ever heard 

of Cuthbert until it was discovered that Roosevelt Grier and 

his niece Pam Grier were from that same town.  But my father 

left there when he was quite young--he was about fourteen 

years old--with two friends, his best friends, Fletcher 

Henderson, who was a bit older, and Horace Henderson. 

ISOARDI:  Oh, you're kidding. 

SOLOMON:  Yeah.  And they got on this train, freight train 

I guess it was.  No, it wasn't a freight train.  Anyway, they 

stowed away on a train, you know, and they got caught somewhere 

in South Carolina.  The conductor was going to throw them 

off.  So the porter or whoever said, "Don't put them off of 

here.  It's night and they're kids.  Why don't we just let 

them stay on the train and work?"  Which they did.  They sold 

sandwiches and washed dishes and did little odd jobs until 

they got up to New York. 
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 So my father was a waiter and a bartender.  He worked 

on ships.  I went to Nova Scotia once, and I said, "Well, 

this is a first in the family," and I told him.  He said, 

"Oh, yeah!  Is so-and-so still there?"  You know, whatever 

building it was.  "Have you been there?"  He said, "Yeah, I 

used to run there from New York on the ship." 

ISOARDI:  This was a little before World War I then, I guess. 

SOLOMON:   This was before World War I.  Because he was born 

in-- This must have been about 1914, yeah, because he was 

born in 1900.  And World War I started in 1914, but we didn't 

get into-- When I say "we" I mean the United States government 

didn't get into it until 1917.  So yeah, it was about that 

time.  He was living in Brooklyn and working. 

 Some way or other he came through St. Louis, Missouri, 

and met my mother [Evelyn Horton Solomon], and they got married. 

 Well, not right then, but a while later they got married. 

 So in 1927 the whole family decided to come to Los Angeles. 

 My grandmother had a beauty parlor in St. Louis. 

ISOARDI:  This is on your mother's side? 

SOLOMON:  On my mother's side.  I don't know too much about 

my father's side, about the grandparents and all.  I only 

saw pictures, you know?  But there was a lady in Chicago named 

Madame Walker.  You've heard of her, Madame Walker.  You've 

got a stamp out on Madame Walker.   C.J. Walker.  There's a 
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postage stamp with her image on it that came out this year. 

 Anyway, my grandmother had Hor-ton-a Products.  Her name was 

Horton, Evelyn Horton.  So the products that they manufactured 

were called Hor-ton-a. 

ISOARDI:  Really, their own products?  What kind of products? 

SOLOMON:  Hair products.  Personal hair grower, you know, that 

type of stuff.  So they all came to Los Angeles.  There were 

about two or three different cars.  My grandmother had this 

big '27 Lincoln.  Nine passengers.  I mean a sixteen-cylinder, 

nine-passenger Lincoln. 

ISOARDI:  So she did well with the hair products. 

SOLOMON:  Well, yeah.  Well, she was-- See that chair, that 

table?  That was hers.  I think they brought them out here 

or bought them when she first got here.  But they were handed 

down to me.  So she opened up a beauty shop on Twelfth [Street] 

and Central [Avenue]. 

ISOARDI:  Why did they leave St. Louis? 

SOLOMON:  I never did find out.  I guess it's because-- I don't 

know.  I guess because Los Angeles was opening up.  You know, 

I have no idea why.  I know they came in 1927,  and I was born 

four years later.  But she opened up a beauty shop, a 

hairdressing salon, a tonsorial parlor, whatever way you want 

to call it. 

ISOARDI:  At Twelfth and Central. 
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SOLOMON:  At Twelfth and Central.  That's where the action 

was then, when they first came here.  It gradually moved further 

south until the hub of the activity was at-- Where we were 

at the Central Avenue [Revisited] festival. 

ISOARDI:  Near Forty-second Street? 

SOLOMON:  Yeah, between Santa Barbara [Avenue]-- Well, it's 

Martin Luther King [Boulevard] now, but where Jefferson 

[Boulevard] and Martin Luther King run together.  Just about 

there and a little-- Maybe a little bit-- Well, we'll say 

we'll start at the Lincoln Theatre at like Twenty-second [Street] 

or something.  But the nightlife and the hub was around the 

Dunbar Hotel, which was at Forty-second. 

ISOARDI:  Where did you live when you first came here?  Where 

were they living? 

SOLOMON:  Well, my grandmother, I remember, had a house on 

the west side. 

ISOARDI:  Really? 

SOLOMON:  No, an apartment.  She had an apartment on the west 

side.  And my aunt [Dorothy Horton Stewart] and uncle-- My 

mother's sister and her husband, who was a silver star winner 

in World War I, by the way--he was a lieutenant in the twenty-forth 

regiment-- It was an all- black outfit at that time.  He was 

one of the lieutenants.  Of course, the commander was white. 

 But he had been in the army. 
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ISOARDI:  What was his name? 

SOLOMON:  His name was Leon Stewart.  Leon Stewart.  He was 

in the campaign on-- What did they call it? 

Expeditionary force. 

ISOARDI:  Oh, yeah.  [John J.] "Black Jack" Pershing's 

expeditionary force. 

SOLOMON:  Yeah, yeah, well-- They chased Pancho Villa back 

into Mexico.  He was with Pershing then.  He was a sergeant 

then.  I guess he was going to make a career of it.  So when 

he went to fight in World War I, he went to France, and there 

was this forest-- He didn't want to talk about it too much. 

 I saw the silver star in his drawer.  You know how little 

kids are, be nosing around, snooping.  And I saw this-- I 

didn't know what it was.  And I said, "Uncle Leon, what is 

this?"  He said, "That's the silver star."  And I said, "What 

is that?"  And he said, "Aw, that's something they give you." 

 And that was the end of that. 

 Later on I found out.  But he never talked about it.  

His son, his oldest son, Leon [Stewart] Jr., told me that 

what happened was he had captured the German machine gun nest, 

and it saved some of his own men.  So he got the silver star 

for that.  But he never talked about it because I guess it 

was so horrible. 

 I remember him telling me that someone was wounded and 
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gangrene was setting in.  They would take maggots from a corpse 

and put it on, and it would eat away that dead flesh.  Oh, 

man!  You know, there were no sulfa drugs or penicillin, then, 

so that was a time-honored thing on the battlefield, you know? 

ISOARDI:  Yeah, whatever works. 

SOLOMON:  Yeah, whatever works. 

ISOARDI:  What was your--? 

SOLOMON:  When he came back to the States, even though he 

was considered sort of a hero-- And he was a good-looking 

man, looked very sharp in his uniform, and he had a lot of 

dignity.  He really dug the army.  You know, even in his older 

years he would put his flag out every morning and take it 

down in the evening.  Even when he was too old to even get 

up out of a chair he would manage to do it. 

 But what disillusioned him was that after all he went 

through in Europe and he was decorated and-- He came back 

home and faced Jim Crowism, and it really disturbed him.  

So he got out of the service and in St. Louis he couldn't 

get a job.  He tried to get a job at the post office and they 

wouldn't hire him.  So I think that might have been one of 

the primary reasons why they decided to come West. 

ISOARDI:  There may be opportunities.  What was your aunt's 

name? 

SOLOMON:  My aunt? 
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ISOARDI:  His wife. 

SOLOMON:  My Aunt Dorothy.  Dorothy Stewart.  You see, my 

mother's-- My grandfather was James Horton and his wife was 

Evelyn Horton.  And then their two daughters were Evelyn--my 

mother was Evelyn--and my Aunt Dorothy.  They were Hortons. 

 Then my mother married my father and became Solomon.  And 

Dorothy married Leon Stewart and became Dorothy Stewart.  

The family has always been very close. 

ISOARDI:  Was there any music in the family before you come 

along? 

SOLOMON:  My mother had a beautiful singing voice.  She sang 

at the church.  They would have what they would call recitals, 

Sunday afternoon teas, and she would sing.  She had a beautiful 

voice, but she never did do it professionally or even 

semi-professionally.  It was just-- She wasn't an overly 

religious woman.  You know, we never went to church on Sundays 

and stayed all day and came back 

that night.  But she was a beautiful woman.  Her pictures-- 

I'll show you a picture in a while.  But she had this beautiful 

voice. 

 My father couldn't carry a tune in a bucket.  He couldn't 

even sing "Happy Birthday to You" in tune, you know? 

ISOARDI:  And he's hanging out with Fletcher and Horace 

Henderson? 
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SOLOMON:  Yeah.  Well, one of his-- Out here one of his closest 

friends was Jimmie Lunceford, and Earl Hines.  When I was 

kid, I was about ten-- No, I was thirteen years old.  Earl 

Hines and the band came out to the house for dinner.  I remember 

asking Earl Hines how old Billy Eckstine was, because he wasn't 

there at the dinner but he was with Earl Hines.  And he said, 

"Oh, about thirty."  Yeah.  And I was thirteen. 

ISOARDI:  That was one of his good bands, wasn't it?  Was that 

when he had all the boppers in the band?  Was Dizzy [Gillespie] 

in the band? 

SOLOMON:  Well, I don't know, because I was a teenager, right? 

 I wasn't into music yet. 

ISOARDI:  You were only thirteen, but that must have been 

about--what?--1944? 

SOLOMON:  I was thirteen.  Yeah, yeah.  Wait a minute.  Maybe 

I was younger than thirteen.  I must have been. 

ISOARDI:  Were you in junior high [school] then? 

SOLOMON:  I don't remember if I was in junior high or the 

sixth grade.  But if I was thirteen I was in junior high, 

because I went to junior high school in 1943. 

ISOARDI:  But that wasn't when Charlie Parker and Dizzy 

Gillespie were in the band? 

SOLOMON:  Well, I don't know.  I didn't learn about them until 

like '45, '46.  Forty-six probably.  And it was always-- 
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Although we lived in Watts, we lived on the-- Well, Watts 

was the east side.  You've got the city of Los Angeles.  

Everything west of Main Street is west side, and everything 

east of Main is east side.  So Watts at that time was a residential 

area.  There were some huge vacant lots, and people would 

grow stuff on it during the Depression years.  Every vacant 

lot had vegetables or something growing on it.  Nobody really 

had a whole lot of money, but they weren't starving either. 

 They weren't in soup lines, bread lines, like they were back 

East in the cities where there wasn't that much land. 

ISOARDI:  How did your dad get to know all these musicians 

if he wasn't connected to the music? 

SOLOMON:  Well, as I said, he was a bartender, and he worked 

at the [Club] Alabam.  As I said, he lived in Brooklyn for 

many years.  He used to tell me about a trumpet player named 

Charlie Creath.  He used to say he was the greatest trumpet 

player in the world.  I'd never heard of him.  I'm thinking, 

well, Louis Armstrong was the greatest.  As it turned out, 

I found Charlie Creath's name in some encyclopedia, and he 

was one of the influences on Louis Armstrong.  And I remember 

my father telling me about this guy in St. Louis.  Zutty 

Singleton, the drummer, was a classmate of my mother's in 

school. 

ISOARDI:  So your dad was working, tending bar along Central 
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Avenue, and that's how he got to meet them? 

SOLOMON:  Yeah, yeah.  Well, he was a waiter.  For black men, 

the real good professional job was like teaching and preaching, 

doctoring and lawyering.  And I say it that way, lawyering, 

all right?  And he was neither.  So a waiter, like he worked 

on a railroad--you know, railroad waiter--in the cabarets-- 

It was a respected profession.  Many waiters and bartenders 

sent their kids through colleges, bought homes-- Like my father, 

for example.  I didn't go through college, but he had prepared 

for me to go.  I just didn't.  I got my education at "Hampton 

Institute."  [mutual laughter]  The guys would say, "Where 

are you going--? Where do you matriculate?" 

ISOARDI:  The Lionel Hampton Institute of-- 

SOLOMON:  "The Hampton Institute." 

 They'd say, "Where's that located?" 

 I said, "One hundred twenty-sixth [Street] and Eighth 

Avenue.  Right next to 'Braddock University.'" 

 "Braddock?" 

 I said, "Yeah.  One hundred twenty-sixth and Eighth 

Avenue."  The Lionel Hampton Institute at the Braddock Hotel 

was up on the corner from the Apollo Theatre, and that's where 

everybody used to hang out.  You know what I mean?  So that's 

where I matriculated. 

ISOARDI:  So that's the connection between your dad and all 
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these musicians, then.  He got to know them, then. 

SOLOMON:  Yeah, yeah.  He knew them.  And then too, during 

that time also--since the main theme of this interview is 

about Central Avenue--he had two hotels.  He had the Morris 

Hotel down on Fifth [Street], which was almost across the 

street from the old [train] station.  They built the new one 

in the late thirties, you know, where it is now, the new Union 

Station. 

ISOARDI:  Oh, but the main station was closer to Fifth then? 

SOLOMON:  The main station was on Central Avenue, and it was 

farther south.  I don't know if it was Union Station or Central 

Station [Arcade Depot], but-- I remember I was pretty young. 

 I remember passing it, and somebody in the family would mention 

the fact that that was it.  So the black railroad workers 

stayed at the Morris Hotel.  And then, later on, there was 

a hotel on Washington [Boulevard] and Central.  What was the 

name of that hotel? 

ISOARDI:  The Clark? 

SOLOMON:  The Clark Hotel. 

ISOARDI:  What kind of place was the Clark? 

SOLOMON:  Well, it was pretty-- In the days before its demise 

it was pretty.  It had a restaurant, a bar, and they had the 

[Clark] Annex across the street.  It was a nice hotel. 

ISOARDI:  Which corner was the Clark on?  The hotel. 
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SOLOMON:  The hotel was on the northeast corner of-- It wasn't 

on Washington, it was a block down.  It was maybe Eighteenth 

Street.  And a few doors down from it going north was the 

musicians union, [American Federation of Musicians] Local 

767.  So both properties now, the Santa Monica Freeway runs 

through there now, I-10 [Interstate 10]. 

ISOARDI:  So the annex was on the west side of the street, 

then? 

SOLOMON:  The annex was on the west of the street. 

ISOARDI:  Northwest corner? 

SOLOMON:  I don't remember.  It was maybe in the middle of 

the block.  I don't know.  But the main hotel was on the east 

side of the street, and it had a bar and a restaurant.  Then 

the 767 building was a big house that had been converted into 

the union.  We'll get back to that union later.  I'm trying 

to take you up Central. 

 Then the Dunbar [Hotel] was in its present location.  

It wasn't the Dunbar when it opened, it was something else 

[Hotel Somerville].  But I remember it as the Dunbar.  So you 

didn't have but a couple of hotels.  You had the Clark and 

you had the Dunbar. 

ISOARDI:  Was the Clark there as far back as you can remember? 

 Do you know when they opened that? 

SOLOMON:  I don't know when they opened, but-- 
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ISOARDI:  It was always there as far as you remember? 

SOLOMON:  Yeah.  You see, my grandmother and her two daughters 

had this beauty shop on Twelfth and Central.  Then they moved 

later on down to Fifty-first [Street] and Central.  So my 

mother, father, and I--I'm a baby in arms, right?--they were 

on Fifty-second Street, just east.  It was a tall white apartment 

building.  We lived upstairs.  It was downstairs and upstairs. 

 And my aunt and my uncle and their three sons were around 

the corner from the beauty shop on Fifty-second.  And my 

grandmother and my grandfather had a house on Fifty-third 

[Street].  I'd say in 1936-- She had a stroke in '35. 

ISOARDI:  Grandmother? 

SOLOMON:  Yeah.  So she could no longer work at the shop. 

ISOARDI:  What was the name of the shop?  Do you remember? 

SOLOMON:  What was the name of the--?  Dorothea!  Dorothea. 

 My aunt, her name was Dorothy, but the name of the shop was 

Dorothea's Beauty Salon.  Fifty-first-- Well, actually it 

was 5117 1/2 South Central.  Yeah. 

ISOARDI:  So sometime around the early thirties, mid-thirties, 

the family sort of moved about thirty blocks south? 

SOLOMON:  They bought the house on Wilmington [Avenue] in 

Watts.  My grandmother and grandfather, my mother, father, 

 and me lived in that house.  My aunt and uncle and their kids 

got a house still on the east side.  It was like the Fifty-fifth 
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[Street] and Ascot [Avenue], which was up near Hooper [Avenue]. 

 I don't know if you know the geography of the east side that 

well, but it was Central, and then there was Hooper, and then 

Ascot, and then Compton [Avenue], etc.  My oldest cousin, 

Leon, he graduated from high school in '36, the same year 

that we moved to Watts, so he was grown. 

ISOARDI:  You moved to Watts in '36? 

SOLOMON:  Yeah, 1936 we bought the house.  So when people say 

"Where did you grow up?"  I say, "Well, that's pretty complex," 

because the family home-- Well, at least our family home was 

in Watts.  But when I was in kinder-garten-- And I was in 

Catholic school up to the third grade, and so I was-- 

 My grandmother was-- Even though she had a stroke, she 

was mobile, with a cane.  And she could talk intelligibly. 

 But she was slow, right?  And my grandfather, he was a waiter, 

too.  He worked at the University Club, downtown L.A.  It was 

a private club, a membership club.  He would take me to movies 

all the time.  We were running buddies.  He would take me 

downtown to the movies.  He'd get off and-- So on weekdays 

I would be at the shop with my mother and aunt, which was 

on Central.  So I had a circle of friends in Watts, and I 

had a circle of friends around the Central Avenue area.  Because 

I went to Forty-ninth Street [Elementary] School--it was a 

grammar school--when I was in the fourth grade.  So I must 
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have been about eight. 

ISOARDI:  Oh, so you weren't going to school in Watts at all? 

SOLOMON:  I did.  I went to St. Lawrence [of Brindisi] Catholic 

school for first, second, and third grade.  And then in fourth 

grade I went to Forty-ninth Street School. 

ISOARDI:  Why that and why not a school Watts? 

SOLOMON:  Well-- 

ISOARDI:  Wasn't there a Grape Street Elementary School? 

SOLOMON:  Yeah, but that wasn't in my district.  My district 

was Ninety-second Street [Elementary] School.  It was the 

next block over.  I went there for kindergarten, but it was 

pretty rough.  I was the only black kid at the school.  It 

was pretty rough, you know? 

ISOARDI:  Where were you living?  You weren't right in Watts? 

 You were just north of it? 

SOLOMON:  Well, actually a little north, yeah.  Watts started 

technically at 103rd [Street].  We were at Ninety-second. 

ISOARDI:  So that was--what?--Central Gardens area, something 

like that? 

SOLOMON:  No, that was further west, the Central Gardens area. 

 It was like Central, Ninety-second to about Ninety-ninth 

[Street].  From Central-- Then Hooper was like about two steps 

away; you know, they ran together.  Hooper ran parallel to 

Central-- 
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ISOARDI:  So you were right on the boundary, then, between 

the [inaudible]-- 

SOLOMON:  No.  Central Gardens-- It was like about four or 

five blocks, maybe half a square mile.  I don't know.  But 

no, we were four blocks east of the streetcar tracks, the 

big red and the little red, the Watts local and the express. 

 And Central Gardens was up near Central.  I believe they called 

it Central Gardens because they had these large vacant lots. 

 There wasn't anything built on them, so people would grow 

vegetables and flowers and-- 

ISOARDI:  It sounds pretty rural. 

SOLOMON:  Yeah, well, it was.  This was way before-- This was 

a very nice neighborhood.  They used to make jokes about Watts, 

call it the "country" and "Goat City," but it was a good place 

to grow up as a kid.  But like I said, I was going to Forty-ninth 

Street School.  So I grew up around that area, on the east 

side. 

ISOARDI:  Was it the Ninety-second Street School you said 

you tried, but it was a little too rough? 

SOLOMON:  No, it was rough for a black kid. 

ISOARDI:  Yeah, that's what I meant. 

SOLOMON:  I was in kindergarten, you know, and I would get 

called names and get into fights. 

ISOARDI:  How many black kids were there? 
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SOLOMON:  Me, myself, and I.  [laughs] 

ISOARDI:  You were the only one in the school? 

SOLOMON:  Yeah.  There was a girl, Laura DeHort, she was older 

than me.  She was like about the sixth grade.  So she went 

to junior high and left me alone.  She was kind of hefty, 

so nobody would hardly screw with her or me either, because 

she wouldn't take no crap from anybody.  She had the weight 

to back it up.  But when she left, there I was all alone. 

ISOARDI:  Did that affect you much as a kid?  I mean, was that 

your first experience with racism? 

SOLOMON:  Yeah.  But it really wasn't as prevalent as it was 

in other parts of the country.  I didn't know anything about 

racism.  I know that there were incidents that I remember 

that weren't good.  But it was the way of life, the way it 

was then.  It was an accepted fact. 

 As a matter of fact, it was years later-- Maybe about 

'85, '84, '82-- It was about '82.  My dad died in '82, so  

I rented the house on Wilmington.  I rented it out, and I 

had some problems with people paying the rent, and then they 

were broken into.  And I had a lady standing there, a Latina 

lady with three kids, and some guys broke in there just after 

Christmas, stole all the Christmas presents.  So she didn't 

want to stay there anymore.  So I had to put burglar bars 

on the house.  And they still got in.  I guess they must have 
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put a real little kid in, squeeze through and opened the 

door.  But there wasn't anything to take, so they trashed 

it.  They trashed it--crapped all on the carpet, put graffiti 

on the walls.  So I said, "Well, that's the last straw."  

So I had it fixed up and put it on the market.  My cousin 

Leon was with Century 21 [real estate company], so he managed 

it.  So we sold it. 

 So I was going through these papers that my father had. 

 Somewhere he put them, and I ran across them.  You know, to 

sell it I had to get the residential deed.  And I found it. 

 Now, this is very important, because it also-- One reason 

Central Avenue and the surrounding area was so strong at the 

time was because they had a covenant that certain races couldn't 

live in certain areas.  This deed that I found, there was 

a covenant on it, and it surprised me.  It said that the property 

could not be sold to anyone of oriental--they didn't say Asian 

then, it was oriental--descent.  They were discriminating 

against the Chinese. 

 Because looking back over it now, all the kids I played 

with--there were white kids, there were Mexican kids, there 

were black kids.  Watts was like a United Nations.  It was 

all sorts of nationalities--Irish, Greek, Italian.  But there 

was never-- You never saw any Asians, any Chinese. 

 Now, there were some vacant lots that were Japanese.  
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The Japanese had farmland.  One was at 103rd and Central.  

It's now Will Rogers Park.  But before that-- When they 

confiscated the land from the farmer, they built Will Rogers 

Park.  Well, actually it was a bivouac for the army.  They 

had the tents and-- You know, a bivouac there.  And after 

the war, then they called it Will Rogers Park.  Where the 

Jordan Downs housing project is now, that was Japanese farmland. 

 Nickerson Gardens, all over, these huge farms that the Japanese 

owned, they took the land--  took them, kicked them, put them 

in camps, and took the land.  Never compensated them for it 

until a few of the survivors got some money recently. 

 But this covenant, this housing covenant of oriental 

descent-- I guess the Japanese had already had that farmland. 

 Because they were born here.  They were like maybe some first 

and second generation.  They were more American than a lot 

of the people that were in these covenants right there.  So 

they had these covenants that people of color couldn't live 

in certain areas. 

ISOARDI:  So is that what Watts looked like then?  I mean, 

even though you mentioned how your friends and in school, 

it was just a United Nations of races as a kid, if you looked 

at the adults, were whites in one part of Watts and blacks 

in another part, Asians in another part? 

SOLOMON:  No, no, no.  There was-- 
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ISOARDI:  Were the blocks all mixed? 

SOLOMON:  There weren't any Asians. 

ISOARDI:  Oh, that's right, as you've said.  But there were 

Latinos, there were blacks, whites-- 

SOLOMON:  And Irish, Italian-- 

ISOARDI:  Was everyone just mixed then? 

ISOARDI:  Yeah, well, the street I lived on, there were five 

black families on the street, and some were Mexican, and the 

rest were white.  We all played together.  The little kids 

played cowboys in the streets.  You know, little kids, man, 

they-- You're not born a racist or even with those-- 

ISOARDI:  No.  Society makes you. 

SOLOMON:  Yeah, yeah.  So all the kids would play.  There was 

one man, Mr. Murphy.  He had two daughters.  When we were all 

little out there playing-- And he always had an attitude.  

So when the daughters reached puberty, then he stopped them 

from playing with us.  You know what I'm talking about? 

ISOARDI:  Did he move? 

SOLOMON:  No.  You know, as a matter of fact, he didn't.  He 

didn't move.  He just told them not to-- But it didn't make 

any difference, because there was-- You know, kids growing 

up, they say, "Okay, Dad," then look around, is he gone?  

"Oh, hey!  Come over here."  But the neighborhood was polyglot. 

 And everyone, we got along well.  You know?  The kids did. 
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 Sometimes the parents would be, to coin a phrase, attitudinal, 

but the kids got along.  I hope when you edit this, you can 

put it-- Because this is kind of rambling now, but after you 

play it back, you'll get the full picture. 

 I lived in Watts, but I grew up more or less on Central, 

because that's where the shop was.  So on the weekends-- When 

I started going to Forty-ninth-- You had to go to a school 

in your district, so we used the address of the shop, the 

beauty shop.  We called it "the shop."  So as far as the school 

was concerned, that was where I lived.  When I would get out 

of school I'd go to the shop.  My mother and aunt, when they 

closed up, then we would go home.  My aunt, she lived not 

far from there.  But we would go to Watts.  It took about fifteen 

minutes to drive from the shop to the house.  Then the next 

morning, when my mother went to work, she'd drop me off at 

the school.  So like I said, I was living on the east side 

and also living in Watts. 

ISOARDI:  Let's see if I follow this.  When you're five years 

old, your family moves to Watts, in '36.  And you went to 

kindergarten. 

SOLOMON:  Kindergarten at Ninety-second Street School. 

ISOARDI:  And then for first, second, and third grade you 

were in a Catholic school? 

SOLOMON:  Yeah, St. Lawrence. 
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ISOARDI:  And that was in Watts? 

SOLOMON:  Let me show you something right quick.  [tape 

recorder off] 

ISOARDI:  Okay.  The St. Lawrence Catholic School.  You were 

there for first, second, and third grades.  Now, this is a 

photo you're showing me of the first and second grades.  And 

as you were saying, it's very mixed, isn't it?  Where was 

St. Lawrence?  Do you remember? 

SOLOMON:  Yeah.  It was on Compton, on south Compton 

Avenue--not Boulevard, but Avenue.  About Ninety-ninth Street. 

 There was a Catholic church and the parochial school.  I don't 

know if it's still there or not. 

ISOARDI:  So this must have felt different after your 

kindergarten experience, switching to this school. 

SOLOMON:  Oh, yeah, yeah, yeah. 

ISOARDI:  So you're here for up until the third grade.  Then 

why did you switch to the Forty-ninth Street School? 

SOLOMON:  Well, the reason, they told my parents that-- See, 

I wasn't Catholic.  They said if you weren't Catholic you 

couldn't go.  But that was a cover-up.  The real reason was 

there was a bully in the school.  He picked on people.  And 

one day he picked on me, and I punched him in the nose, and 

he ran crying and bleeding to one of the sisters like I had 

attacked him, which I didn't.  So that's why I was-- They 
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kicked me out, actually.  After that semester they-- 

ISOARDI:  So then you switched to Forty-ninth Street. 

SOLOMON:  Yeah.  So actually I was defending myself.  It was 

a thing like the first one that runs to someone in authority 

and tells a story, that's who's believed.  But it was a little 

strict, anyway.  Forty-ninth was a little looser, being a 

public school. 

ISOARDI:  Well, I forgot to actually ask you, when were you 

born? 

SOLOMON:  In 1931, January 17. 

ISOARDI:  Where at? 

SOLOMON:  In L.A., at the-- I was born in the house on Fortieth-- 

The street I was born in was later changed to Forty-first 

[Street], but it was Fortieth Street or Place.  It was Naomi 

[Avenue].  I think it was Naomi. 

ISOARDI:  So this was after the family moved from the twenties, 

then? 

SOLOMON:  Yeah.  My mother had care at [Los Angeles County] 

General Hospital in East L.A., but I was born at home they 

tell me.  My memory gets a little vague. 

ISOARDI:  You mentioned that it was Fortieth and it's now 

Forty-first.  At one point they renumbered those streets,  

 the [inaudible] section along there.  Do you remember when 

that was? 
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SOLOMON:  Well, no.  I remember my mother telling me that we 

passed-- They showed me the house where I was born then, but 

I was pretty young.  That must have been fifty years ago.  

More than that.  Because fifty years ago I was seventeen, 

and I was much younger than that.  So it had to be maybe 

fifty-eight years ago.  I know the street was renamed for 

a reason.  And it was east of Central.  I think it was Naomi. 

 But it was east of Central near Hooper.  I think Naomi was 

the street, but I don't remember anything about that house. 

 The only thing I remember was where we lived upstairs on 

Fifty-third around the corner from the beauty parlor.  I don't 

remember anything about the beauty shop on Twelfth Street. 

ISOARDI:  And then just before kindergarten the family moves 

to Watts. 

SOLOMON:  Yeah, because I was five.  I started kindergarten-- 

It must have been later that year, because this was St. Lawrence, 

first and second-- This was 1938, so I was seven.  So I might 

have been in the second grade.  I'm trying to remember the 

kindergarten.  They got me out of there because I was getting 

jumped on and the whole bit.  I couldn't fight the whole world. 

 So I think maybe they sent me to St. Lawrence before I finished 

that kindergarten at Ninety-second.  I'm not sure. 

ISOARDI:  What are your early memories of Central?  I guess 

it must initially be around that shop; that's the most prominent 
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thing.  Are you aware as a kid that there's a lot of nightlife 

happening around there? 

SOLOMON:  Well, when they closed the shop up at about-- Well, 

seven o'clock is late to a little kid.  When they closed the 

shop, which was probably much earlier than eight [o'clock], 

we would go home to the house in Watts, the house on Ninety-second 

Street.  But then the immediate vicinity-- I remember stuff 

so well.  The building the shop was in was called the Ben 

Bowie-- The Ben [Benjamin J.] Bowie American Legion Post [228] 

owned the building.  They had their little office in the center, 

and then to the left was a cleaners and the shop.  To the 

right there was another beauty parlor and another cleaners. 

 It was really clean and pretty there.  [laughs] 

 Across the street-- We're talking about the thirties. 

 Across the street there was this Italian-- Well, I don't 

know what you'd call it now; it was a store then.  He sold 

wine and pasta.  You walk in, and you smell the wine and smell 

the pasta.  He would make the pasta.  And these wines were 

in barrels, and you could take a bottle and put it on the 

spigot and fill it up.  I never bought any, you understand, 

but my grandfather and uncle used to go buy the wine.  That 

was during Prohibition-- No, just after Prohibition.  I don't 

think they had-- Before they enacted the tax stamps on the 

bottles.  You could just go, and I don't know why you could, 
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but you could-- 

ISOARDI:  Do you remember the name of that store? 

SOLOMON:  No.  No, I don't.  I remember the man.  He was 

heavy-set and very jovial, and he used to sing Caruso 

songs all the time.  You'd walk in the store, [sings] "O, 

Solo--"  Get the wine and the bottle-- 
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 TAPE NUMBER:  I, SIDE TWO 
  
 AUGUST 27, 1998 
 
 

SOLOMON:  Yeah, this might be pretty disjointed, because I'm 

reminiscing things that-- 

ISOARDI:  Oh, no, that's the way it always happens. 

SOLOMON:  Now, I believe it was 1937, '37, or '38, the Ben 

Bowie Post had an American Legion convention in Los Angeles. 

 Ben Bowie was a black American Legion-- Everything was-- 

The Elks, Masonic [order], everything, was black.  You know, 

they had black because you couldn't be in the overall, so 

they-- Like for example, the BPOE was the Elks, Benevolent 

and Protective Order of Elks.  That was the white people.  

They wouldn't let the blacks in, so the blacks had, it was 

the IBPOW or something.  But it was like Improved Benevolent 

Protective Association of Elks of the World.  [mutual laughter] 

 That was the black Elks, right?  And the greeting was, "Hello, 

Bill."  You know, each Elk greeted the other Elk as "Hello, 

Bill." 

 But the American Legion had this convention about '37 

or '38.  And behind the shop there was like this fenced-in 

area, but it was fenced-in when they-- For the convention 

they built this cabaret.  It was like a stage, and they would 

have a-- Like a cabaret where they'd have dancing and drinking. 

 It was like an outdoor nightclub. I remember before they 
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fenced it in that somebody left the back door open and I went 

exploring.  I was about two, two and a half.  And when they 

found me I was way down-- Behind it was an alley, and then 

there was another alley in between Fifty-first and Fifty-second 

[Streets].  This alley ran parallel to Central.  Alleys weren't 

paved then, you know, so it was quite a new world.  It was 

all grass and flowers and lizards and-- So a little kid out 

there exploring.  So everybody panicked when they saw I was 

gone.  They found me.  I think I resembled a baboon in the 

behind--blue, red and blue.  [mutual laughter]  So I never 

did that again.  I remember that happening because it wasn't 

fenced in, but when the American Legion had this convention 

they fenced in all the-- If I got out the back door I couldn't 

go any further than the fence. 

 So on Saturday night I remember this-- I think it was 

there for two weeks, a week or two weeks, but Friday and Saturday 

my mother and aunt worked later, because the ladies would 

get their hair done on Saturday.  They had time to go out 

that night, Fridays and Saturdays.  Friday was usually payday. 

 They'd go out and then they'd get [inaudible] and go to church 

Sunday morning.  So they would work maybe until nine or ten 

[o'clock].  I remember hearing this music, and there was a 

window that I could look out, and I could see over into the 

cabaret part.  They had a band, man, and they were playing. 
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 People were dancing and having a nice time and laughing and 

having a ball, the first time I'd seen anything like that. 

 I'd never heard a live band.  And I became interested in music 

then. 

 Now, Central was very unique in the sense that since 

there was no TV coverage or advertising-- We didn't have any 

of our own radio stations at the time.  Whenever there was 

a dance or a show they would advertise in two ways.  There 

was this-- Weren't you and I talking about "Tack 'Em Up"?  

Okay, it wasn't you? 

ISOARDI:  No, no, it wasn't me. 

SOLOMON:  Okay.  There was this guy, they called him Tack 'Em 

Up.  He was real tall, and he had this claw hammer about this 

long. 

ISOARDI:  A couple of feet long? 

SOLOMON:  No, about this long.  Well, yeah, it was-- Well, 

he was tall.  He was, I don't know, six and a half feet tall, 

I guess, six [feet] six [inches] or whatever.  He was real 

tall.  So there was an ordinance against putting placards 

and handbills on telephone poles, but he was so tall that-- 

He had the nails, and he'd reach up with his hammer and he'd 

tack it up, and it would be so high up that the police couldn't 

tear it down.  [Isoardi laughs]  They'd be trying to jump. 
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ISOARDI:  So on the other hand, they must have known who was 

doing it.  [mutual laughter] 

SOLOMON:  Yeah.  Well, nobody ever caught him.  I guess he 

would do it late at night.  But that was one way. 

 And then there was the Los Angeles Sentinel, which was 

the newspaper, still publishing, and the California Eagle, 

which is defunct now.  But what I really, really remember 

was they had this sound truck.  The sound truck would drive 

up and down Central.  It was like a-- I guess now they would 

call it a pickup truck.  They didn't call it that then.  It 

was just a little truck with a flatbed, right? 

ISOARDI:  Yeah. 

SOLOMON:  So they would have this triangular shape on each 

side and on the back, and on each side it said "Coming."  

It would give the date to the wherever--Orpheum Theatre, 

the Lincoln Theatre, the Elks [auditorium], or the Masonic 

[temple], wherever--and then it would have the name of the 

band.  It could be Duke Ellington, Count Basie, Andy Kirk, 

Jimmie Lunceford, Louis Jordan, or whoever.  And on each 

side and on the back it would have who was coming and when. 

 They would drive slowly down Central and would be playing 

the music of whoever was coming.  They would play the music, 

you know, their records. 

ISOARDI:  Oh, yeah. 
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SOLOMON:  They would cruise along real slowly, and all the 

kids-- They'd have Louis Jordan.  He'd be doing, [sings] 

"Caldonia, what makes your big ass so hard?"  The little kids, 

we'd be running behind dancing behind the truck.  [mutual 

laughter]  They'd be coming down, and all the people would 

look out and say, "Oh, Louis Jordan's going to be at the 

so-and-so," right?  And that was the way they advertised.  

Word would get around.  That was the way the dances and the 

appearances at the theaters were advertised. 

 As a matter of fact, it's ironic that I'm telling you 

this, because when they did this movie-- What is it, Girl 

in a Blue Dress? 

ISOARDI:  Oh, Devil in a Blue Dress. 

SOLOMON:  Devil in a Blue Dress.  Well, the house that they 

used was over here on Harcourt [Avenue].  It was supposed 

to be on Fifty-eighth [Street] and Hooper, but it was actually 

on Harcourt. 

ISOARDI:  You mean the house that Denzel [Washington] lived 

in in the film? 

SOLOMON:  Yeah, yeah.  It was a corner house. 

ISOARDI:  Yeah, I heard it wasn't along the old east side. 

SOLOMON:  No, no.  They were going to use-- The lady next door, 

she has this large front yard.  They were going to build a 

false house there.  So the director came over, and he came 
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in and was--  She didn't want to do it, her son didn't want 

to-- He thought it was a game.  So the guy across the street 

and I said, "No, it's legit."  So we told her son, said, "It's 

legit.  They're going to do a movie."  But, you know what I 

mean, she's elderly, and her son doesn't live there.  So somebody 

comes and offers somebody some money to use their property. 

 Well, you immediately would say, "Wait a minute.  What is 

this?" 

ISOARDI:  Yeah, really. 

SOLOMON:  "What are you trying to do with my mom?"  You know 

what I mean?  But after the neighbors assured him that it 

was on the up and up, he relented.  So the director came over, 

Carl-- 

ISOARDI:  Carl Franklin. 

SOLOMON:  Carl Franklin.  So we sat here and talked.  As it 

turned out, they didn't use the property, but they used-- 

The last scene of the movie used my driveway.  They had an 

old Packard or something parked in the driveway. 

ISOARDI:  Yeah. 

SOLOMON:  I didn't have security bars then because they didn't 

have them back during that time.  That movie was in the forties. 

 But there was this-- I'll tell you when it was.  They finished 

shooting the day that they-- The freeway chase when O.J. Simpson 

was in the white [Ford] Bronco.  Because they had a television 
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monitor out on the lawn.  We were on Rose's front lawn.  Denzel, 

it was at the scene where he would drive this car up and let 

the girl out, now, right across the street.  They put some 

steps on the driveway. 

ISOARDI:  Oh, that's right. 

SOLOMON:  That's where she went up the steps-- 

ISOARDI:  Yeah, he drops her off. 

SOLOMON:  Yeah, that's the house. 

ISOARDI:  Is it really? 

SOLOMON:  And he pulled up and let her off, so they did-- 

It took about three takes. 

ISOARDI:  They put the steps on the side over there? 

SOLOMON:  Yeah, yeah, they put the steps over there. 

ISOARDI:  I'll be darned. 

SOLOMON:  And there's no door over there.  She went up the 

steps, and then it ended or whatever, but there's no-- She 

went up and had to come right back down; there was no door 

to go in.  But that was the house.  And you can see mine;   

you can barely see it.  There was a lot of-- You know, that 

peach tree was in full bloom. 

 But it was the day that they were chasing O.J. in the 

white Bronco on the freeway, because they had this television 

monitor, and Denzel and everybody else between takes would 

run back to watch.  [mutual laughter] 
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ISOARDI:  Too much. 

SOLOMON:  That was June, in June, I think.  So I told Carl 

Franklin about the sound truck.  And in the movie they were 

trying to get Central Avenue like it was.  And I told them 

about that, but they didn't use that idea.  And also you had 

the streetcar tracks.  You had the U-car and the D-car. 

ISOARDI:  Yeah, those aren't in the film. 

SOLOMON:  They're not in the film.  They had no streetcar. 

ISOARDI:  I heard they shot that over on Pico [Boulevard] 

somewhere, that street scene. 

SOLOMON:  It wasn't on Central.  You know, it was done somewhere 

on the Westside--maybe Pico, maybe Adams [Boulevard], but 

it wasn't-- And in the movie, I think, it was Central, that 

club where there was a lot of activity.  I think it was 

Seventy-ninth [Street] and Central. 

ISOARDI:  Oh, that's right, it was an all-white area. 

SOLOMON:  It was so-- Seventy-ninth and Central was so quiet. 

 [mutual laughter]  And then too, Central after you got to 

Slauson [Avenue]--you went south on Central to Slauson--in 

between Slauson and Ninety-second [Street] was a demilitarized 

zone.  [mutual laughter]  You know what I'm talking about? 

ISOARDI:  Yeah. 

SOLOMON:  Seventy-ninth and Central during that time?  No way, 

you know? 
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ISOARDI:  That was pretty solidly white, wasn't it?  Until-- 

SOLOMON:  Yeah, it was. 

ISOARDI:  --the covenants came down? 

SOLOMON:  Well, the covenants were in effect. 

ISOARDI:  Yeah, until they came down. 

SOLOMON:  Well, you asked me what killed Central.  Well, 

there's a number of reasons, but once the covenants-- Well, 

they were still in effect, I guess, although they weren't 

enforced, because I'll tell you, I found a deed-- 

ISOARDI:  Well, I think they're still on a lot of the older 

deeds.  They're still there, but they can't-- Legally they 

have no standing. 

SOLOMON:  No.  No. 

ISOARDI:  So you mentioned the Italian shop and your shop. 

 You don't have any sense, then--well, you're still so young--of 

what the nightlife was like on Central or what's there or 

the Dunbar Hotel or anything? 

SOLOMON:  Well, well-- 

ISOARDI:  This doesn't come, I guess, until you're a teenager? 

SOLOMON:  No, what I remember of the stuff before then, the 

Savoy Theatre was at Fifty-fourth [Street] and Central, and 

they would always have some activity there. 

 There was a vacant lot on the corner of Fifty-second 

and Central, and they had these evangelists.  They'd set up 
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a tent, the big tent, with the sawdust on the ground and the 

chairs.  And, man, those sisters, they'd be singing, they'd 

be using those tambourines.  And they had drummers.  There's 

drums and there's tambourines, and they'd be singing, and 

everybody would be boogying.  Your feet wouldn't stay-- Your 

feet had to wake up, right?  So we always looked forward to 

those tent churches coming, because the people would get happy 

and would be throwing money and would miss, and when they 

would leave all the kids would be out there digging and finding 

money.  [mutual laughter]  Like digging, mining for gold. 

 Another thing we used to do was we would go to-- The 

movie cost a dime at the Savoy Theatre and the Bill Robinson, 

which was up on Forty-third [Street] and Central, the Bill 

Robinson Theatre.  Originally it was the Tivoli [Theatre], 

and then they named it the Bill Robinson in the late thirties, 

about the mid-thirties.  I remember it because my cousins 

used to go and they used to tell me about it.  We would take 

Coke bottles and sell them.  You got a penny for each bottle; 

it wasn't a nickel.  The whole Coke was a nickel, the deposit 

was a penny.  [mutual laughter]  So we would find bottles and 

newspapers and sell them to these guys that used to come by 

with a horse-pulled wagon and yell, "Rags!  Bottles!  Rags! 

 Bottles!"  And we would sell the bottles and the rags and 

the papers.  Everything we'd find, we sell them to him.  He 
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would always give a quarter.  So that was big dough, right? 

ISOARDI:  Yeah. 

SOLOMON:  So we'd go to the show for that ten cents.  And then 

there was, if you went to the Bill Robinson, a place on the 

corner up a little further-- As a matter of fact, Coney Island 

[Chili Parlor] was like Forty-first [Street] and Central, 

called Coney Island.  You'd get these huge hamburgers and 

hot dogs for a nickel. 

ISOARDI:  So a quarter, you guys were set. 

SOLOMON:  Yeah.  So you paid your dime for your show fare, 

 and you could get a hot dog before you went to the show.  

A lot of times they'd give free ice cream to the kids on Saturday. 

 You had two movies and cartoons and the Three Stooges and 

free candy or an ice cream bar, right?  So you'd come out 

and you'd get a hamburger and a bottle of soda.  So that was 

all planned out.  And then they went up to eleven cents for 

the show fare, and that screwed up that quarter.  [mutual 

laughter]  You had to pay eleven cents, so you could only 

get-- You couldn't buy anything with four cents.  So you had 

to get the hamburger or hot dog and a soda pop, but there 

was no nickel left to-- You know, it was funny.  The guys 

would say, "Man, it went up to eleven cents and screwed everything 

up." 

 But I'm trying to recall these childhood things.  I was 
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telling you about my grandfather earlier.  He used to take 

me to the movie downtown. 

ISOARDI:  Where downtown? 

SOLOMON:  All of them. 

ISOARDI:  Really?  All the big theaters? 

SOLOMON:  Yeah.  I remember there was the Loew's State 

[Theatre], there was the Orpheum [Theatre].  Let's see.  The 

Orpheum had stage shows.  The Orpheum, the Paramount [Theatre], 

and the Million Dollar [Theatre] had stage shows, but it wasn't 

a band every week, like-- 

ISOARDI:  But a lot of bands played those places. 

SOLOMON:  Yeah, a lot of bands played there.  So the Orpheum 

might have Jimmy Dorsey here this week, or maybe held over 

another week, and then it might be no more bands for maybe 

another two weeks.  So the Orpheum showed movies, first-run 

movies, and the Paramount Theater first-run, Loew's State. 

 The RKO Theatre was like about Eleventh [Street].  Well, let's 

see.  The Orpheum was Eighth [Street] and Broadway.  The RKO 

must have been  Ninth [Street] and Broadway.  It's no longer 

there. 

 Right around the corner on Eighth was the newsreel theater. 

 My grandfather liked the newsreel theater because it kept 

him up on things.  Remember, there was no television, and 

radio wasn't always the answer, but these newsreels of what 
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was going on, you could see it.  They had a newsreel, and 

they would show different news every day.  I remember the 

camera would say "RKO-Pathé" when the camera would be facing 

this way, and then it would face you, and then it would say 

"RKO-Pathé" [mimics fanfare].  So all the theaters, the Los 

Angeles Theatre-- There were many theaters downtown.  That 

was where all of the theaters were. 

 And all the stores.  There was a Clifton's Cafeteria. 

 You could eat your buns off real reasonably.   And there was 

an Owl Drugstore that he used to go in and buy cigars.  He 

liked cigars.  And one of the hippest stores--this was later 

on in years; this was in the forties--was a place called Berman's 

House of Style.  You ever heard of it? 

ISOARDI:  No. 

SOLOMON:  It was on Ninth Street just off Broadway.  It's where 

the entertainers, musicians, the hip people in movies-- Mickey 

Cohen used to get his clothes there until he opened up his 

own haberdashery. 

ISOARDI:  That's still the garment district, that area-- 

SOLOMON:  No, no, the garment district was like Los Angeles 

Street and further down past San Pedro [Street] on Santee 

[Street].  No, Broadway, that was the shopping district.  Then 

there was Main Street.  No, Broadway, then Spring [Street], 

and then Main, and then, I think, Los Angeles, and Santee. 
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 But the garment district was like-- Well, it's spread out 

now, but then--I never went to it--it was maybe two blocks. 

 You know, maybe Sixth [Street] to Eighth, or Fifth to Seventh 

[Street] or something like that.  Now it's all that whole 

east side downtown, the garment district. 

 But Berman's House of Style was where all the hip musicians 

and hip people bought their clothes--the boxers, actors.  

I don't know why it went out of business, but all the styles 

were so hip.  As a matter of fact, my high school graduation 

suit was bought there. 

ISOARDI:  Really?  Well, your family had a sense of style. 

SOLOMON:  Well, my father did.  He knew how you were supposed 

to dress.  You know, he was a pretty sharp dresser himself. 

 That must have been 1932.  [tape recorder off] 

ISOARDI:  So when does music enter the picture?  I mean, it 

sounds like you're hearing sounds as a kid that you like.  

You hear the trucks going by advertising the bands. SOLOMON: 

 I used to go down and check out the bands that played at 

the Orpheum. 

 I remember during World War II, my aunt took me to Exposition 

Park, by the [Los Angeles Memorial] Coliseum, and there was 

this-- Many, many people there.  The army ordnance had this 

display.  They had like cannons and howitzers and guns and 

the whole schmear, shells.  I guess they wanted to show the 
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American people what their tax dollars were going for to fight 

the [Second World] War.  But they also had a music show.  And 

there was-- You've heard of Skinnay Ennis? 

ISOARDI:  Yeah. 

SOLOMON:  He was the bandleader.  He was the army bandleader, 

and all of the guys in the band were soldiers.  They were 

all in the service.  And, man, did they put on a show.  They 

played their buns off, you know?  So that turned me on.  I 

was beginning to turn then. 

ISOARDI:  So you're about eleven, twelve years old maybe, 

something like that? 

SOLOMON:  World War II started when I was ten, so I had to 

be about eleven.  Yeah.  This was about '42, so I was eleven. 

 About '42 was when they were really trying to build people's 

morale.  About '43 they were also doing the same, but by '44 

they knew they were going to win.  The morale was picking 

up the paper and seeing some battles had been won, cities 

had been taken; that was the morale booster.  But then at 

the earlier stages it was like entertainment. 

 When I was going to Forty-ninth Street School, I used 

to get on the streetcar and go down to the Orpheum or the 

Paramount or the Million Dollar and catch the bands.  I remember, 

even though I was pretty young, I was able to go on the streetcar. 

 It wasn't like now where your parents would be worried that 
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somebody is going to drive-by you.  That wasn't happening 

then.  It was just get on the streetcar, go, get back on, 

and come back, right?  To the shop, to go to Watts was a bit 

longer, because you had to transfer two or three times and 

the whole bit. 

 The U-car, you'd catch it right in front of the shop 

on Central, and then when it got out onto Fifth it would swing 

left and pass the Morris Hotel.  And when you'd get to Broadway, 

then you'd get off and walk a couple of blocks to the theater. 

 That was theater row, between Fifth and Ninth.  You could 

either walk or transfer to another streetcar.  But who did 

that?  Everybody walked looking at clothes in the windows, 

looking at the fine chicks walking.  You know, little boys, 

even at that age, you'd see a chick, "Hmmmm."  You didn't 

know why, but you "Hmmmm."  Hormones, I guess. 

 So I remember going to the Orpheum, and Benny Goodman 

was there.  I went and heard his band.  I stayed two shows. 

 He had a hit number called "And the Angels Sing."  Ziggy Elman 

played the solo on the record [sings excerpt from Elman's 

solo].  It was like that Jewish wedding type or something. 

 Well, Ziggy was in the army, so when they started "And the 

Angels Sing" [sings melody to "Sing Sing Sing"], then Benny 

would play his thing.  So when it got almost time for the 

trumpet solo, here this fat soldier walks out with this trumpet 
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and plays the solo.  It's Ziggy.  People realized it's Ziggy 

and just went, "Hey!"  He was on leave, furlough or whatever, 

and he came down and played with the band, and tears were 

in people's eyes.   You know what I mean?  He came down and 

played his ass off, and it was a whole lot of ass to play 

off, too.  [mutual laughter] 

 Later, many years, in the late sixties, there was this 

guy Earl Gaines who had this music store in Santa Monica.  

He started with-- It was Earl Gaines, and then his partner 

was Stein.  And then they split up.  Earl moved to Santa Monica 

and Stein-- Now it's Stein on Vine,  right across from the 

[American Federation of Musicians, Local 47]. 

ISOARDI:  Oh, was it Maury Stein? 

SOLOMON:  Maury Stein.  Thank you.  I couldn't think of his 

first name.  Maury Stein. 

 So my tenor [saxophone]-- Ike Turner gave me a horn as 

a Christmas present in 1966.  He wanted me to have a new horn. 

 So I went out to Earl's, and he ordered it from the Selmer 

factory in Indiana.  So I would go out to Earl's and buy reeds 

and listen to those old-timers talk.  Ziggy was a regular. 

 He was there.  I think he would get up in the morning, drink 

his coffee, and go down there just to hang around playing 

cards and drinking and telling stories, jokes, and lies.  

[mutual laughter]  He was a great guy, man.  He was really 
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fun.  They're all dead now.  But when I went out to pick up 

the horn, when Earl called and said, "Your horn's here--" 

Ike had given me the check to pay him.  The horn was $640. 

 Now I wouldn't take $3,000 for it, which I've been offered. 

 Well, it's more than that now.  It's gold-plated now. 

ISOARDI:  It's a Mark VI?  Jeez, people are-- 

SOLOMON:  It's a Mark VI.  So when I went out to get it, I 

was trying it out.  Earl had this room in the back where you 

could go try out mouthpieces, horns, or whatever.  So I was 

back there playing.  I was playing some line.  I was playing 

bebop lines [sings], whatever it was.  And Ziggy came in with 

a trumpet and he said, "Go ahead, keep on, man.  Let's play 

it together."  We played some lines together.  It was so much 

fun. 

ISOARDI:  Nice.  Very nice. 

SOLOMON:  Yeah, he was a great guy. 

ISOARDI:  Did you tell him your heard him when you were a 

kid? 

SOLOMON:  I don't know if I did.  Being a musician, you had 

to have heard him when you were a kid.  He was very, very 

famous.  I tell you, when he came out there and sat in with 

Benny Goodman, the theater went wild.  They all knew who he 

was.  If they didn't know what he looked like, once he played 

two or three notes on the horn they knew that was Ziggy Elman. 
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 And there were the Dorsey brothers.  Well, they were 

brothers, but they didn't have a band together.  They both 

had their separate-- Jimmy Dorsey and Tommy Dorsey.  The 

theaters would book mostly the white big bands, which was 

all right with me, because they could play.  And then they 

had Jimmie Lunceford and [Count] Basie and Duke [Ellington]. 

 Duke would mostly play the Paramount. 

ISOARDI:  But you got to see them all. 

SOLOMON:  Oh, yeah, yeah, yeah.  Then there were bands that 

played on Central, you know, like the Lincoln Theatre and 

the Alabam--I was privy to get in there because my father 

used to work there--and the Downbeat [Club], you know-- Someone 

was interviewing me once, and I was telling them about the 

bands I saw in the Downbeat, and they said, "Man, you were 

too young to get in there."  I was, but on the strength of 

most of the people knowing my father they would let me in 

and keep me over in the corner somewhere and stick a fruit 

punch in front of me. 

 The truth of the matter is nightclubs that were set up 

for food--you know, to sell food--a kid could go in if he 

was accompanied by an adult.  It was the ones that were just 

straight bars that you weren't allowed in.  But if you were 

set up for food, even if you didn't sell any food, if you 

were set up for it, you know-- It wasn't too much a kid getting 
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rousted and busted out of them, because the cops that were 

on the beat, they were getting their little take anyway.  

Just turn the head another way, right? 

 When I was a kid I remember the beat cops.  There was 

one guy in particular who had this-- It wasn't a standard 

billy club, it was a table leg.  It was a table leg with the 

corners and stuff on it.  And he had it on this cord or string 

or whatever.  And he would walk his beat, he and his partner, 

and he would do things with this thing.  He'd flip it out 

and flip it back and catch it and flip it, just like a yo-yo. 

 We were fascinated by how he could do that, you know. 

 So one day-- Like the cops, they all knew the merchants 

and most of the kids.  You know, they'd see them, so we knew 

them.  It was more personal than it is when they ride by in 

cars.  All you see is a black and white car with some sunglasses 

looking at you, you know what I mean?  But then it was more 

personal.  So some guy had done something, snatched a purse-- 

Whatever he did, he was running.  And this cop, like a bolo, 

sent it, it went down the sidewalk spinning and got him around 

his ankles and tripped him up, and he slid for half a block, 

damn near, and they got him. 

ISOARDI:  What's this cop's name? 

SOLOMON:  I don't remember his name.  I don't remember his 

name. 
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ISOARDI:  Was he a white cop or a black cop? 

SOLOMON:  He was a black cop.  They had more black than whites 

on Central at the time.  But the black cops were personal 

with the merchants.  The white cops were doing it because 

it was part of their job.  But this guy was-- It was like 

those gauchos with the bolo.  It slid right along the sidewalk, 

and tripped him up.  I'd never seen anything like that before 

or since.  I know there were three cops in Harlem--they called 

them the "King Cole Trio"--and they did the same thing.  They 

were expert with the-- Never had to use a gun.  I think their 

guns were probably rusted shut, because they didn't need to, 

as expert as they were with those billy clubs. 

 In front of the Dunbar Hotel there was a taxi cab stand, 

Black and White Cab was the name.  And it was supposed to 

have been a couple of cabs, but I never saw but one, and it 

was always the same driver.  So the cab stand was in front 

of the Dunbar, and it would be there for whoever wanted to 

go somewhere.  I guess he made a fairly nice living, but you 

had the U-car and the D-car that ran down Central.  You had 

the A-car that ran down Ascot [Avenue].  You had the S-car 

over on Avalon [Boulevard], and the V-car ran out Vernon [Avenue]. 

 So you had transportation-- They would run not real regular 

but maybe every ten minutes or whatever.  Just about any area 

you wanted to go to-- They had the J-car that went on Jefferson, 
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but you couldn't get it off Central.  It came down Seventh 

Street and then turned and went west when it got to Jefferson. 

 People will say, "Well, did you grow up on Central?"  

Nobody lived on Central, actually; it was businesses.  Some 

shops maybe had living quarters in the back for the owners, 

you know.  But Central was like a huge river like  the 

Mississippi or the Rhine or--since it ran through a black 

area I will say--the Congo.  It's like this river.  Or the 

Nile.  Congo, Nile, right?  So all of the streets were like 

tributaries that flowed out.  But, see, in the case of Central 

it flowed out, but it also flowed in.  So if someone lived 

at Forty-second and Central, they would say they live on Central. 

"Where'd you grow up?"  "On Central," although they lived-- 

So Central was like this-- 

 As a matter of fact, few people called it Central Avenue. 

 Some would just say "Central," or some would just say the 

"Avenue," and they would know what you were talking about. 

 Because although Western is an avenue, it was so far west 

that people who lived on the west side were considered stuffy. 

 Well, that was crap, but that was-- 

 By the same token, people who lived in Watts considered 

the east side, which was Central, to be upscale.  You know, 

it's funny.  And they considered people who lived in Watts 

to be country.  But what I realized is that a lot of the business 
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owners who had businesses on Central and real estate people, 

they lived in Watts, because it was quiet, and you had a lot 

of land. 

 Crenshaw [Boulevard] was still-- Man, I remember Crenshaw 

and La Brea [Avenue], when you came there and you got down 

to Rodeo [Road], where all those apartment buildings are now 

on La Brea, that was-- People had horse farms.  You drop down 

that hill, see, right now you've got those apartments, but 

they weren't there then.  It was like when you got down to 

where Coliseum [Street] is now, between Coliseum up to maybe 

Jefferson, there were people that had corrals for horses that 

were running around.  On Crenshaw, where the May Company and 

Bullocks [department stores] are now, that was a huge vacant 

lot.  As a matter of fact, you remember the Black 

Dahlia?--Elizabeth Short, the Black Dahlia murder--they found 

her body where the Baldwin Hills Shopping Center is now. 

ISOARDI:  Oh, that's right.  It was Thirty-fourth [Street], 

Thirty-sixth [Street], something like that? 

SOLOMON:  No, this was 1947. 

ISOARDI:  No, no, but I mean the street that they found her 

body. 

SOLOMON:  Oh, oh, I see what you mean.  Well, I don't know. 

 It was-- May Company-- 

ISOARDI:  But it was around where that shopping center is. 
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SOLOMON:  --was on Santa Barbara, which is Martin Luther King 

now.  So the shopping center was unheard of.  It was just vacant 

lots.  And the body was found in there.  It was country.  There 

was a corral with some horses in it.  We used to come down 

Crenshaw before it was built up, and it was pretty desolate. 

 Like Wilshire Boulevard.  The family used to take what 

we called rides on Sunday.  My grandmother wanted to go for 

a ride, and there was someplace on Wilshire, it was a Currie's 

or Chapman's Ice Cream.  It was very good ice cream.  She liked 

to go and get ice cream.  So we'd get in the car.  It would 

be my grandmother, me, and my cousin would drive, and one 

other, maybe my grandfather or maybe my mother, whoever.  

And we would go out, and you'd drive out Wilshire, and all 

it was was vacant lots with billboards on them.  It wasn't 

unusual to see a jackrabbit run across the road in front of 

the car.  I've heard that you could hear coyotes howling at 

night, but of course I never was out there late at night.  

On both sides of Wilshire, up to where the homes were--you 

know, those mansions--it was vacant lots and billboards.  

There was no Miracle Mile then. 

ISOARDI:  When you start going downtown to see the bands on 

your own and you see Benny Goodman and all, I guess you said 

you were about eleven years old, about 1942.  So by this time, 

what's been happening?  You've gone through the Forty-ninth 
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Street School, and you finished that after sixth grade? 

SOLOMON:  Yeah. 

ISOARDI:  And then you go to junior high school?  What happens 

then? 

SOLOMON:  Now, when I was in-- See, World War II ended in 

'45, right?  So I was fourteen, and I had started Jordan Junior 

High, which was in Watts, so I could walk there. 

ISOARDI:  So you went from Forty-ninth Street School then 

to Jordan? 

SOLOMON:  I went from Forty-ninth Street School to junior 

high.  See, the kids that went to Forty-ninth went to McKinley 

[Junior High], which is now Carver [Junior High], but they 

opted to have me go to Jordan. 

ISOARDI:  Why? 

SOLOMON:  Because it was walking distance from home, and Carver 

had sort of a not too good reputation at that time.  That's 

all bullshit, but, you know-- But it was fortunate my karma 

was to go to Jordan, because that's where I heard Howard McGhee, 

who had Teddy Edwards. 

ISOARDI:  At Jordan High School? 

SOLOMON:  Well, you see Jordan was a junior high and high. 

 I was in the junior high department.  Buddy Collette went 

there.  Charlie Mingus went there way before; you know,  they 

were out before I got there.  I got there in '43. 
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ISOARDI:  Yeah, Buddy was in the service. 

SOLOMON:  Yeah.  I got there in '43, because I graduated in 

'46 from junior high.  [Cecil "Big] Jay" McNeely was going. 

 He was in the high school.  Tony [Anthony] Ortega, "Naff" 

Ortega, was going there.  He was in the high school part.  

Sonny Criss went there for a while.  Then he and Jay McNeely 

transferred to Jefferson High School. 

 But they had a thing where they would bring in name acts. 

 The first one was the Nat King Cole Trio.  They were just 

the King Cole Trio then.  It was Nat King Cole.  They had Oscar 

Moore and Johnny Williams-- 

ISOARDI:  Johnny Miller? 

SOLOMON:  --Johnny Miller with him.  Johnny Williams was the 

bass player with Charles Brown with the-- 

ISOARDI:  Three Blazers? 
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SOLOMON:  Okay.  Well, we left off with Howard McGhee. 

ISOARDI:  Yeah, and Teddy Edwards. 

SOLOMON:  And Teddy Edwards, okay. 

ISOARDI:  So this is '45 they come to visit the school? 

SOLOMON:  Nineteen forty-four, I believe. 

ISOARDI:  Oh, '44. 

SOLOMON:  Jordan [High School] had a swing band called the 

Earls of '44, and we used to listen to them play.  So it may 

have been '45.  It might have been '45. 

ISOARDI:  I'm trying to think when those two guys got out 

here. 

SOLOMON:  Yeah, well-- 

ISOARDI:  I don't know.  Was Howard out here in '44? 

SOLOMON:  I don't know.  It was either '44 or '45.  If you 

ever interview Teddy, he could tell you exactly.  But it was 

Teddy and J.D. King, Roy Porter, the drummer-- 

ISOARDI:  On drums, yeah. 

SOLOMON:  I don't remember the bass player or the piano player. 

 But they had a tune called "Mop Mop."  It was up- tempo, and 

it was like [sings melody].  Teddy played his ass off, you 

know, spitting out notes in his own style.  And J.D. played, 
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and then they would take "fours," four bars each--what were 

called tenor sax battles.  Teddy would always win, because 

he-- But it was so exciting that all the cats decided we wanted 

to play tenor saxophone.  We had already been listening to 

[Cecil "Big] Jay" McNeely.  He would play with the Hep Cats. 

 He was playing jazz then. 

ISOARDI:  The Hep Cats were a Jordan High band.  That was the 

high school band. 

SOLOMON:  Yeah, that's what they called the Jordan Hep Cats--not 

hip but hep.  See, hep, hep, H-E-P then.  You know, Cab Calloway 

came up with hep.  Hip didn't come into connotation until 

many years later. 

ISOARDI:  And Jay was playing bop. 

SOLOMON:  Jay was playing bebop.  He was a bebop player.  So 

anyway, let's see, there was Paul Madison, Walter Benton [on] 

tenor.  George Lewis was the piano player, "Boogie" [William] 

Daniels was the tenor player, and there were a couple of other 

guys that didn't follow through, but the rest of them did. 

 Paul Madison passed away from cancer a few years ago. 

 He was a hell of a player, good player.  It was during the 

time when most of the guys would play riffs.  To hell with 

the chord change, they played riffs, would be riffing on them. 

 Paul was the one who played the actual chord changes; he 

was a change player.  Paul moved to Honolulu.  He had a chain 



 

 
     56 

of taxicabs later on, and he and Trummy Young had a band together. 

 He had a construction company.  He did quite well.  He played 

music too, but he had his businesses going.  But it never 

did diminish his music.  Some guys just give up music and 

concentrate on business.  The businesses were a means to an 

end to support him so he could play.  He had more time to 

play.  He died.  Good player. 

 There was George Lewis, who was a piano player that died 

about '83.  There was a "Shedrick" [Wilbur] Carruthers who 

was a tenor player, played like Dexter [Gordon].  After we 

discovered Dexter, all the guys wanted to play like Dexter, 

and everybody was "Little Dex."  Everybody was a little Dex. 

 Every single player you'd see was a little Dex.  Hadley Caliman, 

Shedrick Carruthers, me, and a couple of other guys were "Little 

Dex."   Dexter was our idol.  Then, when we met Dexter and 

he took us under his wing like we were disciples, we were 

hooked.  [laughs]  You know what I mean?  Dexter was our Christ. 

 I've got a big picture on the wall in the dining room of 

Dexter.  You'll see it later. 

ISOARDI:  So you're thirteen, fourteen, and you hear Teddy 

Edwards at Jordan, and that's when you want to play tenor 

saxophone? 

SOLOMON:  Want to play tenor. 

ISOARDI:  Had you been doing any music up to this point? 
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SOLOMON:  No, but I wanted to play tenor.  But Paul Howard, 

who was a band-- Paul Howard had a band in the thirties, but 

he was secretary-treasurer of the musicians union [American 

Federation of Musicians, Local] 767.  He was a great friend 

of my dad [Clifford Solomon Sr.]'s and his wife, Sue [Howard], 

was a great friend of my mother [Evelyn Horton Solomon]'s. 

 They sang together at church functions.  Sue Howard and Paul 

Howard.  So Paul told my father, he said, "Well, why don't 

you let him start on clarinet?  Get the foundation, then if 

he's not serious about it, a clarinet's a lot cheaper than 

a saxophone."  So my father went for that, and I said, "Yeah, 

great." [makes grumbling sounds]  Two years I played the 

clarinet. 

ISOARDI:  Did you? 

SOLOMON:  So I learned all I could.  I went to Alma Hightower. 

ISOARDI:  She was your first teacher? 

SOLOMON:  She was my first teacher. 

ISOARDI:  How did you hook up with Alma Hightower? 

SOLOMON:  She was a customer at my aunt and mother's beauty 

shop.  There was a lot of-- Billie Holiday used to get her 

hair done there.  There was a lady named Miss  Doans who was 

a violin teacher.  There was a Miss Brooks  who was a singing 

coach.  Miss Doans was a-- Let's see.  No, she was a dance 

instructor.  What was the violin--?  Names, yeah.  I'll get 
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it straightened out in my head later. 

ISOARDI:  Were you studying with Alma Hightower?  Was this 

individual private lessons you took from her? 

SOLOMON:  Yeah, individual lessons.  It cost fifty cents a 

lesson.  She had a house on Vernon Avenue.  The [Second World] 

War was going on, because her daughter Minnie [Hightower Burton] 

was married to Clifford Burton, who was a saxophone player. 

 He was in the service. 

ISOARDI:  What was she like as a teacher? 

SOLOMON:  Who, Miss Hightower?  She was good, but like she 

took you through the rudiments, you know, the fingering and 

all the--  She would trick you.  She'd trick the shit out of 

you.  Like when she said, "Bring me thirty-two bars of syncopated 

notes."  Okay, so went home and got the music book out, copied 

it down, got thirty-two bars, took it back to Miss Hightower, 

said, "Here you are."  She said, "Fine.  Now play it."  [mutual 

laughter] 

ISOARDI:  Oh, you just got-- 

SOLOMON:  "I said play it!"  "Well, wait a minute, I've got 

a sore lip here.  I'll have it for my next lesson."  She was 

so smart.  She knew what was going to happen.  So you'd go 

home, and she'd say, "Well, okay, come back the day after 

tomorrow when your lip is better."  Man, you'd run back in, 

the cats would say, "Hey, man, you want to come out and play 
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ball?"  "No, I've got to practice, man."  [mutual laughter] 

 Going back and playing those bars for Miss Hightower. 

 So that's where you'd learn to read.  That was her way 

of getting you to learn to read.  She'd tell you to write 

down the bar, you'd copy them down--she knew you were going 

to do that--then she'd tell you to play it, and she knew that 

you couldn't, so she gave you a day and a half to learn it. 

 Then you'd go practice it and get really into it, and that 

way you'd piqued your interest in learning to read.  But she 

could only take you so far. 

 Now, there was another teacher named Lloyd Reese who 

was-- Buddy Collette went to him, studied with him, and Bill 

[William] Green, and quite a few of them.  Lloyd was the 

bandmaster of the Tenth Cavalry band in which my cousin Maurice 

[Stewart]--my aunt [Dorothy Horton Stewart] and uncle [Leon 

Stewart Sr.]'s youngest son--was a trumpet player with the 

Tenth Cavalry band.  He had some run-ins with Lloyd Reese. 

 Maurice was a corporal, and he was supposed to get a third 

stripe and didn't.  It turned out that Lloyd, because he was 

the bandmaster and a master sergeant or whatever, he killed 

that promotion.  So there was bad feeling between-- You know, 

when somebody does something like that to somebody in your 

family, then the whole family is against that person that 

did it. 
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ISOARDI:  What did Reese have against him? 

SOLOMON:  I never did find out.  I know they had-- I don't 

know why.  Maurice was kind of quick-tempered, and he didn't 

take any crap from anybody.  So maybe because Lloyd Reese 

was an authority, maybe Maurice-- 

ISOARDI:  Wouldn't do things his way? 

SOLOMON:  Yeah, I guess.  "Do it my way or don't do it at all," 

one of those kind of things. 

ISOARDI:  Well, how long were you with Miss Hightower?  Was 

that about two years? 

SOLOMON:  No, not that long because-- Let me get it together. 

 Yeah, maybe so.  Maybe about a year. 

ISOARDI:  Then you switched to Lloyd Reese? 

SOLOMON:  No.  I never did go to Lloyd Reese. 

ISOARDI:  Oh, you never did. 

SOLOMON:  No, no.  Then, when I got the tenor, after I went 

as far as I could on the clarinet-- 

ISOARDI:  That was about a year? 

SOLOMON:  Yeah, about that.  Well, this guy Paul Madison that 

I mentioned, his parents got him a tenor, and his father had 

this alto that he played when he was young; it was just in 

the attic or the garage or whatever.  Paul knew it was there, 

so his father gave it to him.  So we would practice on the 

alto.  Paul's friends, each one would have it for a day.  I'd 
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have it a day, "Boogie" would have it a day, you know what 

I mean?  Paul had his own tenor.  His father started him off 

with Selmer.  That's the only horn Paul ever played was Selmer. 

 So we started playing on this alto.  We'd switch it off. 

 Then I got my first tenor.  It was a Martin.  I wanted 

a Conn because Dexter had a Conn, but they got the Martin. 

 I guess it was cheaper.  You know, they weren't thinking that 

I was really going to stay with it.  So they said, "Well, 

we're not going to put a whole lot of money out there.  He 

may lose interest next week.  Who knows?"  It didn't happen 

that way, but, you know, if people could foretell the future 

everybody would be a winner.  You'd hit the lotto every week. 

 You wouldn't need to work. 

 Where we learned to play was playing together.  There 

was a man named Pete Kinnard who was a saxophone player, a 

good one.  He would play like Coleman Hawkins, Don Byas, that 

style, Herschel Evans.  He knew all these guys.  He had asthma. 

 He couldn't play anymore, so he opened a record store. 

ISOARDI:  Where was this at? 

SOLOMON:  This was in Watts.  It was a converted feed store 

on Compton [Avenue], about Ninety-eighth [Street] and Compton, 

not far from the St. Lawrence [of Brindisi] school. 

ISOARDI:  Kinnard's music or something? 

SOLOMON:  Kinnard, Pete Kinnard was his name, but the store 
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was K and H Records.  I don't know where the H comes from. 

 I assume the "K" was for Kinnard, but the "H" I don't know. 

 Maybe it was his wife's maiden name, who knows?  But we started 

there.  We would stop by,  and he would give us not so much 

lessons but show us things.   Like tutoring.  We'd go to Pete's, 

and he would put on these records, and we would play along 

with the records.  He had stocked some rhythm records where 

they had just the rhythm section.  You would put it on and 

play along with it.  I remember there was "Just You, Just 

Me."  I remember "Just You, Just Me," but there were a bunch 

of them that were just rhythm section so you could put it 

on and play. 

 One day we went in and he said, "I've got something you 

want to hear, this guy named Charlie Parker.  And Dizzy 

Gillespie."  "Who are these guys?"  "You'll see."  He put on 

the record.  It was like "Congo Blues."  It was a big twelve-inch. 

 There was "Get Happy." 

ISOARDI:  "Get Happy"? 

SOLOMON:  [sings melody to "Get Happy"]  "Congo Blues,"  "Get 

Happy"-- There were a couple of others, but the one that really 

turned us on was-- Let's see, it was the first recording that 

was on 78 [r.p.m.] that we heard.  It will come to me.  Anyway, 

he played this, and where everybody was practicing on Johnny 

Hodges and Coleman Hawkins, that was all forgotten.  [mutual 
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laughter] 

ISOARDI:  A new world. 

SOLOMON:  It just vanished away.  [mutual laughter]  Charlie 

"Bird" Parker.  Charlie "Yardbird." 

ISOARDI:  So was this about '45, '46? 

SOLOMON:  This was about then.  No, this was about more like 

'40.  *[The record "Hootie Blues" written by Bird for Jay 

"Hootie" McShann.  Bird was nineteen.] 

ISOARDI:  This was before they came to the West Coast for 

the first time. 

SOLOMON:  This was about '45, because I started L.A. [Los 

Angeles] High [School] in '46, and I was playing tenor and 

playing pretty well when I went to L.A. High.  This was in 

my learning stages, so it had to be '45. 

 So Pete later moved.  He got a shop on 103rd Street, 

which was like the downtown of Watts.  That's when Watts was 

a downtown before it was burnt up and torn down.  It's 

residential now, but then it was like downtown.  It had two 

theaters--the Largo [Theatre] on this end and the Linda [Theatre] 

over here--its own fire department, the 

 
*  Solomon added the following bracketed section during his 
review of the transcript. 
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city hall.  There were several grocery stores.  There was 

Frank's.  The reason I'm mentioning 103rd Street in comparison 

to Central is because it was like the same type of ambience. 

 I told you about Coney Island [Chili Parlor]; you'd get 

hamburgers and hot dogs for a nickel.  Well, there was a place 

called Frank's where you could get hamburgers, hot dogs, and 

tacos for a nickel.  There was one club.  It was a saloon, actually. 

 I don't remember the name, but they called it the "Bucket 

of Blood."  Some guys got drunk and cut each other up, and 

they were sweeping the blood out and all the kids passing by 

saw it, so they started calling it the "Bucket of Blood."  

There was, I think an Elks or Masonic [lodge] upstairs where 

we used to play.  Then they built and opened up the Savoy, 

the Club Savoy, which was on 103rd and whatever street that 

was.  Jay McNeely's band opened it up.  Sonny Criss, Hampton 

Hawes, Leon Moore was the drummer, Buddy Woodson on bass. 

ISOARDI:  Great band. 

SOLOMON:  Yeah.  So that was the club.  Then upstairs was like 

a banquet room I guess you would call it.  We used to have 

jam sessions up there on Sunday, Sunday afternoon. 

 There was also a club in San Pedro called the 409, and 

we used to go out there and play.  We didn't make any money, 

but you'd get all the food and drink you wanted.  We were 

all teenagers, and we'd all get drunk.  We weren't supposed 



 

 
     65 

to get alcohol but we did.  I remember a Tom Collins was my 

drink. 

 So the reason I'm mentioning all these places is because 

we would deal with Central Avenue as far as playing and listening, 

but there were so many other areas in the city that you could 

go and listen--you know, not just confined to any one street. 

 After black people could live anywhere--anywhere you had 

the money to buy--then people that were forced to live on 

the east side because of the covenants moved further west 

or moved to different areas.  When the hotels were integrated-- 

And also there was a hotel called the Watkins [Hotel] that 

opened up on Adams [Boulevard] and Western [Avenue]. 

ISOARDI:  So that was on the west side. 

SOLOMON:  Yeah, the west side.  The Watkins on Adams and 

Western. 

ISOARDI:  When did that open?  Do you remember?  Was that in 

the forties? 

SOLOMON:  No, in the fifties. 

ISOARDI:  The Watkins opened in the fifties. 

SOLOMON:  I think so.  I think so.  Early fifties maybe, or 

it could have been late forties.  I graduated from high school 

in '49, and about '48 I used to go by Wardell Gray's house. 

 He was another idol of mine.  I'd go by his house and learn. 

 It wasn't like you'd go get a lesson.  You'd just go by and 
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say, "Hey, Wardell, what was that solo you played on so-and-so." 

 He'd get his horn and show it to you.  Or you'd say, "How 

do you hit that high A on the horn?"  He'd show it to you. 

 Teddy was the same way.  Guys at that time, when they had 

little disciples, they were always willing to show you stuff. 

 So that's basically where we learned from.  Like I said, Alma 

Hightower taught me the fundamentals and the rudiments of 

the instrument, but as far as getting all the other stuff, 

I got it from musicians. 

 As a matter of fact, I was fortunate to have come along 

at the time where I met Lester Young.  It was at Houston, 

Texas, and we were all staying at the Crystal White Hotel. 

 I was there with Charles Brown.  Jazz at the Philharmonic 

was in town.  Duke Ellington was in town.  Houston was a city 

that you could have every name band in the country plus a 

football game and all of them would make money, because people 

would go out and party, right?  So it was this hotel, the 

Crystal White Hotel.  It was like a complex of several buildings. 

 I never will forget it.  We were living over in one section, 

and the section where they were, it was Roy Eldridge and Lester 

Young, Ella Fitzgerald and Ray Brown, Patterson and Jackson--who 

were a comedy team--Oscar Peterson.  All the black artists 

would stay there, and some white ones too if they wanted to. 

 I think Buddy Rich, Gene Krupa, they would stay with the 
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cats.  But a lot of times they would put them in the white 

hotels against their objections.  You know, that's the way 

it was then. 

 So we listened to "Pres" [Lester Young].  I never will 

forget that day.  It was hot, and he had on some jockey shorts 

with little Donald Ducks on them.  [mutual laughter]  And he 

had his hat, this porkpie hat, and socks, no shoes.  Socks, 

the porkpie hat, the Donald Duck drawers, and his saxophone 

strapped around his neck, and a bottle of Gordon's gin, which 

he was drinking, pouring and drinking.  And he was so funny, 

because everybody was "Lady."  Everybody was crowded into 

his room.  So Oscar--there was a bathroom, they shared the 

same bath--came into Pres's room through the bathroom to see 

who all was over there.  Pres said, "Oh, this is Lady O."  

[mutual laughter]  You know, and he taught us so much--I mean, 

just stories that had us laughing and showed us how to do 

things.  He used to hold his horn like this [demonstrates]. 

ISOARDI:  Yeah, it was kind of at an angle. 

SOLOMON:  And I said, "Well, don't you get tired--?" 

ISOARDI:  Did he tell you why? 

SOLOMON:  I don't remember if he did, although I've got a 

book on Pres in there.  I think that explains it. 

ISOARDI:  I've heard different stories. 

SOLOMON:  Yeah, well, anything that sells, right?  But I think 
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the explanation for it was by holding it up you could hear 

better. 

ISOARDI:  Yeah, that seems to make the most sense. 

SOLOMON:  Because the bell was raised.  It's like Dizzy, you 

know, when he got the trumpet with the-- See, because the 

sound would come out over the heads.  I don't know, I don't 

know.  Later on, I'd say, "Well, shit, the sound of the saxophone 

comes out of the tone holes, not so much the bell."  Like 

if you've got all your keys closed and of course if the bell 

is stopped up nothing will come out, but it's not only the 

bell of the horn but also the tone holes around.  But I learned 

so much from people like that, just listening to them.  Like 

Lucky Thompson and Bird. 

 I lived in New York when I was with "Hamp" [Lionel Hampton] 

for a couple of years.  Sonny Rollins lived in the same building 

I did, and Milt Jackson was in the basement apartment.  There 

was this joint, and my cousin-- another cousin that lived 

in New York, Freddie Spencer--  took me to this joint.  It 

was after hours.  I finished over at the Apollo [Theatre] 

with Hamp or Charles Brown, one of the two.  And Art Blakey 

was playing.  They had this huge marching band bass drum and 

one of those snare drums that you march with.  That was the 

setup.  And a little cymbal about this big.  Art Blakey got 

so much out of what he had to work with.  It was the house 
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set.  It wasn't his set; it was what they had set up for this 

jam session, for this gig.  A lot of drummers seeing that 

setup, that kit, they'd say, "Man, I'm not playing this."  

He made a difference.  You know, it could be garbage cans 

and he'd beat on them and they'd cook.  So I was exposed to 

a lot of good music in New York. 

ISOARDI:  It seems like a lot of the ways, certainly back 

then, that the music and the culture was passed along were 

these informal friendships and sessions. 

SOLOMON:  Yeah, yeah.  They used to advertise them and write 

them up as tenor sax battles.  [tape recorder off]  Discussions 

or arguments. 

ISOARDI:  So these weren't tenor saxophone battles.  They may 

have been tenor saxophone arguments rather than discussions. 

SOLOMON:  Yeah, but the promoters would say "battle of the 

saxes." 

ISOARDI:  Attract the audience. 

SOLOMON:  They would say "battle of the saxes."  Then Dexter 

and Wardell recording "The Chase" and numbers like that.  

They were so friendly.  See, when Lester Young came in August, 

they didn't like each other, because Coleman Hawkins--according 

to what I read--was the number-one man and Lester was the 

upstart.  He would play so pretty-- The man was Coleman.  He 

was a little bit older too, so he was established when Pres 
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was still a sideman.  But Pres had his own inimitable style-- 

ISOARDI:  Truly. 

SOLOMON: --which was a forerunner, the foundation for Dexter, 

who was the foundation for [John] Coltrane.  Pres was the 

foundation for Stan Getz, Zoot Sims, you know, the West Coast 

sound, the so-called cool sounds of West Coast jazz, which 

was supposed to be cool.  Well, that was inspired by Lester 

Young, who lived here at the time.  He had a house right over 

off of Adams on whatever street that is.  Everybody would 

listen to Pres because he was so cool.  And they knew that 

Dexter was influenced by Pres, so that really made Pres a 

god then.  [mutual laughter] 

 Yeah, but they were billing these tenor sax battles, 

or the battle of the saxes and all, but they were-- You could 

have a gig where you'd use a trumpet and a tenor or a tenor 

and a trombone player.  Well, when Dexter and Wardell did 

"The Chase," then two tenors became prominent.  But Howard 

McGhee had already done that, because he played trumpet, but 

he had Teddy and J.D. playing tenors.  He had two tenors and 

a trumpet.  I guess they were what the promoters would call 

tenor sax battles, but, I mean, as far as Teddy and J.D., 

that would be like the Christians and the lions, you know 

what I mean?  But promotionally, promoters would bill it that 

way.  I never looked at it like a battle, because when we 
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were kids we'd walk up and down Central-- 

 There was a guy named Leroy "Sweetpea" Robinson.  He 

played alto.  He was in the Roy Porter big band.  His mother 

had this big house just off Central, around the corner from 

the Coney Island.  He had this garage that he had converted 

into a living quarter.  He had a piano in there and his own 

entrance.  So all the cats would go by Sweetpea's and just 

jam all day.  You had to go to school; some cats would ditch 

school and go by.  Guys that went to Jeff [Jefferson High 

School], because his house was walking distance from Jeff, 

they studied under Sam [Samuel] Browne, whom you've heard 

of, and they would write stuff and take it to Sweetpea's and 

we would play it.  Then when they'd see how it sounds they 

would say, "Oh, I'm going to change a couple of notes."  So 

they'd bring it over there, and there were always some musicians 

hanging out there to play it.  Then he'd take it to school 

the next day after the corrections were made.  You see what 

I mean? 

ISOARDI:  Right, yeah. 

SOLOMON:  All day it was just music, just playing, playing, 

playing.  Cats would come from all over the west side.  Art 

Farmer lived on the west side, he and his twin brother Addison 

[Farmer].  Eric Dolphy lived on the west side.  There were 

guys from all over town who would come to Sweetpea's and play. 
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 Then there was the Nardoni-Bates Music Store, which was 

on Forty-first [Street] and Central.  They had a back room, 

this room like with crates, empty record boxes and crates 

and junk.  So the guy that managed the place, he was really 

a good guy, and he saw these cats walking around with their 

horns.  It was hip to carry your horn around everywhere, you 

know what I mean, in a gig bag.  So Sweetpea's was right around 

the corner, but there were so many musicians that a writer 

couldn't get into Sweetpea's.  There would be so many guys 

in this garage that you couldn't play, because it would have 

been like trying to play in a New York subway at rush hour. 

 So he cleaned out this back room, put a piano in there and 

some drums--it was a music store--so we would go there and 

play.  It was bigger, and it was [inaudible].  It didn't have 

that ambiance of Sweetpea's garage, though.   
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 TAPE NUMBER:  III, SIDE ONE 

 AUGUST 28, 1998 
 
 

ISOARDI:  Okay, Clifford.  I think yesterday we left off 

talking about how you and a lot of guys were influenced by 

Teddy Edwards and started playing tenor and things.  But before 

we get into that, actually, I wanted to go back a bit and 

ask you a little bit more about 103rd Street in Watts, which 

was I guess the main street in terms of businesses and 

entertainment. 

SOLOMON:  That was the downtown street of Watts, yeah. 

ISOARDI:  You mentioned a few places there, and among the 

places you did mention were the two theaters, the Largo [Theatre] 

and the Linda [Theatre].  And maybe you could talk about each 

of them and what was going on for nightlife there. 

SOLOMON:  Well, the Linda [Theatre] was strictly movies, but 

the Largo [Theatre], they had instituted stage shows on Saturday 

night. 

ISOARDI:  Where was the Linda located?  Or where were both 

of them? 

SOLOMON:  The Linda was-- I don't know the address, but it 

was on 103rd just west of Compton [Avenue], so between Compton 

and Central Avenue.  And the Largo was 103rd and Wilmington 

[Avenue].  It was just around the corner from Wilmington. 
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ISOARDI:  What were they like as places? 

SOLOMON:  Well, they were convenient.  [laughs]  If you wanted 

to see a movie you didn't have to jump on a streetcar and 

go up on Central or all the way downtown to see a movie.  

They weren't first-run movie theaters, but if we hadn't seen 

a movie before it didn't matter anyway, did it?  You know, 

just regular old shabby theaters in the forties.  But the 

Largo instituted these live stage shows on Saturday nights, 

and some big local names would appear. 

ISOARDI:  Such as? 

SOLOMON:  Well, [Cecil "Big] Jay" McNeely for one.  He and 

Sonny Criss had a band together.  They had Hampton Hawes on 

the piano, and Leon Moore was the drummer, and "Buddy" [William] 

Woodson was the bass player.  With the exception of Leon Moore, 

they all lived in Watts or had lived in Watts. 

ISOARDI:  What were they like?  Do you remember anything they 

played? 

SOLOMON:  Yeah, they played bebop music. 

ISOARDI:  Do you remember any specific tunes? 

SOLOMON:  No, no, no.  Jay would always play "Flying Home" 

and tear the house up.  That was before he got into his 

entertainment thing, like walk onto bars-- 

 You know, during that time everybody was jazz-minded, 

everybody wanted to play jazz.  But Los Angeles wasn't really 
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ready for jazz.  It wasn't rock and roll yet.  It was like 

rhythm and blues and pop, what they later described as pop 

music.  So most of these guys were jazzmen, except the older 

guys.  The older guys were trying to make a living, so they 

knew-- They figured what the public wanted.  You know, "Play 

what the people want."  Well, the people don't know what they 

want unless they-- Right now, for example, if [we followed] 

that way of thinking, then music would sound the same way 

it did then, you know?  What the people want-- The people 

want something good.  So a lot of the young guys in order 

to support themselves worked with blues bands and rhythm and 

blues bands, although the thing in the head was they wanted 

to play jazz.  When we practiced we practiced bebop licks, 

you know, Charlie Parker and Dexter [Gordon].  But I worked 

with Pee Wee Crayton in 1950.  I rehearsed with T-Bone Walker, 

and we played one gig.  Then I went with Pee Wee.  I left Pee 

Wee to go with Charles Brown and that was in the early fifties. 

 We played the Last Word nightclub across from the Downbeat 

[Club]. 

 Someone asked me, "Did you play a lot of clubs in Los 

Angeles?"  Well, I played some, but Central was on its demise 

then.  It's heyday was in the thirties and the early forties. 

 During the [Second World] War or after the war it started 

going downhill.  We discussed yesterday about the housing 
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covenants.  So people who had money, they would move further 

west. 

ISOARDI:  So you guys were taking whatever gigs you could, 

then, to survive. 

SOLOMON:  Yeah, yeah, yeah, right. 

ISOARDI:  The younger guys who didn't have a reputation had 

to. 

SOLOMON:  The younger guys would take gigs.  The money wasn't 

always that good, but a lot of guys were in school, and if 

you made ten dollars for a gig, that was a lot of money to 

the school kid.  It's better than a fifty-cent allowance from 

your father, you understand? 

ISOARDI:  Yeah, really.  Let me ask you, you mentioned--to 

get back to the time you pick up and you're playing tenor, 

you're starting to play tenor, I guess you're at Jordan [Junior 

High School] now.  You're in junior high school? 

SOLOMON:  Yeah, Jordan Junior High. 

ISOARDI:  Okay, and you're playing tenor.  Who are you studying 

with when you're playing tenor?  Do you have a teacher? 

SOLOMON:  Yeah.  I still had Miss [Alma] Hightower. 

ISOARDI:  When you switched from clarinet to tenor? 

SOLOMON:  Yeah, I switched from clarinet to tenor-- 

ISOARDI:  And you still had Miss Hightower. 

SOLOMON:  --with Miss Hightower.  She took me, like I said, 
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as far as she could. 

 Then I started-- Like I said, we would play together. 

 All the guys would play together--trumpet players-- There 

were only a few trombones.  Everybody wanted to play saxophone 

and trumpet.  There weren't that many trombone players around. 

 But we would play together.  I told you about "Sweetpea" [Leroy 

Robinson]'s garage.  It was always a jam session.  You know, 

if somebody got a gig-- Like being in high school there might 

be a dance, maybe some prom, some high school prom or just 

a dance. 

 There was a social club on Western Avenue called the 

Alpha Bowling Club, and they had dances there just about every 

weekend.  So if somebody got a gig there-- Like I had a gig 

there once, and I took out a rhythm section and a trumpet 

player.  It was five pieces.  But whenever somebody had a gig, 

all the guys would come by and sit in.  It would turn into 

a big jam session, right?  So five musicians were on the gig, 

and it might be twenty guys, everybody with a horn, you know, 

playing "Cherokee" and "Sweet Georgia Brown" up-tempo, and 

the people at the dance, the youngsters, saying, "We want 

to dance.  You're not playing dance music.  Play something 

slow." 

 But that's the way it was.  We would learn from each 

other.  We'd play all the time, carry the horns with us.  It 
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wasn't uncommon for a guy to be on a streetcar and get a little 

idea in his head and take his horn out and start playing it, 

getting it down on the streetcar, and the people would be 

looking. 

ISOARDI:  You mentioned yesterday that you practiced.  One 

of the places for you guys to come together and work with 

each other was at Sweetpea's garage.  Maybe you could talk 

a little bit about Sweetpea. 

SOLOMON:  His name was Leroy Robinson, and they called him 

"Sweetpea" not because he played so sweet--he did, beautiful 

sound--but because he kind of looked like Sweetpea, you know, 

in the-- 

ISOARDI:  Oh, the comic strip character. 

SOLOMON:  --the cartoon, yeah.  His ears were tucked, and he 

had a little round head.  He kind of looked like Sweetpea, 

so that was his moniker.  I don't know who gave it to him, 

but that's why everybody called him that.  Sweetpea.  You know, 

maybe his mother gave it to him--"Oh, my little Sweetpea"--I 

don't know.  But he was such an excellent player, very soulful 

guy.  He and Eric Dolphy were all with Roy Porter's big band. 

ISOARDI:  The two altos. 

SOLOMON:  Yeah, yeah. 

ISOARDI:  Do you know anything about his background, where 

he came from or where he went to school or anything like this? 
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SOLOMON:  I don't know where Sweetpea was born, I really don't. 

 But he went to Jefferson [High School]. 

ISOARDI:  He did? 

SOLOMON:  Yeah.  But he was already out of school.  He had 

graduated.  He was older, you know?  Not real old.  Maybe he 

was nineteen, twenty, twenty-one, I don't know, whereas most 

of us were-- Actually, the age range of the guys was from 

sixteen on up.  Like in 1948 I was seventeen, but I joined 

the musicians union [American Federation of Musicians, Local 

767] in 1947, and I was sixteen.  I could play then, because 

they gave you a test to see if you could play.  The test was 

like, "Play me a C-diminished chord." 

 The day I took my test, there was another saxophone player, 

alto player, Gene Cravens.  And this guy, if you weren't looking 

at him, you'd swear it was Charlie Parker.  And he wasn't-- 

ISOARDI:  You mean physically? 

SOLOMON:  No, no, how he played. 

ISOARDI:  Oh, the way he played?  You're kidding! 

SOLOMON:  He wasn't trying to play like "Bird" [Charlie Parker]; 

his ideas were his own.  It's just that he was blessed with 

that same groove as Bird.  Later on he had some mental problems. 

 I guess he's passed on now.  But Gene Cravens.  You've never 

heard of him because-- If it had been now you would have heard 

him on record or on video, but then-- I'm sure there may be 
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something somewhere with him on it, but I haven't run across 

it.  Maybe some archive somewhere may have something that 

he recorded.  I don't know. 

ISOARDI:  But he just never pursued a career?  Is that it? 

SOLOMON:  Well, Gene was kind of strange.  Like at Roy Porter's 

rehearsal he subbed for Eric Dolphy.  Eric was lead player, 

and Gene Cravens subbed a couple of times.  He would just 

sit in his chair looking down, wouldn't look at his music. 

 You know, somebody would bring a new chart in, and he wouldn't 

look at it; he'd just stare off into space.  Roy would kick 

off the tune, and he'd play the shit out of, man, like he'd 

been playing it for twenty years.  He was just that gifted. 

 He didn't look at the music until it was time, and then he'd 

read that shit and played.  If he had a solo, everybody's 

mouths would be open. 

ISOARDI:  Gee.  Was he a local guy?  Where did he come from? 

SOLOMON:  He was from L.A., yeah, yeah.  He was older, too. 

 I don't know too much about his background other than he 

was bad. 

ISOARDI:  Jeez.  How does he not make it? 

SOLOMON:  Well, like I said, if he had been heard by-- See, 

now it's a lot different, because you've got traveling groups. 

 You can fly in and do a gig.  People audition for jobs.  You've 

got the videos, and you've got the-- You have so much going 
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for you that we didn't have then.  Like to get work it was-- 

One reason why we would always go and sit in and play in some 

joint was because somebody would hear you and say, "Hey, I 

want this guy to play with my band."  If you weren't heard, 

nobody knew what you could do.  So like I said before, somebody 

had a gig, and all the guys would come by and play. 

 We learned from each other.  It wasn't uncommon for a 

guy to come up with an idea and one of the other guys would 

use it later.  It wasn't like stealing, it was exchanging, 

because if I played something and somebody else played it, 

then they might play something that I would pick up.  So it 

was like what went around came around, what came around went 

around musically.  And it was a lot of fun.  It wasn't always 

lucrative at first, but it wasn't so much-- The money wasn't 

so much-- The real big issue was to play, to play and to hone 

your craft, so to speak. 

 We had our idols, our inspirational idols.  Well, in 

L.A. Dexter Gordon was the number-one man, and Wardell Gray. 

 There were other tenor players.  Lucky Thompson was living 

here at the time.  As a matter of fact, he and his wife had 

a pad, and Miles Davis was rooming with them.  Paul Madison 

one time told me that he went over to Lucky's house to take 

a lesson and Miles had a little cot.  Paul said he sat on 

the cot to take his horn out and something was hard.  He reached 
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down his hand and it was a bottle of whiskey, Miles's whiskey 

or gin or whatever.  I don't remember if Miles was home or 

not.  If he had been, he probably said, "Oh, don't break my 

damn booze."  They call him the whisperer.  And there was-- 

ISOARDI:  Was it the end of '45 that Bird and "Diz" [Dizzy 

Gillespie] came out here for the first time?  Were you aware 

of that gig? 

SOLOMON:  Oh, yeah, yeah. 

ISOARDI:  And of them?  Did you have a chance to--? 

SOLOMON:  Well, no.  Like I told you yesterday, I was introduced 

to Bird and Dizzy by Pete Kinnard.  He had this record, "Get 

Happy" and "Congo Blues," these big twelve-inch records.  

It was like they were live.  "Hot House" and-- What was the 

main side?  "Bebop," I think.  But the early Bird and Diz records 

we heard-- But they were already here in '45.  This was about 

'46, '47.  When Bird came back later on I got to see him from 

afar.  I didn't really get to know him until I got to New 

York, when I was with "Hamp" [Lionel Hampton], but that was 

like five years later.  Actually, I met Bird in '51 when I 

was with Charles Brown the first time and also with Hamp, 

which was a couple of years later. 

 We were exposed to them by the records we heard at Pete's 

[K and H Record Store].  Pete, being an ex-musician, had access 

and all.  He knew what was out there.  When he'd go to the 
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distributor to pick up his stock he would ask, "What's new 

on Diz and Bird?" or Bud Powell or whoever.  So he had the 

best jazz stock in the city, because everybody else was stocking 

rhythm and blues and the big bands:  Lucky Millinder--Sister 

Rosetta Tharpe was featured with him.  Arthur Prysock was 

with Buddy Johnson.  They would stock all of Erskine Hawkins's 

big band and Duke [Ellington] and [Count] Basie and all of 

them, Andy Kirk and the Clouds of Joy.  Pete, he had all those 

too, but he concentrated more on the records-- 

 And he was such a fine guy, man, he knew that we liked 

them and we didn't have the money to pay the forty-six cents 

for those records.  So he would get them, and he had a little 

storeroom too, and he'd play them, and we'd sit back there 

listening.  We'd go back there and we'd  check the Bird out, 

right?  Sometimes he would just give us records, say, "Here." 

ISOARDI:  Nice guy. 

SOLOMON:  Oh, he was beautiful.  And he could play, you know, 

he could play.  He played-- It was like a slower Herschel 

Evans style player. 

ISOARDI:  Very nice. 

SOLOMON:  Yeah, Pete Kinnard.  He was a big influence on us, 

too.  But these were the guys in Watts.  See, there were the 

guys that lived in Watts, and then there were the guys who 

lived on the east side.  Of course, it was all east side, 
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but-- 

ISOARDI:  The east side is the Los Angeles part of Central 

Avenue, and the Watts part was way south. 

SOLOMON:  Yeah, it was south.  I was living in Watts, but, 

like I said, I would get off on Central-- I went to L.A. [Los 

Angeles] High [School], so until I got a car I would take 

the streetcar and go by Sweetpea's or Nardoni[-Bates Music 

Store] and play.  Most of the time my father [Clifford Solomon 

Sr.] was playing pinochle at what we called the pinochle joint, 

but it was like the waiters-cooks-bartenders club.  It was 

a private club.  So when he would be ready to go I'd ride 

home with him.  It was on Central, about Forty-first [Street] 

and Central, which was basically around about a block and 

a half from where Sweetpea's place was. 

ISOARDI:  You went to junior high at Jordan, and then for 

high school you went to L.A. High. 

SOLOMON:  I went to L.A. High. 

ISOARDI:  Where was L.A. High at? 

SOLOMON:  It's on Olympic [Bouelvard] and Rimpau [Boulevard], 

the street that I live on now. 

ISOARDI:  Just a little ways north.  Why not Jordan High School? 

 Why L.A. High? 

SOLOMON:  Well, for one thing, you needed 120 credits to graduate 

from L.A. High, whereas you needed 150 credits from all the 
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other schools in the city.  L.A. was the first school built 

here.  As a matter of fact, when they built it in, I think 

it was 1873, there were no other schools to play football 

with, so they competed with UCLA.  There were the colleges 

like USC [University of Southern California].  I saw something 

in sports trivia the other day.  It was the first football 

game of USC.  Who did they play?  They lost to Manual Arts 

High School.  It was  something way back in the beginning of 

the century. 

ISOARDI:  So L.A. High was kind of an easier route, gave you 

more time for music?  Was that the reason? 

SOLOMON:  L.A. didn't have a-- I wanted to go to Jeff[erson 

High School], but the parents wanted L.A. High.  It was a 

fine school. 

ISOARDI:  They thought it was a better school than Jeff and 

Jordan? 

SOLOMON:  Yeah.  Reputable people, you know, that type of 

thing. 

ISOARDI:  But did they have a music program? 

SOLOMON:  Well, sort of.  They sort of had a musical program. 

 When I graduated I played a medley of "Summertime" and-- 

Let's see, what was it?  "Summertime" and another Gershwin 

tune.  Oh, how could I forget?  "Stormy Weather."  "Stormy 

Weather" and "Summertime" I played a medley.  Then I directed 
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the string orchestra-- not the band but the orchestra.  And 

Mr. Bruce, who was the music teacher there, augmented the 

string section with some musicians from UCLA so it was a huge-- 

My father was so-- My mother [Evelyn Horton Solomon] and father 

were sitting up on the balcony.  I could look up, and he was 

beaming.  Buttons were popping off his shirt. 

ISOARDI:  I'll bet. 

SOLOMON:  So after graduation--we finished early enough--I 

had a gig that night.  I left the graduation and went to play 

at this gig.  [laughs]  It was funny. 

ISOARDI:  So that was when?  That was '49 when you graduated? 

SOLOMON:  'Forty-nine, January of '49. 

ISOARDI:  What was L.A. High like, though? 

SOLOMON:  It was a good school.  It was a good school.  There 

were only fifty black students going there then, but they 

were the kids of professional people like doctors and attorneys. 

ISOARDI:  This was a west side high school. 

SOLOMON:  This was west side, yeah.  There were many, many 

Jewish students there at the time; their fathers were doctors 

and attorneys and whatever.  The majority were Jewish.  Then 

there were Filipinos and very few Hispanics or Latinos or 

Mexicans.  There were fifty blacks.  Some of the names were 

like Earl Broady, who is an attorney now.  He was a student 

there.  Sherrill Luke was a student there.  He became UCLA's 
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student body president and became superior court judge.  

There were many, many people.  David Reed, he's a doctor. 

 Randy Moore--H. Randolph Moore--a superior court judge.  

So all these people, their parents supported them to get 

that education, and they could afford to send them to school, 

to college.  There were some that went on athletic scholarships, 

but most of them, their parents were professional people, 

and they could afford to send them to college. 

 There weren't any musicians that went there but me, you 

know what I mean?  But it was a good school as far as learning. 

 I guess I could have done something other than what I decided 

to do.  But it was what I wanted to do.  That's what I did. 

 I've been pretty blessed through the years.  I've worked all 

the time, one band or another. 

ISOARDI:  Was L.A. High, would you say, a good experience? 

 Did you have any problems there? 

SOLOMON:  I didn't have any problems.  It just was lonely 

because-- 

ISOARDI:  I guess all your friends would be out here, out 

on the avenue. 

SOLOMON:  Yeah, well, you know what?  See, being into what 

I was into, when the other kids would be talking about going 

to beach parties and spring breaks and all this bit, I wasn't 

interested in all that.  If there was a dance, I would go 
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to dance and take my horn and sit in with the band.  So my 

thing was strictly-- Then I was hanging out with older people, 

older musicians, older women, so my high school constituents 

were boring to me in a sense, although there were some that-- 

There was one guy in particular.  His name was Herschel 

Himmelstein then in school, and he was playing bass. 

ISOARDI:  Oh, Hersh Hamel? 

SOLOMON:  And right now he's Hersh Hamel.  [laughs] 

ISOARDI:  I met him just a little while ago. 

SOLOMON:  Is that right? 

ISOARDI:  Yeah. 

SOLOMON:  Yeah.  He was my buddy, man.  He used to come over 

to the east side and play, you know, sit in and jam.  Everybody 

knew Hersh.  It was Himmelstein until-- It's Hamel now.  Well, 

his brother Chuck [Charles Hamel] was a lawyer, he was a barrister, 

so he changed his name to Hamel, and Herschel did, too.  Their 

father was an attorney, had a law firm, and then Chuck inherited 

that, his law firm. 

 My good buddy Sheldon Eskin, Sheldon worked in Chuck's 

law firm, law office.  I met Shelly-- I had a problem some 

time ago with this woman we had rented a house to, and she 

wouldn't pay, wouldn't get out, so I got Shelly.  I went to 

Chuck, and Chuck assigned the case to Shelly, and Shelly managed 

to get her out of there.  I said, "What did you do to get 
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her out of there?"  So he laughed and told me.  So I started 

calling him Algonquin J. Calhoun.  He called me yesterday, 

in fact.  I said, "Hello?"  He said, "Hey, Cliff, this is 

Calhoun."   He's crazy about that moniker.  He tells people-- 

ISOARDI:  I'll bet. 

SOLOMON:  --he's Algonquin J. Calhoun, the shyster on the Amos

and Andy TV show in the early fifties.  [mutual laughter] 

ISOARDI:  Well, it's getting so there aren't many of us who 

remember that. 

SOLOMON:  That's right.  But back to Hersh, he played well. 

 Later on he became very good.  I hadn't seen Hersh for five 

or six years.  No, it was longer than that, maybe seven years. 

 I was in London, and I turned the corner and bumped into 

a guy, "Oh, excuse me.  Hersh!"  "Cliff!"  He was there with 

Buddy Greco.  We hung out and had a ball.  As a matter of fact, 

the very first night that-- What's that rock?  Oh, shit.  It's 

a chain now.  It's a chain that's got rock in the name. 

ISOARDI:  Oh, Hard Rock [Cafe]? 

SOLOMON:  When the very first Hard Rock opened up, Hersh and 

I went that night, in London.  That was the first one.  We 

were at the opening.  Isn't that something?  Now they're all 

over the world. 

ISOARDI:  Yeah, really.  So L.A. High's a pretty good 

experience, but you spend most of your free time-- You're 
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with your friends, you're playing on the Avenue-- 

SOLOMON:  I made some good connections, because a lot of students 

that went to L.A., they're into things now professionally--like 

I said, attorneys and engineers and doctors.  Most of them 

went to UCLA, but there were other colleges that they went 

to. 

ISOARDI:  Who were you studying with at this point?  Or are 

you? 

SOLOMON:  My studying was done with the guys. 

ISOARDI:  Oh, that's it.  You're not taking with a teacher, 

then, after Alma Hightower? 

SOLOMON:  I used to stop by at Wardell Gray's.  Wardell Gray 

was renting a room in one of those big houses on what we call 

Sugar Hill.  You know, it was up between Adams [Boulevardl 

and Washington [Boulevard] and Western and Normandie [Avenue]. 

 There was no freeway running through there then.  There were 

a lot of big houses that people had gotten during World War 

II.  Then, when those good jobs evaporated after the war, 

people had these big houses, so they were renting rooms to 

pay those notes. 

 Many musicians stayed in different houses, mostly on 

Hobart [Boulevard] and Harvard [Boulevard].  Art and Addison 

Farmer had a room, Charles Brown had a room,   Wardell.  There 

were many musicians renting rooms, which was a lot better 
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than staying in a hotel if they weren't from here.  The Farmer 

brothers rented a room and put themselves through high school. 

 No parents to say, "Get up and go to school, boy."  They went 

because of Sam [Samuel] Browne.  Sam Browne was the music 

teacher at Jefferson, and he was so good, was such an excellent 

teacher, that it wasn't unusual to go by and there would be 

people in his class that weren't even students there. 

ISOARDI:  Just sitting in. 

SOLOMON:  Yeah.  In my junior and senior year I took gym as 

a sixth period, and I never went.  I always left.  So it was 

about two o'clock, and I'd beat it right over to Jeff and 

sit in on Mr. Browne's sixth period class.  Man, the musicians 

that would be there absorbing his knowledge.  He'd give you 

a homework assignment.  You weren't a student there, but he'd 

give you a homework assignment.  [mutual laughter]  Yeah, he 

was great, man.  He was very well loved, you know? 

ISOARDI:  What was he like as a teacher? 

SOLOMON:  Well, like I said, I wasn't in his class. 

ISOARDI:  Oh, you never sat in on any of that? 

SOLOMON:  No, no I didn't.  But Horace Tapscott was one of 

his-- Speaking of Horace Tapscott, you told me yesterday that 

you interviewed him.  You know him as a piano player, right? 

ISOARDI:  Yeah, but I know that he began-- Well, he didn't 

begin.  He first played piano, but he certainly played trombone 
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for a long time. 

SOLOMON:  There you go.  As a matter of fact, we were with 

Onzy Matthews's big band together.  He was in the trombone 

section.  That was in '63. 

ISOARDI:  So you were on the-- There was a recording date 

I know Horace told me he was on for Lou Rawls, Tobacco Road. 

 You were in that section? 

SOLOMON:  Yeah.  I played the solo on "Tobacco Road."  We did 

Tobacco Road and then we did Black and Blue for Lou. 

ISOARDI:  That's right.  Horace said he wasn't on that album, 

but-- 

SOLOMON:  Yeah.  Well, you know, when we did Black and Blue, 

it was a two-day session, and I was with Ike and Tina Turner. 

 As luck would have it, I did the first day.  It was Capitol 

[Records].  Well, that night Ike and Tina went on the road, 

and I went on the road, so I got Teddy Edwards to do the rest 

of it.  Sonny Criss was on the date, and Bobby Bryant, who 

recently passed.  He was on the band.  Had a bunch of good 

guys on the band, most of them. 

ISOARDI:  Great band. 

SOLOMON:  Quite a few of them are still alive.  Onzy passed 

away in Dallas. 

ISOARDI:  Last year. 

SOLOMON:  Yeah.  I went to the funeral. 
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ISOARDI:  Really? 

SOLOMON:  Yeah, yeah. 

ISOARDI:  What can you tell me about--?  He spent quite a bit 

of time out here in L.A., I know-- 

SOLOMON:  Well, his mother lived here.  When he got married 

it was here.  Things didn't go too well, so he went to New 

York.  It seemed like we would always bump into each other. 

 He went to New York, and I bumped into him.  I was in New 

York with the Good Timers.  We were the backup band for the 

Monkees. 

ISOARDI:  The Monkees-- 

SOLOMON:  Yeah, the Monkees.  [sings] "Hey, hey we're the 

Monkees," those Monkees.  Mickey Dolenz, Mike Nesmith-- 

ISOARDI:  Peter Tork and Davey Jones. 

SOLOMON:  Well, Peter Tork wasn't with them.  There were just 

three of them--Mickey, Mike, and Davey Jones.  Peter Tork 

had left.  So we were doing the Johnny Carson show [Tonight 

Show], which was in New York then.  I had bumped into Onzy 

the day before.  So I said, "Hey, man, we're going to do Johnny 

Carson."  So he came along.  Ed McMahon was backstage, and 

Onzy says, "I didn't realize he was that tall."  Ed McMahon's 

a big guy.  You couldn't really tell on TV because he was 

sitting down, right?  I think Johnny's not that tall.  Well, 

he's average height.  But I think his chair was elevated.  
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Then the other guy wouldn't appear to be so tall even though 

he's sitting.  You don't want to be head and shoulders above 

the host. 

ISOARDI:  Yeah, exactly. 

SOLOMON:  But he was pretty tall. 

 We took a break.  We had rehearsed and had to tape, so 

there was a break in between.  So Sam [Rhodes], the lead-- 

Well, it was Sam and the Good Timers, but it was like he wasn't 

the leader.  We were the Good Timers, but we found out there 

was a band in New York called the Good Times, and we didn't 

want to be confused with them, so we just said, well, since 

Sam was doing all the singing we'll say Sam and the Good Timers. 

 He was doing the Otis Redding type of thing, you know, [sings] 

"Gotcha, gotcha, gotcha."  People would be boogeying. 

 So we went out to the street and David-- Oh, shit, the 

newscaster.  David-- 

ISOARDI:  Brinkley? 

SOLOMON:  David Brinkley.  David Brinkley was getting in his 

chauffeured limousine, and Sam comes, "Hey, David, baby!"  

David turns around, "Who is this guy?"  But he was friendly. 

 Sam was talking to him, and Sam's personality was so that 

just the few words they had David acted like he liked him. 

 Sam had that personality.  "Hey, David, baby.  It's damn good 

to see you."  [mutual laughter]  So Onzy was with me. 
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 Then I ran across him in Paris.  He was doing a single, 

playing piano and singing at a hotel, a big hotel.  Every 

time I would go to Paris every time-- We were working out 

of Paris a lot.  I would call him, or sometimes he would meet 

me at the airport or come by the hotel. 

 Once I called him and he said, "Hey, man, I can't make 

it over there.  I've got to go to work."  And he told me where, 

and he said, "Are you off tonight?"  "Yeah."  "Come by and 

bring the guys."  So I told some of the cats, and we went 

by.  And he was doing this hotel lounge gig playing piano 

and singing with all these sophisticated people sitting around. 

 So we walk in with our horns, and I said, "Check out some 

of Ray Charles's band."  Everybody perked up.  [mutual laughter] 

 So we played and had a ball.  Onzy said that they extended 

his contract another four weeks after that night.  You know, 

they said, "This guy had Ray Charles's band coming to play 

with him.  He must be all right." 

 Then he went with Duke Ellington.  When Duke was ill, 

Onzy was the piano player, because his style was like Duke's. 

 We did an album of Onzy's called Jazz with a Touch of Elegance. 

 It was like Duke-type stuff.  So he went with Duke as arranger, 

piano player.  Then when Duke died and Mercer [Ellington] 

took over, he stayed. 

 He also was on Ray Charles's arranging staff.  He had 
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an office up in the building.  He didn't come to L.A. too 

much.  He could't make any money here.  Like I said before, 

L.A. wasn't jazz oriented.  One of the greatest jazz drummers 

there was was Paul Humphrey.  He couldn't get a decent gig. 

 He was with Lawrence Welk for a long time.  [laughs]  He played 

with Lawrence Welk, man.  [sings, imitating Welk's style]  

You know, champagne music.  He made a lot of money, but it 

wasn't really what he wanted to do.  It was a job. 

ISOARDI:  So by the time you graduate, it's 1949.  You graduate 

from L.A. High-- 

SOLOMON:  Yeah, January. 

ISOARDI:  January '49.  And you joined the union when you 

were sixteen, so you've got a card.  Where do you go from 

there? 

SOLOMON:  It cost $2.50 a quarter then. 

ISOARDI:  Why did you join when you were sixteen?  You joined 

on your own? 

SOLOMON:  Because of Paul Howard.  Paul Howard-- 

ISOARDI:  Oh, that's right.  You said he was a friend of 

your family. 

SOLOMON:  Yeah, yeah.  So he's a friend of the family, and 

he suggested that I join the union.  Then there were a couple 

of guys that were older, like Walter Henry and Sweetpea-- 

Everybody joined the union.  This guy Gene Cravens I told 
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you about, we joined and took our test the same day.  The 

guy said, "Play me a so-and-so-something chord," and he 

[mimics saxophone playing] without batting an eye.  It was 

like a status thing to have it.  "I've got a union card." 

  But it cost $2.50 a quarter. 

 There was no death assessment like we have now.  You 

know, at somebody's death there's $1,000 that your survivors 

get.  Well, there was no death assessment at the time.  When 

somebody died the members had to contribute $1.  So one weekend 

I had a gig that paid $10, a good gig, good $10 gig.  A ten-cent 

gig was a good gig, you know?  That Monday-- You had to go 

to the union to pay your work dues.  Sometimes the business 

agents would come by the gig and collect the work dues to 

see if you had a contract or whatever.  So I went to the 

union, and the work dues-- It wasn't that much, about a buck, 

maybe.  But they said, "Oh, by the way, Cliff, you owe $8." 

 I said, "Eight dollars?"  Eight guys had died. 

ISOARDI:  All on that weekend? 

SOLOMON:  So it was $1 per-- So there was that ten cents, 

it was just gone with little wings on it.  I came and left 

there with about $1.  Eight dollars plus the work dues.  So 

I made a $1 that weekend on that gig.  That's the way it was. 

 Some weeks nobody passed away, but here's eight guys at once 

who just died.  There weren't any car wrecks or no bus wrecks 
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or anything. 

ISOARDI:  Unlucky weekend. 

SOLOMON:  But it was expected for you to join the union.  Then 

the guys would go up to the union-- The older guys would play 

cards.  They had a club room upstairs, and the cats would 

hang around there waiting on a call for a gig, which never 

happened.  If a call for a gig came it was for some older 

musician that they knew.  They didn't take any chances on 

the youngsters.  You know what I mean? 

 We had rehearsals there for different bands.  Most of 

the time, if you rehearsed there it was for a gig.  Sometimes 

the bandleaders didn't want the union to know about it.  They 

were like bootleg gigs.  They'd say, "Were you rehearsing 

for a gig?  Where?  When?"  That meant you had to get a contract, 

and maybe the promoter didn't want to pay you that much or 

didn't want to pay the health and welfare and all this bit, 

so everything was kind of under the table.  So if there was 

a rehearsal at the union it was for a legitimate gig or else 

just a rehearsal band.  But if it was a rehearsal for an actual 

gig, if it wasn't under contract-- 

ISOARDI:  Who were the agents who made sure everybody toed 

the line? 

SOLOMON:  Elmer Fain.  There was another guy that was vice 

president, but Elmer Fain and Baron Moorehead. 
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ISOARDI:  Baron Moorehead. 

SOLOMON:  Baron Moorehead was a trombone player.  Well, he 

used to play trombone.  He was a little short guy and bowlegged. 

 Short and bowlegged.  Like I said before, somebody would get 

a gig and everybody would come and sit in. 

ISOARDI:  Jeez, they probably didn't like that, right? 

SOLOMON:  One night we were playing somewhere and there were 

about ten guys on the stand, and somebody said, "Here comes 

Moorehead."  Everybody flew and was hiding,     [mutual 

laughter], hiding their horns until he left, and then the 

guys came back.  It was just like flies on a turd; they just 

fly off the edge, and when the threat is gone, here they come 

back, right?  Baron Moorehead. 

ISOARDI:  So he was a real hard-ass. 

SOLOMON:  Yeah.  Well, looking back at it now, he was just 

taking care of business.  The musicians union wasn't really 

a union.  They didn't call it a musicians union.  It was the 

musician's protective association.  We all called it the union. 

 It's a union now, but then [Local] 767 was a protective 

association.  It was supposed to protect the musicians.  I 

didn't get much protection,  

but--  [mutual laughter] 

ISOARDI:  Do you think it did a good job? 

SOLOMON:  Well, yeah.  I don't know.  I guess if it had done 
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an excellent job, then Buddy Collette and Red Callender and 

the guys wouldn't have insisted on amalgamating with [Local] 

47.  When that went down I was in-- It was Christmas week 

of '52, and I was with Lionel Hampton.  We opened the Earle 

Theatre in Philadelphia.  The Earle Theater.  There was this 

letter that my mother had mailed me.  If we were going to 

be at a theater for a while, then people would mail letters 

there, because if you sent it to the hotel, by the time it 

got there you 
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might be gone again.  So she sent it, and there was this packet 

and this letter for this petition to amalgamate with 47.  

And I signed it "yes," sent it back-- 
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 TAPE NUMBER:  III, SIDE TWO 

 AUGUST 28, 1998 
 
 

SOLOMON:  The Hamptons couldn't come back to California, 

because Lady [Gladys] Hampton had accepted some money from 

some promoter to do a gig and did something else.  The promoter 

sued and got an injunction.  So as long as they stayed out 

of California the injunction couldn't be served.  So we didn't 

come back here.  When I went with Hamp it was Art Farmer and 

Frank Morgan.  Frank Morgan didn't leave town because he'd 

changed his mind.  His habits told him to stay.  But Art and 

I went.  We left from in front of-- The band was staying at 

the Morris Hotel down on Fifth [Street].  Remember, we talked 

about the Morris yesterday? 

ISOARDI:  Yeah. 

SOLOMON:  We left at night on the bus.  The first gig was Phoenix. 

 Somewhere between Phoenix and El Paso word came that this 

promoter had this injunction--we found out about it through 

the road manager later on--which meant that we couldn't come 

back to Los Angeles, not Lionel and Gladys, not the Lionel 

Hampton orchestra.  This was in '52, fall of '52, and they 

didn't come-- I left Hamp.  I came home December, Christmas 

week of '53, and went back with Charles Brown.  But the band 

didn't come out here.  It was a long time.  It was two or three 
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years before the band came.  They settled the injunction, 

or it was dropped, or statutes of limitation, I don't know. 

 But they couldn't come here for a long time. 

 So that's one of the reasons it was good for me, because 

their headquarters was New York, so we were based out of New 

York.  That meant that I got a chance to hear all the bands 

and the musicians and-- Like the building where Freddy [Spencer] 

and I were staying, Sonny Rollins lived in the building and 

Milt Jackson lived in the basement apartment.  Art Blakey 

was always around.  There was a saxophone player from Chicago 

named Tom Archia, a very good player.  There were so many 

people that you could hear.  Most of the time they would answer 

your questions on stuff.  It wasn't so much like the camaraderie 

that there was with Dexter and Wardell, but these were the 

guys.  This was where it was happening. 

 Although the bebop movement actually started in Los Angeles. 

 We give New York credit for it, but that isn't so, because 

there were a lot of bands that came to L.A., big bands, and 

these guys were usually from cold climates.  So they'd come 

to Los Angeles, and the weather was decent, and the chicks 

were fine and ready.  A cat would meet a fine chick, and the 

weather was warm, so they'd be laying out on the beach.  If 

they'd been in New York or somewhere, they'd have fur coats 

on-- 
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ISOARDI:  It would be November or January. 

SOLOMON:  --picking icicles out of their mustaches.  So a lot 

of guys stayed here. 

 L.A. was full of musicians, especially the east side, 

especially Central Avenue.  The guys didn't always stay at 

the Dunbar [Hotel].  It was going downhill at the time itself, 

but there were people's houses that guys would rent rooms 

from, or guys would chip in and rent a duplex  or stay on 

the west side in one of the big mansions I told you about, 

rent rooms there.  L.A. was full of musicians,  and they were 

bebop players.  I told you before, Lucky Thompson was here. 

 Miles [Davis] was here.  Milt Jackson came.  Yeah, he came 

out here when Dizzy Gillespie's big band came here in 1948. 

 Although nobody quit and stayed-- When the band broke up, 

a lot of them came back out here.  So the bebop movement actually 

started here. 

 It was just like Jack's Basket Room was after hours.  

I never went there:  I was too young to go when it was in 

its heyday.  But there was Billy Berg's.  There was the Streets 

of Paris down in what's now known as Little Tokyo.  No, wrong. 

 Streets of Paris was on Hollywood Boulevard.  It was downstairs. 

 Shepp's Playhouse-- 

ISOARDI:  That was it, wasn't it? 

SOLOMON:  --was First Street.  Yeah, First and San Pedro 



 

 
     105 

[Street] or somewhere around there.  There were a lot of clubs 

that-- There was the Tiffany.  The Tiffany was on Eighth Street. 

 This is later on, in 1957, '56 or '7.  Miles was there, and 

[John] Coltrane and Paul Chambers-- I don't remember who the 

piano player was.  But they were at Tiffany's.  There was a 

club on Wilshire [Boulevard] that Bud Powell appeared at in 

the mid-fifties, and it was a disaster, because he had this 

mental problem. 

ISOARDI:  Were you there? 

SOLOMON:  I was there.  Well, actually Bill Sampson, who was 

a disc jockey, he said, "Man, do you know Bud Powell?"  And 

I said, "Well, as well as anyone," because I had returned 

home from New York.  So he said, "Well, this guy, he's not 

playing, man.  Can you talk to him?"  I said, "Well, what can 

I say?" 

 So I went down, and he was just-- 

ISOARDI:  Oh, this guy called you to come down to the club 

to talk to Bud Powell. 

SOLOMON:  Yeah, Bill Sampson, to come down and see if I could 

find out what was wrong with Bud, because he wasn't playing. 

 People were waiting, and he wouldn't play.  He'd just sit 

at the piano just staring into space.  He finally played.  

He did.  He played "Night in Tunisia" in about eight bars. 

ISOARDI:  Oh, man. 
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SOLOMON:  He said [sings condensed version of "Night in 

Tunisia"].  That was it.  He did the whole "Night in Tunisia" 

in just a few bars.  Yeah.  But, you know, he'd had a nervous 

breakdown.  It was coming, but nobody-- They just thought 

he was being weird, but the man was ill. 

ISOARDI:  What did you do when you got there? 

SOLOMON:  Well, I talked to him, and it was like talking to 

that picture of my granddaughter.  There were other people 

that-- I think Ray Brown was there trying to talk to him.  

It was like he just-- He was in a mentally comatose condition. 

 But what I was saying is that so many-- I've gone ahead 

ten or twelve years.  But in the forties the jazz movement 

was really on the east side, on Central, and also downtown. 

 There was Howard McGhee.  Howard McGhee had a band.  It was 

the first bebop band here, really, because Howard had Teddy 

Edwards, and they worked at the Downbeat [Club] for a long 

time.  The bebop movement went over big with especially the 

young players.  The older guys, they'd say [growls], "You 

can't dance to it."  But the youngsters, that's what made 

the movement a go.  So Teddy is sort of underestimated-- He 

was one of the first.  He was one of the first.  He used to 

wear these sunglasses.  Tinted glasses was what they were, 

tinted glasses, but the guys, we started calling them "tenor" 

glasses.  "Hey, man, I just got me a pair of tenor glasses!" 
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 [mutual laughter]  Everyone wanted some tenor glasses, tenor 

glasses. 

ISOARDI:  You can't play a tenor without tenor glasses, right? 

SOLOMON:  You'd be in a dark room, everybody would have 

sunglasses on.  Where is the sun?  It was the groove glasses 

was what they were.  I had a picture.  It's gone by the wayside 

now, but Teddy was on the stand; he had on these rimless dark 

glasses.  [tape recorder off] 

ISOARDI:  You go with Hamp, you said, in 1952. 

SOLOMON:  Yeah, well, we're jumping ahead. 

ISOARDI:  Well, I know.  Actually, I was going to say, what 

happens between 1949 when you graduated from L.A. High School, 

January of '49--right?-- 

SOLOMON:  Yeah. 

ISOARDI:  --and the time you leave L.A. to go with Hamp?  What 

happens in between?  You've got about three years. 

SOLOMON:  Let's back up some. 

ISOARDI:  Yeah. 

SOLOMON:  In 1948, Dizzy Gillespie's big band came.  That's 

when he had Chano Pozo and-- 

ISOARDI:  Oh, you saw that? 

SOLOMON:  Yeah.  They played the gig at the Pasadena Civic 

Auditorium, the first gig, and the next night was the Long 

Beach Municipal Auditorium.  I had this '37 Chevy; it was 
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a four-door.  I told you yesterday, I said how the cats-- 

We used to go to Pasadena to the Onyx [Club]-- 

ISOARDI:  Yeah, the club on Fair Oaks [Avenue] 

SOLOMON:  We'd have twelve guys in the car, right?  So we went 

to see Dizzy, and one of the guys--Nat [Nathaniel] Meeks, 

a trumpet player and writer, was so-- He just couldn't stop 

saying, "He didn't miss a note.  He didn't miss a note.  He 

didn't miss a note."  He was so impressed.  Well, we all were. 

 So the next night we went to see the band at Long Beach. 

 The gig was over, and we came out, got in the car, and my 

car wouldn't start.  There we were all the way in west Beirut 

and couldn't get back.  [laughs]  So the band was coming out 

and getting on the bus.  We had struck up conversations with 

the cats--you know how musicians are, or were.  Some young 

cats, young musicians-- The older guys would be more than 

happy to talk music.  So I very sheepishly and timidly asked 

Diz if we could ride back to L.A. with them on the bus.  Diz 

said, "It's okay with me. Ask Carpenter."  Carpenter was his 

road manager.  Carpenter said, "Yeah, get on."  So we got on 

the bus. 

ISOARDI:  Oh, very cool. 

SOLOMON:  My seatmate was James Moody. 

ISOARDI:  Oh, man. 

SOLOMON:  I was living in Watts; everybody else lived up on 
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the east side, off Central, right?  So the bus, it went out 

on Alameda [Street]--there wasn't any freeway then--and 

negotiated this turn to get onto Wilmington.  It was a narrow 

street, right?  So this big, long Greyhound bus was turning, 

you know?  Here it is like two or three o'clock in the morning, 

and people are sleeping, and they hear this [imitates a bus 

engine] and look out, and there's this big bus.  "What is 

this bus coming for?"  It comes pulling up, and I get off. 

 [mutual laughter]  You know, I guess the neighbors were looking 

and saying, "What the hell?" 

 So Moody and I had a hell of a conversation.  The band 

left town.  The next time Diz came back they played the Million 

Dollar Theatre. 

ISOARDI:  Downtown. 

SOLOMON:  Downtown.  So we were all--you know, the ones that 

were still with him--old buddies, then, you know what I mean? 

 They were staying at the Morris Hotel.  Like I said, not too 

many stayed at the Dunbar; the Dunbar was in its death throes 

then. 

ISOARDI:  But the Morris wasn't? 

SOLOMON:  No.  The Morris was convenient.  It was 

downtown--they were playing the Million Dollar--so a lot of 

the bands opted to stay there, because it was just a  
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short streetcar ride to Broadway or a long walk if one wanted 

to get exercise, which most musicians didn't.  It wasn't like 

being at the Dunbar and having to ride the streetcar all the 

way downtown and then go west.  Then they had a restaurant. 

 I don't know if was bigger than the Dunbar, but it was popular. 

 It was close to the train station.  The cats didn't fly too 

much then.  They had tour buses, and then there were some 

like Duke's band that had Pullman cars.  They would just hook 

up and go to a town and put them off on the siding, you know, 

play the gig, then come back and get on.  The next train would 

take them and pull them on.  But the Morris was really the 

hotel that most of the guys stayed at. 

 In the meantime, from hearing Dizzy's big band, Roy Porter, 

who was the drummer with Howard McGhee, like I said, the fist 

bebop band here-- There were so many guys, man, that wanted 

to play, so he decided to organize a big band.  So we did. 

 We first rehearsed at the [Club] Alabam. 

ISOARDI:  Well, how did Roy Porter tap you? 

SOLOMON:  How did he get me? 

ISOARDI:  Yeah. 

SOLOMON:  I don't remember.  I don't know. 

ISOARDI:  Were you out of high school? 

SOLOMON:  No, I was in high school. 

ISOARDI:  You're still in high school. 
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SOLOMON:  I was seventeen.  When we did that first record date 

I was seventeen, in '48.  It's in the pictures in there.  I 

don't remember exactly how I got on the band.  I don't know. 

 It was like guys were platooning.  Wilbur Brown, "Boogie" 

[William] Daniels, Hadley Caliman, Joe Howard--   Well, he 

wrote the charts.  He was the main arranger, so his chair 

was secure.  But the rest of us sort of platooned for it.  

I mean, I'd make some rehearsals-- It was a rehearsal band. 

 We didn't have that many gigs, so it didn't matter if you 

were there, you know?  But if you had a gig, then whoever 

was playing that chair would want to be there so they could 

make the gig, make the money.  It wasn't much money. 

 I remember we played at Billy Berg's.  Scatman Crothers 

opened the show, you know, with his little act.  Slim Gaillard. 

 Scatman was Slim Gaillard's drummer.  We played the Alabam. 

 We played the Lincoln Theatre.  And there was a joint called 

the Hole in the Wall.  It was on Central.  It was like in the 

thirties, in the thirty-hundred block on Central.  They called 

it the Hole in the Wall because that's what it was. 

ISOARDI:  How did they fit a big band in there? 

SOLOMON:  Well, it wasn't that small a place, you know?  You 

figure a Hole in the Wall, you'd say that's a little joint, 

but it wasn't that small.  We could get the band in there. 

 We were sitting on each other's laps, so to speak.  But the 
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joint jumped that night, man.  The band was cooking.  The chicks 

were "Yeah, yeah, yeah!" and the cats were winking and flirting. 

 The band cooked.  The band really cooked. 

 Then we started rehearsing at the Chicken Inn.  There 

was Ivie's Chicken Shack, which was on Vernon [Avenue] just 

east of Central.  Ivie Anderson and her husband  opened it 

up.  It was a restaurant, a bar and restaurant.  Ivie Anderson 

was Duke Ellington's vocalist.  I remember some of the beautiful 

numbers she sang.  Well, the Chicken Inn was also on Vernon, 

but it was down at Avalon [Boulevard], Vernon and Avalon.  

The Chicken Inn, a lot of people say, "Chicken Shack?"  No, 

no.  Chicken Inn. 

 So this little guy had the place.  It was just a dive. 

 It wasn't filthy or anything, but it was no-- It was a beer 

joint, a beer bar, you know?  I don't even think they had 

food.  It was just a storefront type of operation.  No acoustics, 

but he let the band rehearse there.  People would pass by 

and hear the band, they'd come in and buy beers.  You remember 

I told you yesterday about the cats that would welcome the 

guys coming in and playing?  He didn't have a piano, but he 

got one.  So we had our rehearsals at the Chicken Inn.  Pretty 

soon it was every day.  I used to beat it there after school, 

right?  Every day there was always a crowd of people standing 

outside waiting for the band.  "What time y'all going to start, 
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man?"  Like they were paying big money or something.  We had 

built up quite a following just from rehearsing, so when we 

did play a gig they would be there.  ISOARDI:  It sounds like 

you guys should have had a lot of gigs. 

SOLOMON:  When you've got a big band, who's going to pay you? 

 Who's going to pay you when they can get a little combination? 

 They could get a Pee Wee Crayton--whom I worked with in the 

late forties, in '49 and '50--with a small group for X amount 

of dollars, and you couldn't get a big band, you know-- Roy 

had seventeen pieces, so it's a matter of "If I pay you guys 

that kind of money, hell, I can get Pee Wee Crayton."  Or 

"I can get T-Bone Walker."  Guaranteed a full house, you know? 

ISOARDI:  What about the personnel in the band?  Anything stand 

out? 

SOLOMON:  In Roy's band?  In the reed section was Eric Dolphy 

and Sweetpea. 

ISOARDI:  What would you say about each of their playing?  

How would you compare them? 

SOLOMON:  Sweetpea was so beautiful and soulful.  And Eric 

was an excellent musician.  He was lead player, and he was 

precise, and he was good as lead player.  His soloing left 

a lot to be desired because he was sort of disjointed.  He 

played the same way then as he did later on in years, but 

later on in years what he was doing was more accepted, you 
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know what I mean?  I know there was Ornette Coleman during 

that time who was-- He used to come around and play.  They 

used to call him "lion man" because he had all this long hair 

and this beard, and it looked like a lion's mane, right?  

And he played so weird.  Nobody really-- Not even musicians-- 

And later on he became very prominent.  But Eric, he was good, 

but he really gained his fame as a bass clarinetist.  Most 

of those things he did were trained for the bass clarinet. 

ISOARDI:  On some of the recordings that you guys did, you 

did a few sessions, there was some controversy a while ago--maybe 

Roy cleared it up in his book, I don't remember--about whether 

Eric had any solos or not or whether Sweetpea took all the 

solos on your recordings.  Do you remember? 

SOLOMON:  No, but knowing them-- Like his band was a brotherhood, 

it was family, so it didn't matter.  You know, everybody wanted 

to play, but it didn't matter who played.  Sweetpea might 

play a solo tonight, and tomorrow night Eric might play the 

same solo.  It didn't really matter whoever played it.  

Everybody, like I said, would platoon.  But when I was on 

the band-- 

 See, in '48 and '49 I went to Phoenix, Arizona.  I was 

playing with Emily Foster, who was a dancer and entertainer. 

 She had taken a show to Phoenix, and I went too.  While I 

was in Phoenix that summer we used to have good crowds.  Rudy 
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Pitts--you may have heard of him--he was the drummer.  He 

played the vibes, too.  Rudy Pitts.  He's very good.  He was 

the drummer with the band.  Anyway, we had a real full house 

on Saturday night, so we were supposed to be paid on Sunday 

night.  [When we] went to work Sunday night, Lou Klein, who 

was the owner, had split with all the receipts, and nobody 

got paid.  He absconded with all the money. 

 But one thing about it, usually when those club owners 

did that, the joint-- There would always be a mysterious fire, 

you know?  Always after the weekend.  It would always be late 

Sunday night or Monday.  It was never on Saturday. 

 I wasn't stranded too bad.  The hotel where I was staying 

[the Rice Hotel] belonged to my aunt [Thelma Evans].  I had 

a room in my aunt's hotel, so I wasn't really stranded.  But 

Hamp came through the next weekend,  and I went and sat in. 

 He liked me and took me with him. 

ISOARDI:  Really? 

SOLOMON:  Yeah.  Played Phoenix, played Tucson, Deming, New 

Mexico, El Paso, and the band was going to Denver  and-- 

ISOARDI:  This was the end of '49? 

SOLOMON:  This was '49.  This was in fall, maybe, of '49.  

So I was eighteen years old then.  Wes Montgomery was the 

guitar player in the band.  Benny Bailey was one of the trumpet 

players.  Al Grey, trombone, played with Hamp.  Bobby Plater 
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was the lead alto player.  There were some good cats on the 

band. 

ISOARDI:  Yeah. 

SOLOMON:  But I don't know.  I didn't feel like I was cutting 

it, man.  You know what I mean?.  You know, it was a little 

fast, so I opted to come home and woodshed some more. 

ISOARDI:  How long did you stay with Hamp that first--? 

SOLOMON:  Just about a week. 

ISOARDI:  Just a week? 

SOLOMON:  Yeah, about a week.  Then I came home.  Let's see, 

that was '49, right? 

ISOARDI:  Did you hook up with Roy Porter again? 

SOLOMON:  Yeah, we did another session. 

ISOARDI:  When you got back? 

SOLOMON:  Yeah.  I think so.  But when I was gone Hadley Caliman 

and Boogie Daniels would play.  It was a platooning thing. 

ISOARDI:  Right. 

SOLOMON:  It was always the availability of musicians to take 

a seat.  Some cats would go out of town.  There was never a 

shortage of musicians to play with Roy. 

ISOARDI:  What was he like as a leader? 

SOLOMON:  Roy?  Like one of the guys.  He was one of the cats. 

 Everybody had a lot of respect for Roy because he was Howard 

McGhee's drummer at one time, and he knew Bird well. 
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ISOARDI:  Yeah, he played on some of those Dial [Records] 

discs with Bird. 

SOLOMON:  Yeah, yeah, those Dial discs, yeah.  So he was a 

superstar as far as we were concerned, young cats with Roy 

Porter.  I mean, Jesus Christ, it was like doing a movie with 

Sidney Poitier. 

ISOARDI:  So it was--- 

SOLOMON:  Roy was one of the guys.  His band was like a big 

family, too. 

ISOARDI:  What about the charts? 

SOLOMON:  The charts, the guys on the band would write them. 

 Joe Howard did most of them.  But there was Robert Ross, who 

was a trumpet player.  Ross and Joe Howard did most of the 

charts.  Yeah.  There weren't a whole bunch of guys writing 

for the band. 

ISOARDI:  Were they challenging for you as a musician? 

SOLOMON:  No. 

ISOARDI:  What did you think of the music? 

SOLOMON:  No, they weren't challenging, they were just-- It 

wasn't anything really intricate.  Roy's band at that time, 

the guys didn't write a whole lot of notes.  It was like groove, 

straight-ahead swing with the bebop solos.  It wasn't a lot 

of intricate syncopations and all this. 
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 One fault I find with some guys' playing or writing is 

that they try to put everything they've ever learned in one 

song.  Being a Lester ["Pres"] Young advocate, Lester was 

so pretty, melodic, you always knew what the song was,  because 

he had a knack of getting back to the melody, and he didn't 

play a lot of notes--unless it was up-tempo; then he'd play 

a bunch of notes.  You know what I mean?  But it was so melodic. 

 Pres's playing, you would concentrate mostly on beauty and 

lyricism rather than a whole bunch of notes, trying to show 

how much knowledge you had. 

ISOARDI:  It seems like with all the greats--you think of 

Duke, Basie, [Thelonious] Monk--it's the space.  They use 

space. 

SOLOMON:  Yeah, yeah. 

ISOARDI:  It's like they allow the room to breathe in the 

structure of the piece. 

SOLOMON:  Yeah.  Well, like even Monk's writing was unorthodox, 

but he didn't write a whole lot of notes. 

ISOARDI:  Yeah, exactly. 

SOLOMON:  They leave that for the soloists to do.  Even Duke, 

who was a hundred years ahead, he didn't do it.  It wasn't 

until later years that the guys started writing stuff that 

was-- Well, I guess it's good in a sense, because it made 
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cats study more.  I said, "Man, I'd better study.  I've got 

to play this cat's chart."  Onzy's charts were straight-ahead 

and groovy and didn't have a whole lot; there might be some 

passages that were, you know, notes, but it wasn't like something 

that couldn't be handled.  Because the average person, man, 

they-- 

 I'll put it this way.  The soloists would play if people 

liked it.  They could hum the solo right along with you.  Like 

"Flying Home," when Illinois [Jacquet] did "Flying Home," 

all the cats would [sings fragment of his solo] right with 

him.  Coleman Hawkins did "Body and Soul," the cats could 

hum that right along.  The tenor players learned it.  Herschel 

Evans's "Blue and Sentimental," the cats could hum that.  

Just about everything Pres played, the cats could hum that 

right along with him, you know?  And Bird, too.  It was lyrical 

and melodic, and for the average layman who didn't have any 

knowledge of music they could do it because it wasn't difficult. 

 The cats weren't playing a lot of chord changes with a lot 

of different notes and the strange stuff, the "Coltraning" 

and all, then.  It was straight- ahead, right?  So the public 

could hum, sing the solos right along with the record.  You 

see what I'm talking about, don't you? 

ISOARDI:  I do, I do.  Definitely. 
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SOLOMON:  Okay. 

ISOARDI:  What about you come back, and it's, I guess, the 

end of '49 now.  What are you looking at now?  Are you looking 

for a regular job?  Roy Porter's band is an occasional thing. 

SOLOMON:  I came back in '49, and I did some gigs.  I was staying 

at home, staying with my people.  So it's not that I didn't 

have a roof over my head, but-- 

ISOARDI:  Yeah, you're living in Watts now. 

SOLOMON:  Yeah, yeah.  But there were gigs that I would  do. 

 Going back some in '46, the war was over, but there were 

still USOs [United Service Organizations].  And there was 

one in Watts.  There was one on Avalon.  There was one in San 

Pedro and one in Santa Monica. 

ISOARDI:  I guess there were still a lot of guys that hadn't 

been demobilized yet. 

SOLOMON:  Yeah, yeah.  So they had some place to go.  So there 

was this guy, Felix Gross.  He was a drummer, and he would 

play a lot of these USOs, and I was the tenor player.  So 

we would play these USOs.  They paid five dollars.  So that's 

twenty dollars a week.  You know, for a sixteen- or 

fifteen-year-old-- 

ISOARDI:  That's a lot of money. 

SOLOMON:  We left that out yesterday.  So I went back three 
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or four years, right? 

 So '49, I worked gigs with different joints.  I can't 

think of all the-- You know, you'd get a call, and you'd do 

a gig with somebody.  You can't really document it.  But let's 

say different gigs, casuals. 

 Floyd Ray had a big band, and I played with Floyd Ray. 

 We would play at the Black and Tan [Club] in San Diego 

[California].  While we were there, the news came 

that Fats Navarro had died.  Frank Morgan was on the band--he 

was playing alto--and he had called home for some 

reason, and they told him that "Fat Girl"-- They called Fats 

"Fat Girl."  I've got a picture of him on the calendar in 

there.  Do you know what he looks like? 

ISOARDI:  Yeah. 

SOLOMON:  Oh, okay.  So "Fat Girl" had died.  They said he 

had a hole in his lung the size of a silver dollar. 

ISOARDI:  Oh, man. 

SOLOMON:  Yeah, he had dissipated-- 

ISOARDI:  He was only--what?--twenty-six, twenty-seven years 

old? 

SOLOMON:  I don't remember.  Yeah, about that, I guess.  Now, 

he was the one that was the influence for Clifford Brown and 

Lee Morgan.  Then after that it was like Wynton Marsalis was 
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a Clifford Brown advocate, and Terence Blanchard.  But it 

all started with "Fat Girl," with Fats Navarro.  He was such 

a hell of a trumpet player.  The stuff that he played, we 

could scat sing and shit right along with the record, you 

know?  He was the first one that did "Move" [sings melody] 

before Miles did it.  Miles did it with that octet, right? 

 But Fats did it way before then.  I think it was on Dial. 

 There were some great, great songs.  There's probably 

something out there now.  A lot of those tapes have been reissued 

on CDs. 

ISOARDI:  He never recorded all that much.  I think most of 

what he did record is available now. 

SOLOMON:  He recorded quite a bit. 

ISOARDI:  Oh, he did? 

SOLOMON:  Yeah. 

ISOARDI:  Oh, I didn't think it was that much. 

SOLOMON:  It wasn't hundreds of selections, but he did quite 

a bit.  You know, albums then were 78s, you know, 78s.  There 

would be four records in a jacket.  It was like an album.  

That's why they called it an album.  So that was before the 

LP.  The LP was faster than when they had record albums.  The 

name stuck even though they're not albums anymore.  And CDs 

now.  But a session when guys recorded, it wouldn't be for 
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an album.  It was like four tunes to a session, so that was 

the average record session was four tunes, which was two sides. 

 Then maybe the next session there would be-- Sometimes sessions 

were held within a week.  Then the producers would say, "Well, 

there's enough here that we can make an album."  But I don't 

think albums were planned as albums, per se.  Because if you 

find some of those old albums, the liner notes would tell 

you when they were recorded.  Sometimes it would be over the 

span of a year.  But now when you go in you can do it in a 

day or two, depending on how many tunes and how involved it 

is. 

 Bird, man, used to go in the studio, wouldn't have anything 

prepared, just go in and jam something, and while they'd be 

playing back they'd be writing some lines for something else. 

 Bird, he would take standards and use the chord changes and 

put his own lines to them. 

ISOARDI:  Floyd Ray, I know, had been around for a while.  

I know he led a band in the thirties, etc. 

SOLOMON:  That's right.  He wrote a song, [sings] "It's Three 

O'Clock in the Morning."  That was Floyd's. 

ISOARDI:  I'll be darned.  So he came back; he had a bit of 

a comeback then.  So were you with his band, that band,  for 

very long? 
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SOLOMON:  Not really long, because after we left San Diego 

we came back and I went with Pee Wee Crayton.  I was rehearsing 

with T-Bone.  I think we did a gig.  Then I played some with 

Pee Wee.  Shifty Henry, the guy that actually wrote "Jailhouse 

Rock"-- 

ISOARDI:  And then never got anything for it.  Bass player, 

wasn't he? 

SOLOMON:  Yeah.  Shifty was Pee Wee's bass player.  And Walter 

Henry, whom I grew up with, was older.  He was playing baritone 

[saxophone].  Walter was the original baritone player with 

the early Johnny Otis Show. 

ISOARDI:  Oh, really? 

SOLOMON:  Yeah.  Then we played some gigs.  This Black and 

Tan down in San Diego, Shifty knew the woman that owned it, 

and she was kind of sweet on him.  Shifty Henry and the Stars 

of Swing was the name of the band.  There were six of us, 

and we went down there and worked for a long time.  This was 

'50.  We worked on until the end of '50. 

 I came back to Los Angeles, and I was in the 767 musicians 

union, and I saw Freddie Simon, who was playing tenor with 

Charles Brown. 

ISOARDI:  Actually, just let me ask you, you mentioned you 

hooked up with T-Bone for a very-- 
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SOLOMON:  Yeah, brief time. 

ISOARDI:  --brief time.  You did a gig together or something 

like that? 

SOLOMON:  We did.  We rehearsed.  We did a gig, and then I 

went with Pee Wee, who was working at the Last Word [Cafe]. 

  

ISOARDI:  Why did you go from T-Bone to Pee Wee? 

SOLOMON:  Because Pee Wee had a gig.  [mutual laughter] 

ISOARDI:  But T-Bone was pretty big by then.  I mean, "Stormy 

Monday" had come out a year or two earlier. 

SOLOMON:  Yeah, but he didn't have anything-- He was rehearsing 

for something later.  But eighteen, nineteen years old, "I 

want some money now."  So Pee Wee-- This was a gig-- 

ISOARDI:  This was a gig at the Last Word, eh? 

SOLOMON:  The Last Word was where he was working.  All I had 

to do was come in, right?  So that's what I did.  Everything 

always works out for the best.  So that band, some of us who 

were on the Stars of Swing, we went to San Diego and were 

playing at the Black and Tan. 

ISOARDI:  That wasn't with Pee Wee, right?  It was the band 

behind him?  It was just the band.  It wasn't including Pee 

Wee. 

SOLOMON:  No.  No, well, it wasn't really-- It was just Shifty 
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Henry and me.  It wasn't the whole band.  If I remember correctly 

it was just Shifty and me. 

ISOARDI:  Yeah. 

SOLOMON:  So I worked there through '50, came back, saw Freddie 

Simon at the union, and he said, "I just quit Charles Brown, 

and maybe you can get the gig."  Well, Charles and I went 

to the same barbershop, and I would see Charles in there all 

the time.  He gave me Charles's  number, and I called him, 

and he said, "Would you like to come over and rehearse?"  

I said, "Yeah." 

 I went over to his house--it was over here on Twenty-first 

[Street] and Arlington [Avenue]--and when I came in he said, 

"Oh, I know you."  He had this little room in the front.  It 

was just like my door like this to the living room but over 

to the other side.  Off the living room was another little 

room where he had a piano.  He called it the practice room. 

 So I went and played, and he liked me,  and I stayed with 

him.  We rehearsed all up until-- Charles didn't like traveling 

in snow and ice, so from the end of '50, January, February, 

and March, we rehearsed, got tight, and left around the first 

of April or the last week of March, maybe. 

ISOARDI:  In '51? 

SOLOMON:  In '51, yeah.  I was with Charles a couple of years. 
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 And I left Charles and came home and went with Floyd Dixon. 

ISOARDI:  Why did you leave him? 

SOLOMON:  Oh, it was a dispute with the manager.  But I went 

with Floyd Dixon and went on tour with him, and-- 

ISOARDI:  A lot of blues.  A lot of blues playing. 

SOLOMON:  Yeah.  Well, I told you before, you know, cats would 

be jazz oriented, but you had to keep the potatoes on the 

table.  I was no longer staying at home then.  And then, even 

when I was staying there, you know, your father is [saying], 

"You'd better get out there.  I'm trying to get you to make 

some money."  Oh, man.  You know, they were supportive, but 

still in all, the father-- I don't care how old you are-- 

ISOARDI:  I know.  My mother's still-- 

SOLOMON:  --Daddy is going to be always on your case. 

ISOARDI:  Yeah, my mother still does that to me how many years 

later? 

SOLOMON:  I think they do it because they love us.  If they 

didn't love us they wouldn't give a shit. 

ISOARDI:  Yeah.  Well, I think especially for the ones that 

went through the Depression.  They're really conscious of-- 

SOLOMON:  Yeah.  You know, I was watching this special on the 

Depression, and there were a lot of people who came out here 

from Arkansas and Oklahoma--from the dust bowl--at the time. 



 

 

     128 

 You remember I told you about these vacant lots in Watts? 

ISOARDI:  Yeah.  Plenty of room. 

SOLOMON:  A lot of people.  Also, the neighborhood being rather 

integrated--there were some that came with their prejudices, 

but the kids, they didn't know about that--we all played together 

and had a ball.  Well, some of them would take these vacant 

lots even though they didn't belong to them, but they would 

plant potatoes and corn.  They'd plant the stuff.  So there 

was always plenty of food.  Nobody had any money.  You know, 

you might have a cow, and everybody had chickens.  We had 

chickens.  So there was always something to eat.  There was 

always something to eat, because they grew it.  There was 

land to do it.  So the Depression, in my childhood, it didn't 

affect me too much.  But back in the eastern cities where 

there wasn't that much land to grow food on, they had it--You 

know, I never saw a soup line or bread line, not here. 

ISOARDI:  Really? 

SOLOMON:  Then, when I was that age, I was around-- My whole 

world was the home at Ninety-second [Street] and Wilmington 

and Central Avenue as far as the Florence Mills Theatre, which 

was at Santa Barbara [Avenue]--well, Martin Luther King [Jr. 

Boulevard] now--and Central.  That was my world.  I didn't 

see the lines for bread, the soup lines and the whole bit. 
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 Most of that was like on the East Coast, in the Midwest. 

ISOARDI:  Yeah, in the cities where you didn't have room to 

plant anything. 

SOLOMON:  Yeah.  People living in apartments and tenements 

and the whole bit, they had no land.  But out here there was 

plenty of land to grow.  We had the sun, the weather was ideal, 

so stuff would grow quick.  And these people were farmers, 

so they knew how to grow stuff. There were some that went 

to Bakersfield and the Fresno area and planted cotton.  It 

was pretty hot there, but-- 
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SOLOMON:  Okay, so we were in the Depression, right? 

ISOARDI:  [laughs]  Just sort of a quick aside. 

SOLOMON:  We've been getting depressed. 

ISOARDI:  I wanted to ask you a little bit-- I mean, you may 

not be playing jazz, but it sounds like you're playing some 

good blues, and you're playing with some pretty fine artists. 

 You've got T-Bone Walker, Pee Wee Crayton, Charles Brown, 

Floyd Dixon--different styles, certainly, etc.  Any thoughts 

on any of them musically during this time? 

SOLOMON:  Well, out of all of them Charles Brown was the best 

musician.  He was classically trained on piano.  And they 

categorize him as a blues singer, but he was more than that. 

 We don't do that many blues when we play. 

ISOARDI:  He's more in the tradition of Nat [King] Cole, isn't 

he? 

SOLOMON:  Yeah.  Well, they were contemporaries.  You'd kind 

of say they were competitors.  But Charles had a big influence 

on a lot of people, including Ray Charles.  Early Ray Charles, 

you listen to his early, early records and you'd swear it 

was Charles Brown. 
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ISOARDI:  No kidding? 

SOLOMON:  Then he got into the Nat Cole bag until he finally 

developed his own style.  But if you ever should run across 

some real early Ray Charles records, when he was with Lowell 

Fulson, you listen and he sounds like Charles Brown.  He admitted 

that Charles Brown was his influence.  I think they call Charles 

Brown a blues singer because his style of singing is bluesy. 

 He's a stylist, you know?   His first single, "So Long," was-- 

Well, let's see.  First was "Driftin' Blues," and that was 

with the-- 

ISOARDI:  Three Blazers? 

SOLOMON:  --Three Blazers, yeah.  So that was blues.  There 

was a whole bunch of stuff.  I've got an album back there, 

a CD back there, that they sent me from somewhere in Massachusetts 

with about a hundred tunes on that, a  lot of the early stuff 

on Charles.  It's about a four-disc album, and it's got about 

a hundred and one tunes by Charles Brown on it, the different 

stages and phases.  Charles's piano playing, like he voices 

chords, rather unorthodoxly.  You're used to playing with 

a piano player that just comps [accompanies].  Charles would 

be playing 

with a trio with no horns-- Piano players would always have 

the tendency to play, we figure like overplaying, you know? 
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 Even today, sometimes Charles, like if you're soloing 

he won't lay down and comp.  He'd be doing little things [sings 

a repetitive riff].  [Isoardi laughs].  But then he'll turn 

right around and do some beautiful ballad and just change 

the chords all around.  Like that one up there--I showed it 

to you the other day--So Goes Love. ISOARDI:  Yeah. 

SOLOMON:  He does a tune on there, he and Teddy Edwards do 

it as a duet, "Sometimes I Feel like a Motherless Child."  

Teddy and I talk all the time.  He called me the other day 

and told me he was listening to it and he liked it.  He liked 

the way we played on it.  He said, "Man, I was listening to 

that 'Motherless Child.'"  He said, "Charles, say, he's a 

bitch, ain't he, the way he turned those chords around.  It's 

not a thing of hearing it because you don't know where he's 

going.  You have to look at the papers."  I said, "Yeah, that's 

Charles."  He would take tunes and change the-- 

  Like Ray Charles would take a song and change the melody. 

 Charles Brown would change the chords.  And not only that, 

but he'll do a song, he won't always sing the melody.  That's 

why I say he's a stylist.  For example, you remember [sings] 

"You'll never know just how much I love you"?  It's an old 

World War II tune.  Charles would say, [imitates Brown's singing] 

"Whoo, you'll never know 
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just how much I love you."  You know what I mean?  The words 

are there, but the melody is not.  And the next time he'll 

do it, it will be totally different.  He's a stylist. 

ISOARDI:  Yeah. 

SOLOMON:  Like he might give you just enough of the melody 

so you know what it is, but then he'll go off and style it 

his way and be playing all of this hip piano.  And he accompanies 

himself.  If you closed your eyes you'd think it was two people. 

ISOARDI:  Jeez.  Well, was playing with people like T-Bone 

or Pee Wee or Floyd, then, not quite as interesting for you? 

SOLOMON:  Charles was the most interesting, I think.  Because 

they were strictly blues.  Charles was everything.  He did 

blues.  They expected him to do blues because that's how he 

got popular in the first place, but he had so many other tunes 

that he did, like ballads, real pretty ballads. 

ISOARDI:  I always was attracted, too, to a lot of the songs 

he picked to do, a lot of the lyrics.  Was it "Night Song" 

that he had a big hit with in the early fifties? 

SOLOMON:  "Night Song"?  Well, he had "Black Night." ISOARDI: 

 "Black Night," that's what I'm thinking of.  "Black Night," 

yeah.  Interesting song. 

SOLOMON:  Well, you know, that was in the early fifties with 

the Korean conflict. 
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ISOARDI:  Well, there's a reference in that song to Korea, 

yeah. 

SOLOMON:  [sings] "Brothers in Korea--"  Well, what happened 

was this woman wrote that song, she wrote the lyrics and gave 

them to Charles, and Charles-- I think it was Eddie Mesner. 

 I think it was on-- What label was that? 

ISOARDI:  That came out on Aladdin [Records]. 

SOLOMON:  Was it Aladdin? 

ISOARDI:  Well, the Mesners had Aladdin. 

SOLOMON:  Yeah, it was the Mesners.  So they gave the lyrics 

to Charles, but the rest of it, [sings melody] that was Charles. 

 The melody, such as it was, was Charles.  The chord changes 

were Charles.  All that was Charles, but he didn't get any 

credit for it.  Edna Mae Robinson or whatever her name was 

got all the credit as writer.  Well, she had the lyrics, but 

Charles did the music.  But he never-- 

ISOARDI:  Was he never that business minded, then? 

SOLOMON:  No, no.  Never.  Charles always, all his life, had 

somebody taking care of him and his business. 

ISOARDI:  So he never thought about protecting publishing 

rights? 

SOLOMON:  No.  No, he never thought ahead.  But there were 

people that did who knew this, so they used him and exploited 
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him. 

ISOARDI:  Yeah, the same old story. 

SOLOMON:  Yeah, yeah.  But thanks to angels like Bonnie Raitt 

and the blues society [Rhythm and Blues Foundation], a lot 

of those wrongs have been righted.  Because of Howell Beagle. 

 He's an attorney in Washington [D.C.] and he was pretty powerful. 

 He got us that gig 

at-- 

ISOARDI:  Oh, at the White House? 

SOLOMON:  Yeah. 

ISOARDI:  Was that [William J.] Clinton's inauguration? 

SOLOMON:  Not at the White House, that was the-- 

ISOARDI:  Oh, the Martha's Vineyard thing? 

SOLOMON:  At Union Station in D.C.  But he got us quite a few 

high-powered gigs, Howell did.  He's a Washington 

power attorney and his wife is an attorney [Julie Beagle]-- 

both beautiful people.  He's got this house, this big,  

beautiful house in Martha's Vineyard, but he also has a home 

in Georgetown.  So when we went to play for that wedding [for 

Ted Danson and Mary Steenburgen, October 7, 1995], the day 

after the clambake he and his wife went back to D.C. and gave 

us the house.  [laughs] 

ISOARDI:  Not bad. 
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SOLOMON:  We had a ball, man.  We'd go to the store and get 

food and cook it in the kitchen.  So when we were scheduled 

to go out of town, Howell was coming back with his son, so 

we had cleaned everything up and left it in good shape.  So 

every time we go there we stay at his house. 

ISOARDI:  Which wedding was that again that you guys played 

at? 

SOLOMON:  That was Ted Danson and Mary Steenburgen. 

ISOARDI:  That's right.  She knew the Clintons, and that's 

the connection. 

SOLOMON:  She went to school with Bill, yeah.  But everybody 

was there, man.  There were so many stars there,  and they 

were all so cool.  It was just like sitting around at a family 

picnic.  [laughs]  Yeah. 

ISOARDI:  Nice. 

SOLOMON:  The drummer and I got our food, so they had these 

bales of hay that you could either sit on or else you could 

put the plate on there and squat on the ground or whatever. 

 So Deszon [Claiburne] and I were over there getting ready 

to eat.  Tom Hanks had two plates of food-- he had one for 

himself and one for his two kids--so he came over and said, 

"I want to eat over here with the musicians."  So he came 

over.  Then Woody Harrelson came over, so we were hanging 
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out there. 

 I told Tom Hanks, I said, "You know what?  Kick this 

around.  Do a movie on Stan Getz.  You could do it.  You can 

do anything."  He thought about it.  He said, "The only thing 

is, I'd have to learn how to play saxophone."  I said, "Well, 

so?  I did."  [laughs]  So he said he'd think about it.  He 

did do a movie on music, but it was that one about this rock 

band. 

ISOARDI:  Yeah.  Oh, yeah.  I can't remember the title.  It 

was out about two years ago.  [That Thing You Do!] 

SOLOMON:  But he would make a good Stan Getz, because with 

makeup, he could kind of favor him.  Stan was a big influence 

on me, too. 

ISOARDI:  That would be a tough movie to do, though, with 

the personal life that Getz had.  A lot of ups and downs. 

SOLOMON:  Yeah.  Well, I guess if he had known him or if Stan 

had done a lot of stuff that was filmed we could get his mannerisms 

down. 

 But by the same token, that Charlie ["Bird"] Parker film, 

Bird, did it.  There weren't a lot of films on Bird that were 

done, but the guy that played in that Clint Eastwood movie, 

Forest Whitaker, yeah, he did a good job.  There were some 

scenes that he was pretty grotesque in [laughs], but if he 
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had known Bird and known his mannerisms and the way he talked 

and the way he did things it would be a lot simpler.  When 

somebody has been dead for years and there's not that much 

documented on film, you have to kind of go for yourself.  

Like if someone did a movie on Napoleon, how would they know 

how Napoleon  walked and talked?  There weren't even films 

then.  [mutual laughter] 

ISOARDI:  No kidding! 

SOLOMON:  They would have to go by paintings. 

ISOARDI:  Well, yeah, that's it.  Because even the people who 

wrote memoirs didn't spend their time talking about the 

personalities back then. 

 So from Charles Brown, then you go to Floyd Dixon? 

SOLOMON:  Charles Brown to Floyd Dixon and to Lionel Hampton 

the first time. 

ISOARDI:  The first time with Hamp? 

SOLOMON:  Lionel Hampton, and then back with Charles in '54. 

 But I went with Hamp in '52, and, like I said before, they 

couldn't come back here, right? 

ISOARDI:  Right.  How did you hook up with Hamp the second 

time? 

SOLOMON:  He played the Paramount Theatre, and I went down 

there one night with my girlfriend at the time.  So Gil Bernal, 
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who had been with him, had gotten married, and he didn't want 

to go on the road anymore.  One of the reasons I left the 

first time was that there were already five saxes, and he 

couldn't have six, so I was the sixth sax. 

ISOARDI:  Oh, jeez. 

SOLOMON:  So, you know what I mean, it was just that I wasn't 

really needed.  Hamp was a guy, if he had somebody who liked 

to play, he'd hire them.  Gladys Hampton would say, "What 

in the world, Lionel, are you doing?"  [mutual laughter] 

ISOARDI:  Jack Kelson [also known as Jackie Kelso] told me 

that when he got hired, there were already five saxophones. 

 So he said the two years he was with Hamp he played nothing 

but clarinet. 

SOLOMON:  Yeah, yeah. 

ISOARDI:  That's how they did it.  They had him playing clarinet. 

 [laughs] 

SOLOMON:  When Gil left, I came in and had a chair.  Like I 

said, we left at night from the Morris Hotel and then stayed 

in New York, really, because they couldn't come back out here. 

 So we went to Europe in 1953, that picture I showed you. 

ISOARDI:  Yeah, of the band? 

SOLOMON:  So we had orders not to record or anything.  There 

were about twelve of us that were rebels and we did anyway. 
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ISOARDI:  What do you mean "orders not to record"? 

SOLOMON:  Well, they didn't want us to do any record sessions 

unless they could get some money for it.  You know what I'm 

talking about? 

ISOARDI:  Who's "they"? 

SOLOMON:  Gladys Hampton. 

ISOARDI:  Ah.  Oh, you mean they didn't want you guys recording 

separately from Hamp? 

SOLOMON:  No, no, no.  So what happened was Quincy [Jones], 

who has always been a go-getter, and Gigi Gryce, who had lived 

in Europe-- He had come back to the States, and he went back 

over with us playing lead alto because Bobby Plater didn't 

want to go.  There was concern about the money, the exchange 

rate.  There were a lot of different reasons why some of the 

regular guys didn't go.  

 In Stockholm, one night everybody had retired and George 

Hart, who was the road manager, he was after everybody, "Come 

on, guys, turn on in, man."  "Yeah, okay."  Cats would go 

in and come out in their pajamas.  "Hey, man, can you get 

me some water?"  So George was satisfied everybody was in. 

 Then you'd see the doors open and the eyes looking out and 

some cat come tiptoeing out with his horn, you know? 

 We went and did the recording date, and it was a Clifford 
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Brown date in Stockholm.  It was a Clifford Brown date.  They 

couldn't get the equipment.  The cats had their personal 

instruments, but like drums and the bass and such as that, 

we couldn't really get them.  So we had to use some of the 

Swedish all-stars on that date--Bengt Hallberg, Simon Brehm, 

Åke Persson, Lars Gullin were on the date.  That was the Clifford 

Brown date. 

 When we got to Paris, we got a date for Art Farmer.  

So we had the same rebels plus some French musicians, and 

we recorded in this old-- Originally it was a chateau for 

one of Louis XVI's mistresses.  So all through the years it 

had been a church, a World War I air raid shelter, a hospital. 

 When we were there it was like a movie studio.  We had this 

soundstage, the ceiling was like four million feet up, you 

know what I mean?  You played one note and it would come back 

five times [sings, imitating echo].  That's where we recorded 

this stuff with the big band.  So Gigi and Quincy did the 

charts for that, so that was the Art Farmer date.  When Clifford 

became a legend, they took both masters for both dates and 

put them together and called it the Clifford Brown Memorial, 

but it was two different records for two different leaders. 

ISOARDI:  Right, right. 

SOLOMON:  But they wanted to capitalize on Clifford Brown's 
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fame.  Farmer wasn't as big then as he is now.  He's not really 

big, big now.  He should be, the way he plays.  But he lives 

in Vienna. 

ISOARDI:  Yeah. 

SOLOMON:  It was the Clifford Brown Memorial, but it was two 

dates actually in one.  That was '53. 

 So when we came back to the states, it was December.  

Hamp and Gladys, they stayed over there.  They knew about 

the recordings.  That pissed them off.  There was a thing with 

the union [American Federation of Musicians]:  if you fired 

somebody, you had to send them home first-class, any way they 

wanted to go, plus give them two weeks' salary.  So to avoid 

this they sent everybody back to New York.  Well, most of 

the guys lived in New York; the furthest away was Indiana. 

 Well, you could walk there.  But Farmer and I lived all the 

way on the West Coast, so we couldn't really get home, you 

know what I mean?  But he didn't want to come home.  He wanted 

to stay in New York and do his thing.  So I was going to try 

to do it, too. 

 Man, it was so cold that December.  I was on Broadway, 

and I had this overcoat called a "benny."  I would go in a 

bar to warm up, get a drink, warm up, go out and walk about 

a block to the next bar, go in there.  Each one of them had 
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a football game on.  It was on a Saturday.  They had a football 

game, USC [University of Southern California] playing somebody 

in the [Los Angeles Memorial] Coliseum. 

ISOARDI:  Oh.  And it was sunshine, I'll bet. 

SOLOMON:  Man, listen.  The cameras were all black and 

white--there wasn't any color then--but the sun was shining, 

and girls had the off-the-shoulder bras and T-shirts.  So 

I'm walking from bar to bar trying to get warm in New York, 

and by the time I got to the last bar I was feeling no cold 

or pain either.  I said, "What am I doing here freezing my 

ass off?"  So I called my girlfriend that night in L.A. and 

said, "Call Charles Brown and tell him I want to come back." 

 She did, and Charles called.  He sent me a ticket.  That's 

where I got-- 

ISOARDI:  No kidding?  How long did you stay in New York then? 

SOLOMON:  A couple of years. 

ISOARDI:  So that was from--? 

SOLOMON:  It went from early '53-- Well, actually the end 

of '52, because-- 

ISOARDI:  When you came back from Europe? 

SOLOMON:  --I went with Hamp in September of '52--September, 

October, November--so that was the last three months of '52. 

 I left in December of '53; that was almost '54.  So it was 
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about fifteen, sixteen months.  I said two years, but it was 

about that.  And I came back with Charles in '54-'55.  Then 

I went to Alaska.  But that's another story. 

ISOARDI:  Well, maybe that's a good point to-- 

SOLOMON:  Maybe we should wrap this story now. 

ISOARDI:  Yeah.  Well, actually, I'd like to begin to-- Now 

that you've come back to L.A. and it's the mid-fifties, next 

time maybe I can begin by asking you to look back on Central 

and talk about it, since when you come back things are very 

different. 

SOLOMON:  Yeah. 

ISOARDI:  Maybe we can get into the issue of why the avenue 

declined and why it was important and kind of get an overview 

of it. 

SOLOMON:  I'd have to think about that, because I'd have to 

say, you know, there are so many reasons and opinions and 

theories on how the avenue declined. 

ISOARDI:  Well, give it some thought. 

SOLOMON:  But when you get right down to it, it was a matter 

of economics, you know?  Some of the business owners closed 

down because they didn't have the clientele.  They didn't 

have the people because they didn't have the consumer trade 

anymore.  Because there was a time when the black people had 
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no choice, and they couldn't go shopping in other 

areas--Huntington Park, Hollywood, downtown.  Downtown was 

never a problem, but you couldn't go shopping at other-- And 

then a lot of people moved west, moved to the west side.  

Some of these vacant lots that I told you about that there 

was farmland on and horses grazing on, like right over here 

at Baldwin Hills, horse corrals, they started building homes. 

 People started moving west.  Consequently they left the avenue. 

 They weren't restricted there anymore.  So when they left, 

the buying power went with them, right?  Then the hotels were 

integrated, so the Dunbar died.  Then there were so many clubs 

that the owners of the [Club] Alabam and all of them, they 

wouldn't remodel them.  I guess they didn't have the money. 

 Joe Morris had the Alabam.  Curtis Mosby used to own it.  

We'll get into this next time. 

ISOARDI:  Yeah, yeah.  Okay.   



 

 

     146 

 TAPE NUMBER:  V, SIDE ONE 

 SEPTEMBER 1, 1998 
 
 

ISOARDI:  Clifford, you said earlier that you'd like to 

begin today by talking about an important invention. 

SOLOMON:  Yeah.  There have been a number of inventions 

throughout history that the inventors usually get a lot of 

credit for, like the telephone, the telegraph, the electric 

light, the automobile, the airplane, etc.  But an instrument 

that was very important to the musical world that the inventor 

hardly gets any recognition other than his name-- The 

instrument is named after him; it's the saxophone.  [Adolphe] 

Sax was Belgian, but he invented the saxophone in Paris around 

1840.  I think it was one of the greatest inventions, because 

can you imagine a world without Charlie Parker and Coleman 

Hawkins and Lester Young and Dexter Gordon and from the early 

twenties on down to now?  What would music be like without 

the saxophone?  The history is lost of who invented the piano 

or the trumpet, and the drum has been here forever.  But 

the saxophone is very, very important, a very integral part 

of jazz music, or swing, or whatever.  They don't use them 

in symphony orchestras, but by the same token they didn't 

use saxophones in bands either until later on.  Coleman Hawkins 
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opened that up.  

He played with Fletcher Henderson in the early thirties. 

 He introduced the tenor to jazz, so to speak, to the public, 

when he recorded "Body and Soul."  And it was Herschel Evans 

who did "Blue and Sentimental."  The styles then were a 

lot different than now, but they were so lyrical.  And Lester 

["Pres"] Young, man, he was so beautiful-- He played so 

beautiful that you could hum his solos.  You could see the 

people sitting around listening to Pres's records and humming 

right along with him. [laughs]  So I wanted to give a little 

due to Monsieur Sax for making it possible for me to be 

a saxophone player. 

ISOARDI:  Good, good.  I think when we finished last time you 

had just come back to L.A.  You had been on the road with 

"Hamp" [Lionel Hampton] for a while; you had come back from 

New York.  But before we carry on from there, I wanted to 

go back a little bit and kind of wrap up Central Avenue.  

I wanted to ask you, first off, a couple of things.  You've 

talked about a lot of musicians who were important on the 

Avenue, people you played with as well as people that you 

admired and got to know, but what about some of the other 

characters on the Avenue?  For instance, club owners, people 

like that.  Were there any other characters who should be 
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remembered for one reason or another? 

SOLOMON:  Yeah.  Well, there was Curtis Mosby, who owned the 

Club Alabam, and his wife ran the Crystal Tea Room that we 

talked about the other day. 

ISOARDI:  Oh, really?  What was her name? 

SOLOMON:  I don't know.  Mrs. Mosby.  [laughs]  The Crystal 

Tea Room was on, I believe, Forty-seventh [Street] and Avalon 

[Boulevard], which is the next large boulevard west of Central. 

 Down that way, it was like Central, Wadsworth [Avenue], 

McKinley [Avenue], and Avalon, so it was like four long blocks. 

 We used to have jam sessions there on Sunday. 

ISOARDI:  What was the Crystal Tea Room? 

SOLOMON:  The Crystal Tea Room. 

ISOARDI:  Was it a restaurant? 

SOLOMON:  It was a very fine restaurant and she was a very 

classy lady, ran a very classy place:  tablecloths and real 

crystal glasses and china plates.  Very, very classy place. 

 Well, the sessions were held on the patio in the back of 

the restaurant every summer.  There was a patio back there, 

and then they had the piano.  They didn't have the Fender 

Rhodes [electric] piano yet; I think it was being invented 

or worked on.  But then it was just an ordinary upright piano. 

 Buddy Collette, Bill Green, they would line up the sets. 
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 They did it in sets, about three or four sets.  Each set played 

about forty-five minutes to an hour, they had a break, and 

it would be different musicians on each set.  They sort of 

regulated it, otherwise it would have been just everybody 

up there at once, and one song would last four hours, you 

know?  It was very successful.  There was always a big crowd 

sitting out there on a Sunday afternoon in the summer listening 

to music and playing and having a ball.  It wasn't on Central, 

but it was just the same, so to speak, during that time.  

It was the east side. 

ISOARDI:  Who would go to these things? 

SOLOMON:  Musicians, their girlfriends, chicks that wanted 

to be girlfriends.  [mutual laughter]  Jazz fans.  You know, 

people like that.  I guess some neighborhood people,  they 

could hear the music, so they'd say, "Let's go see what music 

this is."  But it was during this time that jazz was taking 

off in Los Angeles. 

 As a matter of fact, bebop started here.  New York gets 

all the credit, but the guys would come here with different 

bands, and the weather was good, the chicks were fine.  The 

guys would quit the bands and stay here for a while, or else 

the bands would work out of Los Angeles,  the big bands.  So 

the cats would find the sessions to go play.  Because you 
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sit down playing Jimmy Dorsey's music, you know, you want 

a chance to go play.  Your solos would be limited, and you 

couldn't really stretch out.  But that's what jam sessions 

were all about.  My father [Clifford Solomon Sr.] told me 

that the way it came about that they called them jam sessions 

was because everybody would jam up on the bandstand, so they 

started calling them jam sessions.  I guess he would know; 

he was around. 

 Now, the Downbeat [Club] would have sessions I think 

on Tuesday or Wednesday nights, I'm not sure.  But the house 

band leader was a saxophone player--he played Lester Young 

style--named Gene [Eugene] Montgomery.  He would let the guys 

come up and play if they could play, you know?  A lot of the 

guys were really too young to come in, but, like I said before, 

these places, if they served food, then a minor could come 

in accompanied by an adult, as long as he didn't drink anything. 

 If there was food there, then they could.  So a lot of young 

musicians would come in with an older musician, somebody over 

twenty-one, so he's accompanied by an adult.  It went quite 

well. 

 Dexter Gordon and Wardell Gray used to have their famous 

tenor saxophone battles--that's what they called them, battles, 

"battle of the saxes."  But they were great friends.  They 
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weren't battling; they were just having discussions. 

ISOARDI:  Yeah, exchanging ideas. 

SOLOMON:  Teddy Edwards was one of them.  There was a saxophone 

player from Gary, Indiana, who came out here with Hamp named 

Morris Lane who was a good player.  So all the guys with bands 

that were on tour, when they came to L.A. they all came to 

the Avenue and would participate in these jam sessions like 

the Crystal I told you about, and there was the Downbeat. 

 Now, the Alabam was close to its end.  It was a cabaret 

with chorus girls and comedians and the whole bit, so people 

tended to go to a smaller place like a nightclub, like the 

Downbeat and the Last Word [Cafe].  The Last Word was run 

by Esvan Mosby.  I think he was the brother of Curtis.  They 

would sort of feature name acts.  Like T-Bone [Walker] worked 

there, Pee Wee Crayton--I worked there with Pee Wee 

Crayton--Jimmy Witherspoon.  It was sort of a name type of 

thing.  Whereas the Downbeat would feature musicians.  Instead 

of singers they would feature a trumpet player or a saxophone 

player, not so much vocalizing like the other places did, 

although there were singers that sat in. 

ISOARDI:  Do you know who ran the Downbeat?  Who owned the 

Downbeat? 

SOLOMON:  It was a little Jewish guy.  They called him "Pops." 
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 I don't know his name.  "Pops" was all everybody called him. 

 You know what I mean?  There was a really funny incident that 

happened.  [Cecil "Big] Jay" McNeely was playing across the 

street at the Last Word, so they had a few people.  And there 

were a few people in the Downbeat.  So one night Jay-- He 

would walk the bar, and his brother, who was the baritone 

player, and then the trumpet player--I don't remember who 

it was--but they would follow him.  He was like a pied piper. 

 So one night Jay walks out the front door, walks across the 

street, went in the side door of the Downbeat--see, there 

was a door on the side and then the front door--he walked 

in the back playing this horn and surprised everybody.  He 

went out the front, and the people followed him.  He led them 

right back into the Last Word.  [Isoardi laughs]  And Pops 

was furious! 

ISOARDI:  I'll bet. 

SOLOMON:  He called the police.  Oh, man. 

 So the next night Jay did the same thing.  So when he 

went in the club, the police were waiting.  They had him on 

each elbow and took him down to Newton Street [police] station. 

 The rhythm section was still playing.  They didn't know what 

happened to Jay.  They still played about an hour, "Where's 

Jay?"  [mutual laughter]  Jay, they had taken him down under 



 

 

     153 

Pops's complaint.  It was very funny.  It wasn't funny then 

to them, but it's funny now. 

 The Avenue was very exciting, there was a lot going on. 

 Like I told you before, even though I'm just sixty-seven, 

during the thirties, when it was really in its heyday, I was 

privy to it because of my mother's business and my father's 

business.  It was like Central Avenue located.  Even though 

my father worked the country clubs around and the University 

Club, downtown L.A. 

 There was a club, they called it the Waiters, Cooks, 

and Bartenders' Club, and it was a private club.  It was supposed 

to be like a union hall, but what it was, it was a pinochle 

joint, because there were all those guys sitting around gambling, 

playing pinochle and kotch and cooncan and all those black 

card games.  So he would hang out playing cards and all.  

Sometimes I would go wait for him and ride home with him.  

Sometimes, I'd go get him with my mother.  All the guys, the 

Central Avenue characters, I got to meet them all, but I was 

a little kid, right?  They called me "No-no."  So I asked my 

father, "Why do they call me No-no?"  He said, "Because your 

first words were 'no-no.'"  "You want a nickel?"  "No-no." 

 Everything was "no-no," so they started calling me No-no. 

 It's funny how these things come back to you when you're 
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talking about them, you're thinking about them. 

 There was a character they called "Uncle Blue."  Uncle 

Blue would canvas all of Central Avenue.  He had these oil 

tins--not the big oil drums, but I guess five-gallon cans. 

 He had one on his stomach.  He was always dressed in rags. 

 For shoes he had some cut-off tires with rope holding it 

together.  He was a real character.  I guess now you'd think 

he was a homeless person.  I don't know, but he wore all these 

clothes, and he had a long beard.  Like a one-man band, he'd 

beat on these cans like a drum and sing and play harmonica 

and the whole bit.  People would give him money.

 Everybody would say, "Oh, Uncle Blue, he's a weird 

character."  It wasn't until after he died that they found 

that he had several thousand dollars in bonds and stocks, 

and money.  He had two nephews that he had sent through college, 

paid for all of that just by doing what he was doing on Central. 

ISOARDI:  Too much.  You never know. 

SOLOMON:  I think people at restaurants would probably give 

him food, so he didn't spend anything on that.  I don't think 

he had a place to stay with an address, but all this money 

he saved, and it was for his nephews.  So he did pretty well. 

 He was a character.  Uncle Blue, that's what they called him. 

 Then there was "Strut" Mitchell.  Strut Mitchell had 
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been a tap dancer.  He was older, and he had a limp; he walked 

with a cane.  But he was always sharp.  Every day he'd have 

on a suit and a tie and spats and this cane and a derby, bowler, 

whatever you want to call it.  And he always wore a flower 

in his lapel.  They called him Strut Mitchell because he walked-- 

He was an old man, but he still had that spry pep in his step, 

and with his cane he'd be doing his thing, like twirling the 

baton.  He would walk up and down Central Avenue speaking 

to people,  and they'd call him "Strut" because he'd be strutting. 

 He was a character. 

 I told you about "Tack 'em Up." 

ISOARDI:  Yeah. 

SOLOMON:  There was a guy, "R.B." is what we called him.  I 

don't remember his last name, if I ever knew it.  But they 

also called him "Bebop."  He wore his hair long, down his 

back, way before it was fashionable.  He was tall.  He had 

these records, these 78s and LPs, and he would sell the records 

on the street.  It was all jazz.  He would come into the Downbeat 

and sit right in front of the bandstand.  And if Dexter Gordon 

was there, his thing was, "Blow, Dex!  Blow, Dex!  Blow, Mr. 

Dexter!"  So one of Dexter's earliest recordings-- 

ISOARDI:  Oh!  Yeah. 

SOLOMON:  --was "Blow, Mr. Dexter," and that's why he named 
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it that, because of R.B. 

 Roy Porter's band, we had a number called "R.B.'s Wig." 

 I told you he had this long hair.  When you called  somebody's 

wig you didn't mean that it was a toupee.  If they wore their 

hair long and had it fixed, they'd say "Hey, man, I've got 

to get my wig together," which meant "I have to go to the 

barbershop."  R.B., he would always have these records that 

he'd be selling.  And he would have so much fun.  A lot of 

people came to Downbeat just to watch R.B. saying, "Blow, 

Dexter, blow.  Blow, Wardell!"  Everybody he encouraged. 

 He moved to New York, and I saw him in New York on 125th 

Street when I was there with Hamp doing the same thing he 

did here.  He had the records, you know?  I guess he's gone 

now, because he was much older than me.  But I was trying 

to think of-- 

ISOARDI:  You mentioned Gene Montgomery, who ran the sessions 

at the Downbeat.  Do you know anything about his background? 

 Was he from L.A.? 

SOLOMON:  No, he was from Fort Worth, Texas.  He either came 

here on his own or with a band.  He overindulged in wine, 

but his appearance was always up.  He was a good-looking guy. 

 Like I said, he played like Lester Young.  As a matter of 

fact, if you cut this off a moment, in Roy Porter's book I 
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think there's a picture of him if you want to see it. 

ISOARDI:  Oh, I've got the book at home. 

SOLOMON:  Well, you still wouldn't know what you were looking 

for.  [laughs]  I'd have to find the picture. 

ISOARDI:  Oh, it's in a group shot. 

SOLOMON:  I think he's in the shot with Charlie Parker in 

it.  I think.  I think Gene Montgomery, I think Teddy Edwards-- 

But he's in there.  I'll show it to you later. 

ISOARDI:  Oh, you mean the shot where they've got the sunglasses 

on? 

SOLOMON:  [laughs]  The "tenor" glasses, right?  I wanted to 

show you Gene, but I will later when we take a little break. 

 He went back to Fort Worth, and I came through there with 

somebody.  Oh, let's see, it was in the sixties.  It was about 

'66, about '66 I think it was.  I saw him, and he was playing 

this club in Fort Worth, sounding good.  It was good to see 

him.  We hung out. 

 I came back to town from a trip-- I was with Ike and 

Tina [Turner] at the time.  I came back in town, and Gerald 

Wilson called and said, "Did you hear about Gene Montgomery?" 

 And I said no.  And he said, "He's dead.  He coughed himself 

to death."  I said, "Coughed himself to death?"  So what we 

heard, he had a coughing spasm and burst a blood vessel or 
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something.  Anyway, he literally coughed himself to death. 

 That was about '66, so he's dead. 

ISOARDI:  You mentioned also last time-- We started talking 

about the Roy Porter band, the different people in the band. 

 You talked a little bit about Eric [Dolphy] and "Sweetpea" 

[Leroy Robinson], the alto players.  Who are some of the other 

players in the band?  Are there any that stick out in your 

mind? 

SOLOMON:  Yeah, for one, Art Farmer.  Art Farmer was in the 

band.  And Jimmy Knepper.  I was trying to think of someone 

that you'd probably heard of.  All the names of the guys are 

in Roy's book, but the ones that really followed through were 

Farmer and Eric, as far as he could go. 

 Sweetpea died early.  This was in the sixties.  He found 

my number and called me.  He was married and had five or six 

kids.  We were going to get together because we hadn't seen 

each other in a very long time.  Before we did, his wife shot 

him.  She emptied a gun into him.  I don't know why.  It was 

almost like Lee Morgan's thing; you know, his old lady did 

him in.  Just killed him.  And he was such a good player.  

God only knows what he would have accomplished if had been 

around to do it. 

ISOARDI:  What happened to him between the time he was playing 
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Roy Porter's band and the 1960s when he died? 

SOLOMON:  I know he went on and went with-- Like I told you 

before, there were young guys that wanted to play jazz but 

worked with rhythm and blues bands to make ends meet.  He 

went out playing baritone with Amos Milburn.  He recorded 

with Amos.  And like I said, he married and had all these 

kids, so he probably had him a job.  He was a bit of a family 

man, so he didn't hardly go on the road and leave his family. 

 I don't really know, because I hadn't seen him in so long, 

so I'm just guessing.  I know what I would have done if I'd 

have been him.  Although I wouldn't have did what he did to 

get shot.  You know, "Can't we talk this over?"  [laughs]  

"Meet me down at the police station, we'll discuss it."  Sweetpea 

played so pretty he could put tears in your eyes. 

 Eric, like I said, he was an excellent player, excellent 

reader, excellent lead player, but he didn't swing like Sweetpea 

did.  Later on, when he went with "Trane" [John Coltrane], 

he fit right in with what Trane was doing.  But Eric, I would 

say he was way ahead of his time. 

 I mentioned Ornette Coleman.  Ornette played the same 

way then he plays now, but he was so weird.  He would just 

play notes.  If they weren't in the chord, that was okay.  

He was expressing himself.  So when he would come in and get 
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up on the bandstand to jam, the guys would get down.  [laughs] 

ISOARDI:  Did you see him play in some places? 

SOLOMON:  Yeah, I saw him play.  He came to the Five Four Ballroom 

one time and sat in with somebody.  He would go to the Crystal 

Tea Room, all the places-- There would be sessions everywhere. 

 Like I told you, when one of the guys got a gig--like 

a couple of times I had a gig, I'd have like four or five 

pieces of rhythm section and maybe one horn and me--the night 

of the gig there might be twenty musicians there, because 

the cats would go on in to jam.  Everything was jazz.  People, 

if it was a dance, they'd say, "Can y'all play something slow?" 

 [laughs]  If anybody wanted a lot of musicians they'd hire 

one and a rhythm section and pay them, but they knew it would 

be full of musicians later.  Like I said before, the chicks 

would come, and the guys would come to catch the chicks that 

came to see the musicians.  You know what I'm talking about. 

ISOARDI:  Sure.  Some people told me about a place called 

Normandie Hall.  Were there sessions, do you recall, 

any--? 

SOLOMON:  Normandie Hall, if I remember correctly, was on 

Jefferson [Boulevard] and Normandie [Avenue].  That was well 

on the west side, and the guys on the east side didn't really 

come on the west side that much.  Now, the Alpha Bowling Club 
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was on Western Avenue, but if somebody played there-- Like 

they would have dances.  You know, in the forties there wasn't 

really a club that-- The clubs that catered to the guys jamming 

and all-- 

 In the fifties they opened the Oasis.  The Oasis was 

on Thirty-ninth [Street] and Western.  They had name acts. 

 I worked there with Dinah Washington.  Slappy White was the 

emcee.  Dizzy [Gillespie] was there with a sextet.  Count Basie 

was there when he had the sextet.  They had Wardell Gray and 

Buddy DeFranco. 

ISOARDI:  This was about 1950? 

SOLOMON:  This was in the fifties, yeah, mid-fifties, maybe 

'54.  Well, it was sometime in the fifties.  When I came back 

to rejoin Charles Brown in '54, that was when all that was 

happening at the Oasis, '54.  Because in '55 I went to Alaska 

with this drummer from San Francisco, Fats Wallace--not Fats 

Waller, but Fats Wallace, a drummer.  We went to Anchorage 

for six weeks, then we went to Fairbanks.  While I was in 

Alaska Charlie Parker passed away.  Funny thing, man.  They 

had one TV station; it was on at Ladd Air Force Base.  There 

were very few people there that had TVs.  There was a recreation 

center, which was like a combination pool hall, barbershop, 

and card room.  It was a recreation center.  The owner had 
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a TV put in there, so sporting events, you know, people would 

hang out to watch.  I had this TV.  I was standing with this 

lady friend, and we got a little, small black-and-white TV. 

 That was all you could get then; there wasn't any color.  

[mutual laughter] 

 I remember the first time I saw Elvis Presley, it was 

on the Ed Sullivan [Show].  It had to be on a Sunday, because 

that was when Ed Sullivan was on.  The first time I saw Elvis 

was when I was up there, so that was '55 or '56. 

 There was a heavyweight fight.  I think it was Archie 

Moore.  He was a light heavyweight then, but I think he 

challenged [Rocky] Marciano for the heavyweight [title].  

We were watching the fight on the television, and suddenly 

everything went off.  You just got, you know, a snowstorm. 

 We said, "What happened?"  So everybody ran down to the 

recreation center to watch the rest of the fight, and it was 

off, too.  It wasn't until the next day that we found out 

that Marciano had beat him, whipped him.  That would be like 

sitting up in a movie, a two-hour-and-a-half movie, and on 

the two hour and twenty-five minute mark they say, "Well, 

the killer is--" and then everything goes off.  "What?"  It 

was frustrating.  Some guys called friends in the states to 

find out who won.  When I was in Alaska it was a territory; 
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it wasn't a state yet. 

ISOARDI:  That's right, late fifties. 

SOLOMON:  There was an attorney named George McNabb, and he 

used to come by this club that I was playing.  He liked the 

music.  He was instrumental in getting us to play this country 

club.  This country club was out near the University of Alaska. 

 They had a golf course and all, but you couldn't use it in 

the winter, naturally.  Play ice hockey on it, I guess.  [laughs] 

 George McNabb. 

 When I was in Anchorage, there was this man who used 

to come in the club, and he had a couple of airplanes.  He 

would take hunters up, and they would spot some bears or moose 

or whatever, and he would take them to the spot, let them 

off, and they would go hunting.  So he came one night and 

asked me if I wanted to go up.  Well, I had never been on 

a small plane, so I said, "Yeah."  The drummer, I forgot his 

name ["Lil Abner"], a young guy, he hadn't been on a plane 

either.  As a matter of fact, I don't even know if he flew 

to Alaska; he might have come on boat.  Because we took off, 

we were up in the air, man, and this guy was scared to death! 

 Oh, he was trembling, he did everything but dirty his pants, 

you know what I mean?  It was beautiful, up there, but this 

cat was, "Oh, let me out!  Let me out!  Open the door!"  So 
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we landed, he jumped on the pilot, "You tried to kill me!" 

 The man's name was Wein.  Years later there was a Wein Alaska 

Airlines, and then he sold it.  Now it's Alaska Airlines, 

but the guy that started it took us up in the air.  He started 

it with two Piper Cubs!  The drummer, I don't know what ever 

happened to him.  I think his guitar just had one string, 

if you know what I mean. 

ISOARDI:  Let me ask you, since we're getting into the fifties, 

by the time you come back from New York to Los Angeles in 

'54, Central Avenue's pretty much on the decline.  Why the 

decline?  I know you touched on it a little bit at the end 

last time. 

SOLOMON:  Well, there are so many-- 

ISOARDI:  For one reason?  Many reasons?  Some more important 

than others? 

SOLOMON:  I think there were many reasons.  I don't really know. 

 I never thought about it.  It just-- One thing is after World 

War II, people that made a lot of money working for the defense 

plants, and the servicemen came home, so everybody started 

moving west, or even to Compton and to Carson, getting away 

from the Avenue.  I told you that all of that section was 

considered the Avenue.  It's a funny thing.  When I was coming 

up, like, where I live now--  This was way on the west side, 
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way on the west side.  

ISOARDI:  Well, most of these places had just been built, hadn't 

they?  Off of La Brea [Avenue]? 

SOLOMON:  No, the ones that you see that look like they're 

pretty new, after the [earth]quake, you know, they had to rebuild 

them.  There were a couple of houses-- I was in Massachusetts 

when the quake hit.  It was my birthday, as a matter of fact, 

January 17 [1994].  My house was one of the few that had no 

damage.  The only thing was the television fell over--I didn't 

have that entertainment center then--and the armoire in the 

bedroom fell over and some furniture 

fell over.  The hot water heater walked to the back door, 

and the power was out, and everybody was terrified, totally 

terrified.   I tried to reach home and the lines were down. 

 So we got home-- 

 We had to rush to Boston because there was a blizzard 

following us.  We had to go from, I think, Maine to Boston 

to Logan [International] Airport to get a flight.  So Danny 

[Caron] said, "Man, there's a storm coming so we'd better 

leave early."  So we left at five o'clock.  When I got up it 

was dark.  So I turned on the television to have something 

talking to me while I was in there, taking my shower and shaving. 

 I came in and saw all this devastation, and they said there 
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was an earthquake in Los Angeles.  "Say what?"  So I tried 

to call home.  So this must have been about three o'clock 

in the morning here, about two thirty, three.  I got no answer, 

so I was worried to death. 

 We left early, and we had to race to Boston--well, to 

Logan--because the storm was behind us.  We were outrunning 

the storm, and the only thing that was on the radio was the 

earthquake in Los Angeles, in Southern California, and the 

approaching blizzard.  So when we got to the airport, some 

of the flights-- You couldn't get out.  The ones to L.A. were 

canceled, so what I had to do was to fly to San Francisco 

with the band.  I flew to San Francisco and then got home 

from there.  You couldn't get a direct flight because some 

of the runways were closed, because they didn't know whether 

they were damaged.  It was panic, right? 

 So when I got home, everything was okay.  Just like I 

said, there was stuff turned over, but there was no structural 

damage.  This house was built very strongly.  The lady next 

door, Rose [Murza]--she's a trip, she's so sweet; she's an 

old lady now--she and her husband were living over there when 

they built this house.  She said, "That house was built in 

1947!"  [laughs]  She said it was a Japanese man who had it 

who was a contractor, and he did a lot of work on it, so-- 
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I don't know if he was Nisei or from Japan, but they have 

a lot of earthquakes, too.  So I guess he retrofitted it, 

because every earthquake we've had-- I have some cracks in 

the ceilings and stuff; it's time for a little painting again. 

 But all in all, though, it held up very well. 

 Now, what you asked me, up in what they call Baldwin 

Hills, all of that was like pasture land for horses and all. 

 There were no homes there.  Those homes were built in the 

late forties, early fifties.  Also, La Cienega [Boulevard], 

the same way.  All those shopping centers and all of it.  There 

was La Cienega-- 

 Fairfax [Avenue] runs into Washington [Boulevard].   

Fairfax didn't go that far.  They cut that through when they 

put in the Santa Monica Freeway, I-10 [Interstate 10].  I 

was living on Genesee [Street] and Washington, and they were 

cutting Fairfax through then.  But it ended up there, and 

right in that area, where Washington and Adams [Boulevard] 

meet together at La Cienega, there was a big nightclub or 

cabaret called [Frank Sebastian's] Cotton Club, after the 

one in New York.  My father worked there.  Then it became the 

Casa Mañana.  Same joint.  Great big place, like a big, big 

joint. 

ISOARDI:  Fancy place? 



 

 

     168 

SOLOMON:  I was never in there.  My father had worked there 

sometime, but I had never been in there.  I played in there 

later on, after it was just a place that they would rent out 

for certain functions, like a wedding reception, such as that, 

but it wasn't like an every night nightclub anymore. 

ISOARDI:  So after the war it really wasn't functioning. 

SOLOMON:  Yeah, yeah.  But when it started out they called 

it the Cotton Club, and it was kind of based on the Cotton 

Club in New York.  Being in Hollywood, in Culver City, where 

the studios were, anyway, they had a pretty good clientele 

of theatrical people.  There weren't any TV stars then, but 

movie people frequented the place.  So they did pretty well. 

 But later on, with-- I don't really know how and why 

these places closed.  Like I can't really pinpoint how Central 

Avenue went into a demise, but I can only assume it was because 

people left the area.  We only had three hotels for black 

people to stay in at the time.  Then later on, when that opened 

up-- When they moved west there was the Watkins Hotel on Adams 

and Western.  A lot of the entertainers would stay there.  

So the Dunbar [Hotel] had lost a lot of clientele.  The railroad 

people usually stayed at the Morris [Hotel] or the Clark [Hotel] 

because they were closer to the station.  They could leave 

the station, go to Fifth Street, and stay at the Morris, rather 
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than come all the way down to Forty-second Street. 

 Then the Alabam closed, so it wasn't drawing the people. 

 They would have special functions there, but it wasn't a 

night-to-night nightclub-cabaret with chorus girls and 

comedians and the whole bit. 

ISOARDI:  Well, if that's the case, if that's happening, then 

where are you guys playing once things started shutting down 

on Central? 

SOLOMON:  Well, actually, everything wasn't totally shut down 

until after the [Watts] riot in '65.  I was with Ike and Tina. 

 I went with them in '64.  Their band used to stay at the Dunbar. 

ISOARDI:  Oh, really?  So it was still functioning as a hotel? 

SOLOMON:  Yeah, '64, '65 it was still open.  It wasn't fabulous 

anymore.  I think the barbershop was closed and the lounge 

was closed, but it was still open.  The band stayed there, 

so I'd be there hanging out with them.  It was still open 

then.  It wasn't until later on.  It never did close down; 

it just held together.  Because I guess all the rats and 

cockroaches were holding each other's hands.  [mutual laughter] 

 Somebody said once, "If all the rats and roaches let go of 

each other's hands the whole building would collapse.  That's 

the thing holding it together."  But it's on the historical 

list now. 
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ISOARDI:  So it's being preserved now. 

SOLOMON:  Yeah.  It's a museum and also a senior citizen's 

home, so the rooms have been converted to apartments.  So 

it will be there.  It's been saved, but everything else around 

there has gone bye-bye. 

ISOARDI:  So you think that's probably the main reason?    

When the covenants were struck down by the courts people could 

start moving away? 

SOLOMON:  Well, yeah.  But you could live anywhere you wanted 

if you had the money.  Like I said, a lot of these people 

had money and bought these mansions on Sugar Hill.  Then, 

when the war ended and the jobs were gone, they would rent 

out rooms.  They would subdivide the houses and rent rooms 

out. 

 But black people could live anywhere within reason. [laughs] 

 Like Rochester [Eddie Anderson], Hattie McDaniel, a lot of 

the movie stars and radio personalities lived off of Western, 

between Western and Arlington [Avenue] and Adams and Washington. 

 There was no I-10 running through there then.  Leon René, 

the songwriter,   all of these people.  That was like the black 

Beverly Hills.  And that wasn't near Central, so they were 

living there all the time.  But you could live anywhere if 

you had the money to afford it.  But there were a lot of places 
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where if black people tried to move there, the house might 

get vandalized.  You know what I'm talking about? 
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SOLOMON:  People with money didn't have any problems.  Like 

if a black family had the money they could move to Beverly 

Hills.  The neighbors wouldn't complain.  So what?  It's not 

bothering them any.  It was more or less the blue collar people 

that would object to minorities moving into what they called 

"their" neighborhood.  This is my viewpoint. 

ISOARDI:  What about a different take on this?  We've been 

doing this long series on Central Avenue and trying to preserve 

the history of it.  Why do you think it should be remembered? 

 Why is it important?  Or what was its place? 

SOLOMON:  Well, Central Avenue was very important because 

that was the hub of black life in Los Angeles during that 

time.  There was no other choice.  All the clubs, all the beauty 

parlors, barbershops, grocery stores, fish markets, chicken 

markets, the library, bowling alley, anything you could want 

was on Central.  The theaters, I told you there were three 

different [ones]:  the Savoy [Theatre], the Bill Robinson--it 

was really the Tivoli [Theatre], but in the early forties 

they changed it to the Bill Robinson Theatre, which was right 

up the street from the Dunbar; it was the next block--and 
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there was the Florence Mills [Theatre].  She was a noted dancer 

way early in the century.  The Florence Mills Theatre was 

where Jefferson and Santa Barbara [Avenue], which is now Martin 

Luther King [Jr. Boulevard] kind of ran together.  They're 

just a hundred feet apart now.  So the Florence Mills was 

right in that vicinity.  Then, of course, there was the Lincoln 

Theatre.  You know about the Lincoln.  And there was another 

little theater north of where the Lincoln Theatre was, but 

that was too far for little kids to go to.  We're talking 

about before I was a teenager. 

 There were churches around Central.  I told you that 

this vacant lot across from my mother's beauty shop, they 

used to have these evangelist people.  They would pitch this 

tent and put sawdust down, and they would have revival meetings. 

 And you could hear the sisters with those tambourines, and 

they had a drummer.  They'd be singing, and they had this 

[imitates tambourine] that would make you want to dance.  

The preacher would be yelling, "Amen!  Hallelujah!  That's 

right!"  They had a collection, and they'd be throwing money, 

and sometimes the money hit the ground.  When it was all over 

and the tent moved away, every kid in the neighborhood would 

be down there scrounging trying to find some money.  It would 

be like a gold rush!  [mutual laughter]  Man, we'd find quarters 
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and nickels and fifty-cent pieces. 

ISOARDI:  Jeez, you'd come up with quite a bit. 

SOLOMON:  That's right, yeah.  But you had to go right after 

they left.  If they left at night, you'd be there early in 

the morning.  So we always looked forward to that church coming. 

 They'd come about twice a year.  Little Richard, as a matter 

of fact, had one of those types of tent revivals on Imperial 

[Boulevard]--this is in Watts--  but it wasn't during then. 

 This was much later on, much later.  But people would get 

excited and throw money.  Now they're more sophisticated, 

you know; they pass the envelopes, and you put the money in 

the envelopes.  [mutual laughter]  Bringing in the sheaves, 

right? 

 But there was a market at Fifty-third [Street] and Central 

called the Fifty-third Street Market.  It was like a supermarket. 

 Then, what I knew about supermarkets-- There was a Safeway 

store at Fifty-first [Street] and Central, and then further 

south it was the Fifty-third Street Market.  One part of it 

was sort of a saloon where they served beer.  That's when 

they had the free lunches.  This was in the mid-thirties, 

because I was about four or five years old.  My grandfather 

used to go down and get beer.  During that time I think 

Prohibition had just ended, or how he got the beer I don't 
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know.  [laughs]  But he would get a mug of beer.  He was my 

running buddy, or at least I was his running buddy.  So he'd 

take and he'd put a little shot glass for me.  [laughs]  So 

I was a beer drinker even then!  I remember there was this 

large painting of Custer's last stand on the wall behind the 

bar, and my grandfather would look at that picture, and he'd 

look real sad.  It wasn't until later on I found out it was 

because he was part Indian. 

ISOARDI:  People started moving away.  So I guess for musicians 

you've got other places to play.  You mentioned one place 

that wasn't on Central, it was off Central, and that's the 

Five Four Ballroom on Broadway. 

SOLOMON:  It wasn't a jam-session place, though, the Five 

Four-- 

ISOARDI:  What was it?  What was it like? 

SOLOMON:  Well, it was like weekends they would have bands 

Friday, Saturday, and Sunday, maybe even Thursday, Friday, 

Saturday, and Sunday.  But downstairs was a lounge, and they 

had an organ player named Earl [Grant].  He's the one who 

did "Fever"; it was a big hit.  A very good organ player and 

singer, and he had records out.  He was on tour, and his Rolls 

Royce was-- He had a wreck, and he was killed.  He had a big 

hit on [sings] "Fever."  You know, the one that [Little] Willie 
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John did. 

ISOARDI:  A lot of people covered it. 

SOLOMON:  Peggy Lee covered it.  But Willie John was the first 

one who did it.  But he was playing down there, and he packed 

them in.  Then Joe Adams, who was Ray Charles's manager, opened 

up a club on Figueroa [Street] and Vernon [Avenue].  They 

called it the Club Pigaille.  Earl worked there.  They had 

a lot of different name groups that would come in there.  

The nightclub scene was expanding.  It was still close to 

Central, off Central, but rather than being concentrated on 

one street it was moving all around. 

ISOARDI:  So there was no center anymore.  There was no one 

place where people kind of congregated. 

SOLOMON:  So that's another reason why some of the clubs folded. 

 People would go to these clubs because they had no other 

choice, no other place to go.  But when they had other places 

to go, then they would frequent those other places, too. 

 There was a club on Slauson [Avenue], I think it was 

called the Celebrity Club.  One time they had Jimmy Witherspoon, 

Sammy Davis Jr. with the Will Mastin trio, and somebody else 

was playing there.  The Trenier Twins.  Each one of them became 

million-dollar sellers, but they were all working at the 

Celebrity Club. 
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 What I was going to tell you before, like when I was 

coming up, where I live now, this was the extreme west side. 

 After the riot this became South Central.  In fact, there's 

a restaurant that opened up on Rodeo Road and La Brea.  [Frank's 

Place]  It used to be a Sizzler restaurant, but it changed 

hands.  So the guy [Frank Holoman] opened up, and they had 

a grand-opening, and I played it.  He had been in politics. 

 There were state senators there, officials from the mayor's 

office, and the city councilman were there.  There was a state 

senator, I think it was Diane Watson, and she spoke.  And 

she said, "I want everybody here to know that this is now 

South Central," and everybody laughed.  The news media called 

it South Central.  Everybody knew that this was the west side. 

 You say "the Westside" and they immediately think of West 

L.A., but this was the west side.  This was like twenty minutes 

drive from Central Avenue.  But now it's South Central.  The 

news media put everybody-- 

ISOARDI:  It's like after '65 a lot of people thought that 

everything south of Wilshire [Boulevard], the 10 [freeway], 

was Watts. 

SOLOMON:  Yeah, yeah, you got that right. [laughs]  They called 

Watts-- Like where the Dunbar is, people would say that was 

Watts.  In its heyday that was like civilization.  Watts was 
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the country in a lot of people's minds.  Like I told you, 

during the Depression, very few people were hungry because 

they had all these vacant lots and grew vegetables. 

ISOARDI:  Well, the way you described it it was very country. 

SOLOMON:  Yeah, like Central Gardens you asked me about.  

Central Gardens was a certain location, but everywhere there 

was a vacant lot there was food.  People were growing stuff. 

 It was a multicultural little place, and it was like a U.N. 

 I showed you a picture of when I was in third grade.  I showed 

you that picture. 

ISOARDI:  Yeah.  There was a real mixture. 

SOLOMON:  It was Latino, and there were whites, and there 

were a handful of blacks. 

ISOARDI:  Some Asian kids? 

SOLOMON:  No, there weren't any Asians there, because it 

was a Catholic school.  And I told you about the covenant-- 

See, these were kids that lived in the area.  It wasn't until 

I discovered-- When I found the deed it was stipulated that 

the property couldn't be sold to anyone of Asian descent. 

 Now, the Japanese had had the little farms that were 

taken when they shipped them off and took their land.  One 

is Will Rogers [Memorial] Park, and then there are a couple 

of housing projects that were Japanese farmland.  Jordan Downs. 
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 But these people had been on there probably before the covenant 

got in place, because there were Japanese people here at the 

turn of the century.  I have a friend [Koji Otsuki], a friend 

of my wife [Maki Hayashi Solomon], he lives over here, not 

far, and he's got a picture on the wall of his grandfather 

as a young man, and he was living in San Pedro then.  This 

was like about 1898 or something, you know what I mean?  There 

have been Japanese here a long, long time.  And like anything 

else, something that you want, they manage to take it. 

 The last gig I played with Charles Brown before he started 

going in and out of hospitals was in Arkansas.  It was Eureka 

Springs, Arkansas.  This town looked just like it did when 

it was founded in about 1890.  They've got a stipulation that 

nobody could have any improvements unless it is approved by 

the city council.  They've got that ambience that they had 

even then.  The hotel where we stayed, all this old furniture. 

 Of course modern facilities now, but-- They wanted to keep 

all the houses and the businesses-- Everything looked real 

old.  And people flocked there from all over the world because 

of the spring waters.  It was natural warm mineral waters. 

 It was on Indian land.  Some explorers or whatever, they 

discovered it, and so they found some way to take it from 

the Indians. 
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ISOARDI:  Same old same old. 

SOLOMON:  Well, that's the American way, right?  So now they 

have this jazz and blues festival every year, and it's like 

stepping back in time.  It's really, really nice.  But where 

were we before? 

ISOARDI:  Well, you mentioned a couple places, the Oasis on 

Western. 

SOLOMON:  Yeah, Thirty-ninth and Western. 

ISOARDI:  Are things happening on Western? 

SOLOMON:  Yeah! 

ISOARDI:  Or was it just a couple of clubs and that's about 

it? 

SOLOMON:  No, Western Avenue-- When Central was in its death 

throes Western started happening, in the early fifties.  The 

Oasis was open, and they had the name bands; name acts appeared 

there.  Then there were some other clubs, some more intimate 

clubs, that would have jam sessions.  Then the Watkins Hotel, 

they had the Rubaiyat Room downstairs, and they had 

entertainment.  That was where most of the bands started staying 

when they were in town.  Like I said before, where the musicians 

are, here come the chicks, and then here the guys come to 

catch the chicks.  [mutual laughter] 

 So Western became what was happening.  Crenshaw 
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[Boulevard] was still being built.  So where the Broadway 

[department store], where the May Company [department store] 

is now, all that was vacant land in the forties.  So Crenshaw, 

La Brea, La Cienega, that was like country. 

ISOARDI:  So it's later in the sixties that these areas start 

emerging. 

SOLOMON:  Yeah, in the fifties and sixties. 

ISOARDI:  How does this affect--or does it affect--the music 

at all?  Or musicians? 

SOLOMON:  What? 

ISOARDI:  The end of Central, this spreading out, playing 

in other clubs-- 

SOLOMON:  It didn't affect the musicians-- 

ISOARDI:  Is there anything that you lose?  Is there anything 

that you gain? 

SOLOMON:  No, no.  Yeah, you gained.  Whereas on Central, it 

got to be old hat, so sometimes people would come, sometimes 

they didn't-- It would be the same people.  People would come 

in from other areas, but when it expanded, then the people 

from the other areas, you were in their area then.  So they 

would come, bring their friends.  The facilities were usually 

a little better.  They were newer clubs.  They had air 

conditioning and the usual improvements.  It was just a whole 
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new chapter.  Then there were more places to work!  If you've 

got a place with two clubs and there's twelve musicians and 

you've got six in each club, well, what about all the other 

musicians?  But if you've got a whole bunch of clubs, then 

there's more work. 

 Then Hermosa Beach opened up.  What was the name of the 

club? 

ISOARDI:  The Lighthouse? 

SOLOMON:  The Lighthouse opened up, and then Howard Rumsey 

opened up another place in one of the other beaches.  Then 

Shelly Manne opened [Shelly's] Manne-Hole.  Billy Berg's was 

in Hollywood.  There was the Streets of Paris in Hollywood. 

 There was the Tiffany on Eighth Street.  There was a club 

called Renaissance on I think Western and Hollywood [Boulevard] 

or Melrose [Avenue]--you know, up that way.  Then there was 

that club I told you about where Bud Powell went off and came 

unglued.  I don't remember the name of the place, but it was 

on Wilshire-- 

ISOARDI:  Was it the Haig? 

SOLOMON:  It might have been.  It might have been the Haig. 

 It might have been.  I know there was a club on Hollywood 

Boulevard that Dinah Washington was appearing at.  And there 

was a piano player named Elmo Hope-- Have you heard of him? 
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ISOARDI:  Oh, yeah. 

SOLOMON:  Elmo and I went to see Dinah one night.  This was 

after I worked with her.  We were playing at the Oasis.  We 

opened up, and after the first night her old man, who was 

a trombone player--Gus Chappelle was his name--he beat her 

with a trombone stand and had her all bloodied up, and they 

had the police looking for him-- This was at the Watkins Hotel 

where he did it.  So Duke Ellington's band was staying there. 

 They were going to San Francisco, so they had the bus.  Everybody 

was down there, they had private detectives and police and 

everybody looking for Gus.  Well, some of the guys with 

Ellington's band put him on the bus, like at the back where 

they had the rack where they hung their uniforms.  So they 

had these clothes racks at the back of the bus-- 

ISOARDI:  And that's where they hid him? 

SOLOMON:  They hid him behind the uniforms, and he laid back 

there-- Duke didn't even know he was on there.  So they took 

him up to San Francisco.  I think he got off before he got 

to Frisco.  I think he got off in some funny place like Fresno. 

 See, then you didn't have the [Interstate] 5; it was [California 

State Highway] 99 or [U.S. Highway] 101.  So I think he got 

off in some little funny place. 

ISOARDI:  There are a lot of them off 99. 
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SOLOMON:  So they were looking for him at airports and train 

stations around here.  They weren't looking for him in some 

little out-of-the-way bus station in Bakersfield or Fresno. 

 He was from Chicago, so he was leery to go to Chicago, so 

he went to Gary, Indiana, which was right there at Chicago. 

 So eventually things cooled down for him.  He almost killed 

her.  A lot of people had it in for Dinah, although to me 

she was out-of-sight.  She was groovy.  She was like one of 

the guys.  "Hey, what are you doing?  I want you to play with 

me!  Well, don't worry, I don't give a damn!  I want you to 

work with me."  You know what I mean? 

 So Elmo and I went to see her.  It was a club on Hollywood 

Boulevard.  I don't recall the name, but it was off of Vine 

[Street].  So we were in the dressing room, and she had her 

maid--I think her name was Big Ann or Big Mary or whatever. 

 Somebody had sent Dinah a cake.  Dinah was talking, so Ann 

asked for a piece.  She said yeah.  So she cut a piece and 

was just getting ready to put it in her mouth when Elmo said, 

"Wait a minute!  Let me see that!" and examined the cake.  

There was glass in it.  Somebody sent her a cake with glass 

in it. 

ISOARDI:  Oh, man! 

SOLOMON:  It was just the light.  There was a shard of glass 
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that Elmo spotted from the light.  That's why they discovered 

it.  Somebody sent Dinah this cake thinking she would eat 

it.  Instead her maid was about to get her mouth all cut up. 

 That's pretty serious shit, you know what I mean?  She didn't 

deserve that.  I know if she was singing and people were talking 

loud she'd get on their case right on the microphone.  She 

demanded respect.  So she made some enemies with promoters. 

 She did something to Gus; that's why he beat her so bad with 

that trombone stand.  Like I said, to me she was cool. 

ISOARDI:  When did you play with her? 

SOLOMON:  This was '54. 

ISOARDI:  Soon after you got back-- 

SOLOMON:  When I came back from Hamp's band, Sugar Ray Robinson, 

the middleweight champ, was on tour.  He was trying to tap-dance 

and do his act right.  He worked the Oasis, and I worked there 

with him, too.  He had heard me with Hamp in New York.  When 

he got out here, he knew I lived in L.A., and he asked about 

me.  Who was the bandleader?  I think it was John Anderson. 

 He's dead now.  He was a trumpet player.  But anyway, I worked 

with Sugar Ray there.  The Oasis, man, brought in a lot of 

names. 

 I'm saying all that to say this:  With all of these clubs 

opening up in the different areas, if people were living on 
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the west side, why go all the way to Central when they could 

go to other clubs?  It wasn't that everybody was going to 

one club, but it was just a number of clubs. 

 Even all during World War II there were places.  You 

could go to Billy Berg's or Streets of Paris.  But a lot of 

clubs, they didn't want that-- As a matter of fact, to make 

sure they wouldn't have jazz groups they would have wild country 

groups.  I called them "good ol' boy joints."  [laughs]  But 

there weren't too many big bands, because that's when the 

big band era was a bit over.  That's why Basie had a sextet 

and Benny Goodman went back to his sextet.  There were a lot 

of big bands that had cut down or just stopped doing it.  

They might play a special concert somewhere.  There were a 

lot of college functions; bands would play college dances, 

such as that.  But around the L.A. area it was combos. 

ISOARDI:  Aside from the Oasis, were there other places on 

Western? 

SOLOMON:  On Western?  Well, the Oasis was the biggest one, 

but there was one down on Fifty-seventh [Street] and Western. 

 I forget the name of it, but they had live entertainment. 

 There was a club called Vina's.  There was another club-- 

Was it Dynamite Jackson's?  No, it wasn't Dynamite Jackson's. 

 There was another club where Dexter used to play.  A guy named 
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Bill Jones owned it.  I can't think of the name of the club. 

 It will come to me.  [The Tiki] 

SOARDI:  It was on Western? 

SOLOMON:  It was on Western in the forty-hundred block.  At 

Western and Pico [Boulevard] there was Strip City.  It was 

a strip joint, but they hired jazz bands to play for the dancers. 

 Hampton Hawes worked there and Frank Butler, Chuck Thompson. 

 Chuck and Frank were drummers and they played those hip bebop 

drums so the girls liked to do their thing. [laughs]  Strip 

City.  They would have music other than the strippers. 

ISOARDI:  So they'd have like acts, and then they might have--? 

SOLOMON:  No, it wasn't like a burlesque joint.  They might 

have a jazz band playing maybe fifteen or twenty minutes, 

and then they'd bring a dancer or two on, and then there would 

be a break, and then they would play some more and then bring 

on a couple more dancers.  It wasn't like it is now where 

they have a hundred girls working there dancing in laps and 

tables and all.  You'd have a couple of strippers, and they 

would strip and then go back to their dressing room.  They 

weren't mingling out with the guys.  So from Pico and Western 

on back to Fifty-seventh--which was the club I can't think 

of the name of--there were a few clubs along the line.  The 

Rubaiyat was at the Watkins, which was a block west of Western, 



 

 

     188 

but you still called that Western. 

ISOARDI:  Were there some clubs along Washington at this time? 

 Or am I getting ahead of myself? 

SOLOMON:  No, well, on Washington in the late fifties, early 

sixties, there was the It Club, John T. McClain's It Club. 

 John T. was married to Billie Holiday.  No, I'm wrong, that 

was another John.  He was married to Dorothy Donegan.  Just 

passed away.  He had the It Club, and right across the street 

Nick Stewart had his Ebony Showcase Theater [and Cultural 

Arts Center]--Nick Stewart, who was an actor.  So you'd play 

the It Club, and then on Friday and Saturday you would go 

across the street and they had the after-hours.  So you'd 

have Miles Davis.  One time he had Trane with him.  And he 

had Wes Montgomery, Dizzy--  Dizzy and James Moody.  Actually, 

Diz was playing, but James Moody was coming through town, 

so he went in and sat in.  It was beautiful.  You worked the 

It Club, and then you played the Showcase on Friday and Saturday. 

 Those were about the biggest ones.  Also the Adams West Theatre 

at Adams and Crenshaw after jazz shows. 

 Then on Washington and La Brea was the Parisian Room. 

 It was France's Drive-In or the Parisian Room; it was the 

same thing.  Some people called it France's, some said the 

Parisian Room.  They would bring in names.  The last time Sonny 
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Stitt was here he played there.  Red Holloway was the sort 

of musical director or the contractor, and he'd bring them 

in.  Well, there was Joe Turner and Wes Montgomery.  They had 

Art Blakey.  Art Blakey played there.  So it was the jazz corner. 

 Now it's a post office.  They tore down France's and built 

a post office.  Somebody said, a saxophone player, I've 

forgotten who it was-- You know how musicians sit around and 

tell jokes, lies, and stories.  We were talking about it, 

and a guy said, "Man, when I was with Hamp I used to play 

'Airmail Special' every night, and I never knew that it was 

going to be literally that [I'd be playing in a] post office. 

 'Air Mail Special.'"  [mutual laughter] 

ISOARDI:  Well, you come back, then, in '54, and you join 

Charles Brown. 

SOLOMON:  Rejoin. 

ISOARDI:  Rejoin, that's right, a second time.  You want to 

pick it up from there? 

SOLOMON:  Well, I think we've just about explored that.  We 

worked the Five Four Ballroom. 

ISOARDI:  How often did you work that place? 

SOLOMON:  With Charles? 

ISOARDI:  In general, not just with Charles. 

SOLOMON:  Well, played there with Charles, played there with 
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Ike and Tina Turner.  Played with Roy Milton.  I was with Roy 

Milton in '56.  When my mother [Evelyn Horton Solomon] died, 

I came home from Alaska and a couple of the guys that were 

with Lionel Hampton were with Roy Milton, so they got me on 

the band.  So I was with him until '58.  So we played the Five 

Four.  And I played there with who else?  I don't know.  But 

I do remember Charles and Roy Milton and Ike and Tina. 

 Ike and Tina, I went with them in '64, so this was between 

'64 and '67.  Then I went back with them in '73, but only 

for a year.  I left Ike and Tina-- 'Seventy-three, see that 

year, I went to Europe three times.  I went with Johnny Otis, 

I went to Spain with Johnny Otis, and then I went over with 

Canned Heat. 

ISOARDI:  Really?  Those guys liked jazz? 

SOLOMON:  Well, see, I played blues too. 

ISOARDI:  That's right, with John Mayall. 

SOLOMON:  I went over, '71, '72, I went with John Mayall over 

to Europe.  Blue Mitchell was on trumpet.  We went all around 

the world. 

ISOARDI:  He was big. 

SOLOMON:  And then I went back.  Let's see, I went with Johnny 

Otis, with Canned Heat, and with Ike and Tina in '73.  Then 

I left Ike and Tina and went with Ray Charles.  That was in 
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'74. 

ISOARDI:  What was it like playing at the Five Four?  What 

kind of a place was it? 

SOLOMON:  Well, if you were drunk it was hard to get out, 

because you had to go down these stairs.  [mutual laughter] 

 If you were drunk, "Oh, God!  Please let me make it!"   But 

the new Five Four that they opened up, it wasn't where the 

old one was.  The old one, the entrance was on Broadway-- 

ISOARDI:  And Fifty-fourth [Street]. 

SOLOMON:  --and Fifty-fifth.  I don't know, maybe Fifty-fourth. 

 Well, they called it the Five Four Ballroom, so I guess it 

was Fifty-fourth.  But the new one was around the corner; 

the entrance was on Fifty-fourth Street.  It was in the block, 

but it wasn't the same, you know?  They spent a lot of money 

getting that place.  We opened it up with Charles Brown.  We 

opened it up. 

ISOARDI:  Oh, really? 

SOLOMON:  Yeah.  It should be in-- 

ISOARDI:  In one of the articles? 

SOLOMON:  Yeah.  We reopened it. 

ISOARDI:  That's recently, when this guy renovated it, right? 

SOLOMON:  Yeah, but that was what year, '94?  'Ninety-four 

or '95, somewhere along in there.  As a matter of fact, it 
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hadn't been totally refurbished; they had just opened up part 

of it.  They had some politicians and celebrities there to 

make speeches and acknowledge the fact that the Five Four 

was historical, etc., etc.  You know, all of those speeches 

didn't make it work. 

ISOARDI:  Do you know anything about the beginnings of the 

Five Four Ballroom? 

SOLOMON:  No, I don't.  I know that it was the place to go. 

 It was the place where everybody went.  It was big up there, 

and, like I said-- Earl Grant!  Remember, I was trying to 

think of the name of the-- 

ISOARDI:  Oh!  Yeah, yeah, yeah. 

SOLOMON:  And Billy Preston.  Earl Grant was playing downstairs 

in the lounge, and then upstairs was the club.  There were 

always a lot of people there.  I think it was one of those 

bring-your-own, you know, a B.Y.O., where they'd sell setups 

but you had to bring your own liquor. 

ISOARDI:  Or somebody would have a suitcase in the back corner? 

SOLOMON:  Speaking of that, man, there were some places in 

the South where booze was illegal, like Oklahoma and some 

different counties in Mississippi and in different places. 

 You couldn't buy booze in that county, but you could go-- 

For example, between Dallas and Houston it was all dry.  If 
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you left Houston you couldn't get a drink until you got to 

Dallas, because the counties that you went through were dry. 

ISOARDI:  So you had a little bit of a ride. 

SOLOMON:  It was so funny, because we'd be playing those joints 

in the summer, and it was so damn hot, man, and you'd see 

guys walking around with overcoats on, and you'd say, "What 

in the--?"  You know what it was?  The coats had many pockets, 

and there would be a bottle of booze in each one.  If you 

wanted to buy one they'd just reach in there and give you-- 

[mutual laughter]  You'd say, "Why are these guys wearing 

these coats?"  Well, they were walking liquor stores, man. 

 [mutual laughter]  "You got any bourbon?"  "Yeah, it's over 

here on this side, on the bottom shelf."  You know, there 

would be bourbon and gin and scotch.  It was so funny, man. 

ISOARDI:  Too much. 

SOLOMON:  There were a lot of things that went on on the road 

then that you don't see now.  You tell people about them, 

they don't believe it.  They say, "Who would wear an overcoat 

in August in Mississippi with all that heat?"  "People making 

money!" 

ISOARDI:  Exactly, somebody wanted to make some money. 

SOLOMON:  We've gotten up where to now? 

ISOARDI:  We're back to the mid-fifties.  You're with Charles 
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Brown for--what?--a year or two?  When you come back, you 

join Charles.  How long are you with Charles after you come 

back? 

SOLOMON:  Christmas night, '53, we played, and I was with 

him up until '55, when I went to Alaska. 

ISOARDI:  A couple of years.  Did you want to get out of town? 

 Was it a good gig in Alaska? 

SOLOMON:  Well, let's put it this way:  I had to leave.  [laughs] 

 I had to leave! 

ISOARDI:  Can I ask why? 

SOLOMON:  Well, no.  [mutual laughter]  You can ask why, but-- 

You should be able to figure it out, because during that time 

having habits was considered hip.  So we'll discuss that 

sometime when the tape's not on. 

ISOARDI:  Aw. 

SOLOMON:  You might want to make a little footnote in your-- 

 [laughs] 

ISOARDI:  But you weren't up there in Alaska for all that 

long, were you?  A few weeks? 

SOLOMON:  I went up there in spring of '55, and I came back 

in September of '56, when my mother died.  So it was maybe 

a year and a half, not quite two years. 

ISOARDI:  Did you like it up there? 
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SOLOMON:  Yeah, I loved it.  I loved it.  The air was so fresh. 

 Like I said, it was a territory still.  I've been back there 

since.  And whereas to go to the airport in Fairbanks you 

drove through the country and you might have to stop and let 

a moose cross the road and all that kind of stuff, now the 

road from the airport to Fairbanks is just like anyplace 

else--shopping malls and McDonald's the and the Colonel's 

[Kentucky Fried Chicken].  So all the wildlife is gone--well, 

you know, to other places. 

 There was a place where we used to go called the Fish 

Wheel.  My lady friend and I staked out some land around there. 

 You had to live on it seven years before you could get it, 

so we didn't do that.  But it was called the Fish Wheel, and 

people would go there to fish, because when the salmon spawned 

they swam upriver and spawned before they went back down to 

the sea.  So people would go down there to fish at certain 

times and catch these big king salmon.  It's gone. 

 The road to this country club that I told you about?  

Well, the country club land has been absorbed by the University 

of Alaska.  It was all woods and this real pretty country. 

 You could look up with binoculars and see mountain goats 

walking around on top of the mountain.  Now there are homes 

and businesses. 
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 The last time I was there was with Ray, so this was-- 

I went there the first time with Ray in '75, so this was twenty 

years after I'd been there.  I was there again  about ten years 

later, about '85, in Anchorage.  I didn't get to Fairbanks. 

 It was just like a city.  It wasn't like-- People used to 

wear side arms on the street in Fairbanks, man.  They were 

building that distant early-warning sound up in Nome and Point 

Barrow.  In summertime you've got light twenty-four hours 

a day, so these guys would work eighteen-hour days.  They 

had this big, big money, so they'd come down, and they'd carry 

these firearms, because where they were out there working, 

you know, there might be a wolverine or something out there. 

 Also because they had all this money, and it was to protect 

that.  So these guys had these side arms, and when they'd 

come in Fairbanks they couldn't carry them on the street, 

but some did.  It was sort of a wild and woolly place.  But 

they were big spenders. 

 If you were playing in a club, some guy might come up 

and give you a hundred-dollar bill and say, "You guys take 

a break.  I'm trying to talk to my woman and I can't hear." 

 [mutual laughter]  You know, we'd say, "Okay, we'll be quiet." 

 There were a lot of jokes about that, where this guy 

would say, "Can y'all play after I'm gone?"  The cats say, 
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"Yeah."  He says, "Bye!"  [mutual laughter] 

ISOARDI:  At this point you're not even thirty yet.  You're 

still in your twenties. 

SOLOMON:  What year are we talking about? 

ISOARDI:  When you come back in '56. 

SOLOMON:  I was twenty-five. 

ISOARDI:  But you've already played quite a few years.  You've 

been employed pretty consistently.  You've played with a lot 

of big bands, a lot of important artists.  Are you pretty 

pleased with the way things are going with your career and 

with your music? 

SOLOMON:  You mean going now? 

ISOARDI:  In '56, around then? 

SOLOMON:  I hadn't really given it thought.  I was working. 

 I guess there were some things I would have done a little 

different.  But it was my karma, I guess.  Like for example, 

I went to [Las] Vegas with a guy.  We rehearsed and we went 

up to Vegas.  It was supposed to be to a gig.  When we get 

there we find out that it's an audition.  So Phil Moore Jr.-- 

Phil Moore, you've heard of him, right?  Well, his son played 

piano.  Phil Moore Jr. played piano.  His father played piano, 

too, but he was like a voice coach to Marilyn Monroe, and 

he was a songwriter. 
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ISOARDI:  I didn't know he had a son who was a pianist also. 

SOLOMON:  Yeah, Phil Moore Jr.  A very good one, too.  We rode 

up there together.  So we found out that the guy had lied 

and it was an audition.  We said, "To hell with you."  So we 

came back that same day, same night, and we got in town, and 

he dropped me off at my apartment.  The next day was when 

I got the call from Ray Charles.  This was '74.  So I had done 

things, I had recorded with Ray--I wasn't in the band--all 

through from '64 until I went with him in '74.  He'd call 

me in, and I'd put a solo down and play in the studio-- His 

band would be on the road. 

 So he had called about an alto player-- Because I 

recommended musicians to him.  He called me about an alto 

player, and I said, "I know a cat who can do it." 

 And he said, "Who?" 

 And I said, "Me." 

 And he said, "You play tenor!" 

 And I said, "Ray, I play alto, soprano-- I'm a saxophone 

player.  Even baritone." 

 So I went with him.  They flew me up to Portland.  And 

I didn't have a problem, because everybody in the band I knew, 

especially in the reed section.  I didn't have any problem 

playing my parts because I was sitting in between Andy Ennis 
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and [Eddie] Pratt and-- 
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SOLOMON:  So we have to go back and clear up the sixties, 

but this story I'm telling you was in '74.  I went up and 

did a gig.  It worked out.  So Ray [Charles] told me how much 

he was paying.  I said, "Well, I'll tell you what.  We'll see 

if I can do it, and if I decide to stay we'll renegotiate." 

 He said, "Fair enough."  I said, "If you're not satisfied, 

you send me home and everything is cool."  It worked out all 

right, so we renegotiated, and I stayed with him. 

ISOARDI:  Playing alto at first. 

SOLOMON:  Playing alto.  That's what I played with Ray, alto. 

ISOARDI:  But you hadn't played alto much before, had you? 

SOLOMON:  No, the first gig I played alto on was with John 

Mayall, and I was with him in '71.  There was a guy that had 

some financial difficulties, and he had this alto that he 

didn't play.  He got it from somebody.  I bought it from him, 

because he wanted to go back to St. Louis.  So I bought the 

horn.  It was a little old, cheap horn, but it played all 

right.  So I played it with Mayall.  I think I played a little 

alto on one of John Mayall's recordings.  So when I got to 

Paris I got a Selmer. 

ISOARDI:  Yeah, of course. 
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SOLOMON:  So I took the old horn with me, and I was going 

to trade it in, you know, and the cat laughed.  He said, "You 

want to trade this American horn on a French Selmer?  Don't 

be ridiculous."  I said, "Yeah, I see where you're 

coming from."  So what I wound up doing, there was a girl-- 

I knew her mother.  Her mother was from Oslo, and she was 

going to college there near the [H.] Selmer [et cie] factory 

where all the college kids hung out and didn't have much money. 

 So there were pawnshops, restaurants, and the food was cheap. 

 So we went to this pawnshop, and I sold the horn to the pawnshop, 

and I got more for it-- I got the equivalent of about $100 

because it was an American horn.  I only paid $300 for my-- 

ISOARDI:  For the Selmer? 

SOLOMON:  For the Selmer Mark VI alto.  I paid $300 for it, 

in francs of course.  There was no case.  So I took the old 

horn and took the case.  So when I came back to the states, 

it was this old case, so customs didn't want to look in it. 

 If they see a new case, "Well, open that up.  Did you pay 

duty on this?"  So it was this brand-new Selmer in this old, 

raggedy case.  It just went right on through.  [mutual 

laughter] 

 A couple of years later I went back and got my soprano. 

 The soprano was about $350, so it was more than the alto. 
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 The first time I dealt with Maurice Selmer; he was the son 

of the founder.  He died, so I dealt with the son.  We were 

haggling over the price.  He said, "If you had gotten it when 

you got the alto, you could have gotten a better deal."  I 

said, "Well, I didn't."  So we were haggling over price.  Johnny 

Griffin came in.  You know, he lives outside of Paris.  He's 

got a chateau.  Johnny Griffin came in and heard us haggling, 

and he said, "Oh,  man, let the man have the goddamn horn. 

 Man, shit."  And he did. 

ISOARDI:  [laughs]  No kidding! 

SOLOMON:  Thanks to Johnny Griffin, yeah.  You know, we were 

going around in circles because I only had so much money I 

could spend and if I had paid what he was asking then I would 

have been on my ass for the rest of the week.  Because I was 

with Ray Charles then; I wasn't with John Mayall.  I was with 

Ray Charles then, see.  So, look, you got paid every week, 

and there were no draw days.  Sometimes you could borrow money 

from the guys, but if there was a tonk game or a four-five-six 

game, the people who loaned the money wouldn't have any.  

They lost it. 
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 TAPE NUMBER:  VII, SIDE ONE 

 SEPTEMBER 4, 1998  
 

ISOARDI:  Clifford, I've got a couple of questions, before 

we continue on, to bring up with you that I guess relate to 

the end of Central Avenue or things that were starting to 

happen then.  One relates to the drug scene.  We haven't gone 

into that at all yet, and certainly it starts happening I 

guess in the late forties, early fifties.  It's not just confined 

obviously to Central Avenue; it's something that is happening 

throughout music and communities, etc.  From your standpoint, 

do you see this coming in?  Why does this start happening? 

 Do you have any thoughts on that? 

SOLOMON:  Yeah, there was quite a bit of that type of activity 

going on.  There was a lot of weed dealing, and then there 

was some scag dealing, too.  The young guys would get involved 

in that type of thing because their idols, the people that 

you idolized musically, were involved. 

ISOARDI:  That was a powerful reason for most of the musicians? 

SOLOMON:  Yeah, everybody had their own reason, you know, 

but personally speaking it was because it was what was considered 

hip.  Now we know that it wasn't hip at all, but then it was 

considered hip.  And Central was sort of a focal point, but 

you could get stuff all over the city.  It wasn't just confined 
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to Central, although there were quiet a few guys that came 

down from the Hollywood area.  There was a lot of activity 

on the west side and Watts.  It was all over.   And from East 

L.A.  It was pretty prevalent, but it wasn't like it became 

in the sixties and seventies when it was "Make love not war" 

and you'd be nodding off, you know?  Yeah, it was considered 

hip in some mind-sets.  It was the older guys that had more 

sense and knew that it was bullshit, but the younger guys, 

they'd say, "Well, "Bird" [Charlie Parker] did it and Dexter 

[Gordon] did it," so it was cool.  It wasn't cool, but we 

thought it was. 

ISOARDI:  When do you see it first starting to come in?  I 

mean, I know pot had been around a long time; it was legal 

until the thirties, I guess.  But smack is something else. 

SOLOMON:  Well, smack has been around for quite a while as 

well, you know?  I don't know who introduced it.  They had 

opium parlors in Chinatown way back at the turn of the century, 

and scag is a derivative of opium.  So it was around all through 

the twenties and thirties, you know?  There were opium dens 

that were operating, but the government, the revenuers, they 

were trying to battle the alcohol, the illegal whiskey.  I'm 

speaking about something I just figured happened, because 

I wasn't even born yet in the twenties.  They were battling 



 

 

     205 

the bootleggers and all, but the drugs were there all the 

time, too.  These opium dens, you had to know somebody pretty 

closely to even get into one, to even know where they were. 

 They were very, very, very underground, very underground. 

 Maybe literally even underground, you know? 

 But the drugs have been there.  There have been drug 

societies all throughout history.  The Boxer Rebellion in 

China was because of drugs.  They were trying to suppress 

the growth of the poppy to get opium.  The British, who were 

running Hong Kong at the time, encouraged it.  So the Boxers 

were this group of Chinese that were battling against the 

soldiers and had what they called the Boxer Rebellion.  That 

was all because of opium.  That was like before the turn of 

the century. 

 So on down through the years it was happening.  It isn't 

something that just sprang up all at once, but it became more 

predominant, I would imagine, during the bebop years, which 

was the forties, the mid-forties. 

ISOARDI:  I've heard some guys talk about drugs in different 

ways.  I know Frank Morgan in a TV interview said that when 

he was doing junk that he was just too slow; he couldn't play 

fast enough.  I've heard other musicians say that, well, for 

some guys it helped them.  For some guys that could handle 
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it, it helped their playing.  There are all sorts of different 

opinions.  Is it just a case of different people reacting 

differently?  Do you have any take on that? 

SOLOMON:  Yeah, different people react differently to any 

mind-bending drug, whether it's alcohol-- I've seen guys take 

a couple of drinks and wouldn't know their own name.  I've 

seen guys be drunk as a Democrat at a Shriner's convention 

and could play their ass off.  There was a guy named Donald 

Wilkerson who could put it away, man, and get up and play 

and tear the walls down.  He was fast, his fingering was fast. 

 He was a saxophone player.  His ideas were flowing. 

 Paul Gonsalves was with Duke [Ellington].  Paul would 

be so drunk he couldn't sit in his seat.  As a matter of fact, 

it was so funny, because Duke had five saxophones, but when 

he would write the charts, he would voice the saxophones for 

four, because Paul would never play parts.  He'd be sitting 

there nodding and he never played parts.  His horn would be 

hanging around his shoulders, and then when it was time to 

go play Duke would get him, take him out there, and Paul would 

play his ass off. 

ISOARDI:  And sit back down and nod again. 

SOLOMON:  "Take a bow, Paul."  Paul would-- 

ISOARDI:  Just sort of nod over. 
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SOLOMON:  Duke would raise him up and say, "Take another bow, 

Paul" and then raise him up and take him back to his seat 

and sit him down.  He'd sit down, and then he'd-- 

ISOARDI:  Jeez. 

SOLOMON:  You know?  Then there were guys that would get high 

or drunk or whatever and couldn't play squat.  I think it 

was all up to the resistance and the constitution of the 

individual people. 

ISOARDI:  Is there some point, maybe during the fifties, when 

there's kind of a turning point when people start seeing that 

really isn't so hip?  Does that ever happen? 

SOLOMON:  Well, not then.  Of course, there were older guys 

that didn't approve.  The older musicians would try to tell 

the younger ones that it was nothing happening there, but 

it was just like a rebellious teenager.  The parents would 

say, "Hey, man, I've been there.  Ain't nothin' happenin' 

there."  "Yeah, all right."   You know what I mean?  It was 

after you had some bad experiences and lived long enough to 

see that it wasn't good, it wasn't good for you or to you. 

 Oh, no, I take that back.  It was good to you at the time, 

but it wasn't good for you. 

ISOARDI:  In the long run? 

SOLOMON:  Yeah, in the long run, not only physically, but 
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guys had lost girlfriends or wives or families or had done 

time, which wasn't good. 

ISOARDI:  How did you get through all this? 

SOLOMON:  How did I get through all of that?  Well, I guess 

I'm a survivor, and by that I mean I not only got through 

all of that bullshit, but I've been shot-- 

ISOARDI:  You've been what? 

SOLOMON:  I've been shot.  I was shot in '66, shot through 

the leg.  It was a stray shot.  I've been in a plane crash. 

 Ray Charles's plane crash-landed in Indiana in '85.  We were 

coming in for a landing.  It was raining, and we ran out of 

runway.  We went through this muddy corn field and went off 

a twenty-five foot embankment.  The plane broke in half, and 

I fractured vertebrae in my back.  I survived that.  I had 

cancer in '87; I had thyroid cancer, and I survived that.  

There are quite a few things that I've survived. 

ISOARDI:  No kidding. 

SOLOMON:  Yeah I was on a plane one time and there was a lot 

of turbulence.  This person next to me was scared to death. 

 I don't think they had flown too much. 

ISOARDI:  When you crashed? 

SOLOMON:  No, no, no.  This was later.  I was on a commercial 

aircraft, and they were really nervous.  I said, "Don't worry 
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about it.  You're safe." 

 "What do you mean?" 

 I said, "Because you're sitting next to me.  I've been 

in a plane crash and survived it, which means that the odds 

of me being in another one are like about a billion to one. 

 You're with me." 

 He said, "Hey." 

ISOARDI:  Yeah, you want to fly with me?  [laughs] 

SOLOMON:  I was as scared as he was.  [mutual laughter]  But 

there have been a number of times that things could have gone 

the other way and didn't, you know? 

ISOARDI:  But somehow you got through the drug thing? 

SOLOMON:  Oh, yeah, well-- 

ISOARDI:  Was that on your own?  Did you have--? 

SOLOMON:  No, it wasn't on my own.  I got busted.   [mutual 

laughter] 

ISOARDI:  Is that what sort of convinced you? 

SOLOMON:  I was using all through the fifties.  The first time 

I got busted was in San Diego in 1950. 

ISOARDI:  You were pretty young then. 

SOLOMON:  I was nineteen.  I got probation, and then I went 

with Charles [Brown] on the road.  I was away from the scene 

here, but there were also places you go, and people would-- 
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If you wanted to find something you could.  I was busted again 

in '57.  Of course, I had little skirmishes all through the 

time--'57, '58, and the last time was '59, and I came out 

in '62.   During the time I was gone I just convinced myself 

there wasn't anything happening with that.  So I cleaned up. 

 I never did have real bad withdrawals.  I never did. 

ISOARDI:  No kidding? 

SOLOMON:  No.  I never did have bad withdrawals.  It was like 

a thing where you want some at first, but when you're busted 

you're so worried about what's going to happen to you that 

the other thing takes a backseat. 

 As a matter of fact, as an example, I've seen guys pretrial, 

and they're being held because they couldn't make bail or 

something-- I always managed to make bail.  But there were 

guys who had been in jail for a long time.  These guys would 

always be awake and walking, just walking, shaking their heads 

and walking.  So they'd go to trial, and whether they were 

found guilty or innocent or whatever, they'd come back to 

the tank and get in their bunks and go to sleep.  You know, 

the pressure was off.  You didn't know what was going to happen. 

 If the judge says, "I'll give you a hundred years--" "I can't 

do that much time here, honestly."  "Well, do what you can." 

 You know what I mean.  The pressure was gone.  They knew whether 
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they were going to go to prison or going to go home. 

 Well, speaking for myself and my standpoint, once it 

was unable to be gotten, then I had other pursuits like playing 

my horn.  I had my horn with me, and I did some writing.  So 

there were other pursuits.  When I came out in '62, there 

was no going back to anything, you know, no going back.  The 

only time a needle has been stuck in my arm since then has 

been for blood tests or for antibiotics or to put an I.V. 

in there when I'm having some surgery done.  As a matter of 

fact, they come in with a needle, "What are you going to do 

with that?  Wait a minute, let's talk about this!"  [mutual 

laughter] 

ISOARDI:  "How much is this going to cost me?" 

SOLOMON:  Yeah, man.  So I'm needle-shy now.  But then it was 

a lot different.  It all depends on what you-- You know, there 

are guys that still mess around even though a lot of the guys 

that came up have been dropping off, dying and the whole schmear. 

ISOARDI:  Well, I know it's come back strong among a lot of 

the younger rock musicians now. 

SOLOMON:  Yeah, I know.  But did it ever leave? 

ISOARDI:  Ah. 

SOLOMON:  Scag use kind of dropped off when cocaine became-- 

Man, I remember when cocaine was so rare that scag users would 
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trade scag for cocaine or would mix it together.  They would 

mix it together and shoot it.  One was a stimulant and one 

was a depressant, and the freedom was really wonderful.  Coke 

was very, very rare at the time.  It wasn't until it became 

the drug of choice of the upper echelon, I might say, that 

the cocaine-producing nations or people said, "Well, hey, 

I've got a winner here." 

 The first time I saw a Volkswagen I thought that was 

the ugliest little car in the world, man.  Pretty soon that's 

all you saw.  The Volkswagen, the bug, you know?  So it was 

the same as drugs.  It was supply and demand.  

The drug lords, as the press like to call them, said, "Well, 

we'll saturate it and make us a whole bunch of money, make 

us a whole bunch of millions."  Which they did. 

 It was the drug of choice by the professionals--by 

professionals, I mean attorneys, doctors, politicians--who 

had the money.  In the entertainment industry, not so much 

the musicians but people in the film world.  It was a 

"sophisticated" drug.  Whereas when you think of scag you 

think of some guy sitting on a bus bench peeing on himself 

like a homeless person, you know, that stereotype.  But a 

person with coke, you see this big palatial mansion and the 

swimming pool with naked chicks laying around it, and this 
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guy comes up [sniffs loudly] and grabs the finest woman and 

goes off.  You know, that glamour, that Hollywood bullshit 

glamour type of thing. 

 So it became a glamorous drug of choice until it was 

realized that, "Hey, man, this is worse than scag." Because 

a scag user, he'll go off and get high, and he'll sit there 

and nod for two or three hours, right?  "Huh, what?  Huh." 

 Whereas a cocaine person, "I've got to get more.  I've got 

to get more.  I've got to get more."  You remember--what was 

it?--the Mad Hatter?  "I'm late, I'm late, I've got an important 

date."  You know, it was a constant rush all the time.  No 

matter how much you got  you had to have more.  You know, you 

never did sit down and nod.  The more you did, the more you 

want it, so the pursuit would wear you out, man.  No matter 

what it took.  There were people that would give up everything. 

 There was a song in the late forties about "I Sold My 

Heart to the Junkman."  It was these young guys in L.A.  They 

went to school with Ernie Andrews; it was during that time. 

 And the junkman song [sings], "Sold my heart to the junkman, 

and I'll never be the same--"  Well, it was about this guy 

that was in love with this chick and she broke his heart.  

[sings] "It was all broken and busted," so he sold it to the 

junkman.  It was a love affair gone bad, but then the junkman 
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was the dealer.  "I sold my soul to the junkman."  Do you 

understand the line on that? 

 So there were quite a few hearts and souls that were 

sold to the junkman, or at least leased.  [laughs]  Some were 

leased, and then they broke the lease and straightened up. 

 But there were people that didn't use drugs at all.  

I can't say so much about smoking weed.  I never did like 

smoking marijuana, because it always made me paranoid. 

 I remember Hadley Caliman, who was a wonderful saxophone 

player.  We were on the bus.  On Central there was a U-car 

and the D-car, streetcars.  But then they came out in the 

late forties with this trackless trolley.  It looked like 

a big bus, but it had a trolley.  It was on the line, and 

it was faster and quieter.  The streetcar ran in the middle 

of the street, and you had to walk out and get it.  But the 

trackless-- 

ISOARDI:  Yeah, it was an all-electric car.  They've got them 

in San Francisco. 

SOLOMON:  It came up to the curb, and you'd get on just like 

you do today on a bus.  You didn't have to walk out to the 

middle of the street and run the risk of getting run over 

by some drunk.  But Hadley and I got on in front of the Last 

Word [Cafe]--well, actually that corner--and I remember we 
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were going I think up to the musicians union [American Federation 

of Musicians, Local 767], which was just past Washington 

[Boulevard].  We got on, man, and Hadley said, "Let's get 

off."  I said, "Yeah."  We got off.  It looked like everybody 

seemed to be staring at us.  We had our horns with us.  It 

seemed like people were saying, "Those musicians, I know they're 

high.  They've been smoking them Benzedrines."  These women 

sitting there with these shopping bags and looking in 

disapproval, "I wonder if his mother knows he's doing it." 

 It was so paranoid that we got off.  We rode a block and got 

off.  [laughs]  You know, this poor, paranoid-- 

 It never was too much-- You know, if you were sitting 

around the room and they're passing a joint around I'd take 

a couple of hits, but I never did like it, really.  I never 

did like any drug, and I haven't used anything since--what 

is this '98?--so the mid-sixties. 

ISOARDI:  Yeah, thirty-odd years. 

SOLOMON:  I haven't used scag since then, although I snorted 

cocaine in the seventies, but it was just a take- it-or-leave-it 

thing.  If you've got some, good, and if you don't, the hell 

with it.  It wasn't like the Mad Hatter type of scene. 

ISOARDI:  You mentioned Hadley Caliman.  His name has come 

up occasionally, and I think he had some rough times during 



 

 

     216 

the fifties himself, and then in the sixties I think he emerged. 

 He was the leader on a couple of interesting albums, albums 

with people like Sonship [Theus] playing with him.  And then 

he sort of-- Do you know what's happened to him since the 

sixties? 

SOLOMON:  Yeah.  Let me start-- Hadley is a year younger than 

me.  We started playing-- Actually, we were running together, 

so to speak, on Central.  All the tenor players, we would 

walk around with our horns and go into "Sweetpea" [Leroy 

Robinson]'s garage and jam or Nardoni-Bates [Music Store] 

and jam. 

ISOARDI:  So he's from the avenue? 

SOLOMON:  He's from L.A.  I've forgotten the street; it was 

on the east side.  It was like just off of Martin Luther King 

[Jr. Boulevard], which was Santa Barbara [Avenue] then, near 

Main [Street]. 

ISOARDI:  So he went to Jeff [Jefferson High School]? 

SOLOMON:  It was east of Main.  He went to Jeff, yeah.  Well, 

Hadley was always in trouble.  He started at Jeff, but he 

went to some special schools like Jackson and Fort Hill.  

He was considered a bad kid--not violently bad but just always 

screwed up.  He was a screwup, so he was sent to these special 

schools.  Not for fighting, I guess just general 
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insubordination. 

 When I told you the other day that Dexter Gordon was 

everybody's idol, so the ones that were striving to be like 

Dex we'd call "Little Dex," well, Hadley was the number-one 

"Little Dex." 

ISOARDI:  Really? 

SOLOMON:  Dexter parted his hair,  Hadley parted his hair. 

 He wore his clothes loose like Dexter, he had that gangly 

[look], although Hadley wasn't that tall.  Dex was like six 

[feet] four or -five [inches tall] or something.  He would 

kind of slouch.  I don't know whether he was unconsciously 

self-conscious of his height, but he would kind of slouch. 

 He had that knee--  [imitates Dexter's movement]  You know, 

Dexter would be doing this-- 

ISOARDI:  He had all of Dexter's moves down. 

SOLOMON:  Yeah.  There were some other guys there like Maurice 

Allen, Prince Harris.  I told you about "Shedrick" [Wilbur] 

Carruthers.  There were quite a few Little Dexters, although 

Prince wasn't considered a Little Dexter.  He went to school 

with Dexter, and he played like Dex, same style of playing. 

 Like I told you about Gene Cravens and Charlie Parker?  Gene 

Cravens wasn't imitating Bird; they just had that same train 

of thought, that same mind-set. 
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 But Hadley was, out of the younger-- Prince was older. 

 So was Maurice Allen.  But the guys in my age set like Hadley-- 

He was a year younger than me.  And there was "Boogie" [William] 

Daniels and a cat named Cesar Moore from New York.  He couldn't 

play, but he tried so hard.  He had that Dexter thing, and 

being from New York he had these New York clothes.  He'd wear 

his clothes, like the stingy-brim hat.  He had this little 

stingy-brim, where he had taken a regular hat and cut the 

brim around down low.  Everybody did that, got hats and cut 

them around, stingy-brim.  Lo and behold, the hat marketers 

came out with that, started making stingy-brims.  We were 

doing it for a couple of years before they came out in the 

store making money on it.  I think the first stingy-brim came 

out in the early sixties, and we were doing it like in the 

late forties, just cutting the brim around. 

 So Hadley had gotten-- He was strung out.  He was always 

a hell of a player.  In the mid-fifties he was in Chino 

[California Institution for Men]. 

ISOARDI:  Was he doing time for possession? 

SOLOMON:  Yeah, probably possession.  He was in Chino when 

Dexter Gordon was there.  There was a movie called-- I've 

forgotten the movie, but the song [sings melody], "I need 

your love, I need your love."  Unchained.  The movie was 
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Unchained, and the song was "Unchained Melody."  They used 

it in that movie Ghost. 

ISOARDI:  Oh, yeah.  The Righteous Brothers had it. 

SOLOMON:  Well, maybe so, but the original "Unchained Melody" 

was this-- Shit, what was his name?  The original "Unchained 

Melody" was from the movie, and the guy that sung it was in 

the movie.  Elroy "Crazylegs" Hirsch was the star.  Johnny 

Johnston was in it.  Dexter had a couple of speaking lines. 

 But the guy that sung the song-- 

 These were all these prisoners up at Chino.  It was on 

the honor system when they first opened it, and Crazylegs 

tried to escape.  The guy went after him, and he had a big 

fight and said, "If you escape you're going to screw it up 

for everybody," and the guy got away. 

ISOARDI:  Well, who's going to catch Crazylegs Hirsch?  

[laughs] 

SOLOMON:  Yeah, you're right about that. 

 So he had it made.  The guy that he had beaten up, the 

black guy that sang "Unchained Melody," he was on the ground. 

 He was looking at him.  Crazylegs stopped, and he looked back 

at him and realized, "If I leave, it's going to screw all 

the rest of the inmates up."  They'd lose their freedom, they'd 

be behind walls again, and the whole schmear.  So he came 
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back.  That was the moral.  The authorities didn't know that 

he tried to escape.  It was a big secret.  But it was a good 

movie. 

 There was a scene with Roy Porter and Dexter Gordon where 

the inmates were having this jam session, and all of the guys-- 

They were actually inmates.  Hadley was there.  I don't 

remember if he-- 

ISOARDI:  He was in the film? 

SOLOMON:  I don't remember if he was in the film or not, but 

he was there.  Maybe even after the film.  But he was an inmate 

at Chino.  He did some federal time.  I think he was at Fort 

Worth.  He had five years at Fort Worth, so he paid his dues. 

ISOARDI:  Yeah, the fifties were rough. 

SOLOMON:  So he utilized his time by getting so proficient 

on his horn.  He was always a good player.  He was just born 

with the gift, but he got even better when he had time to 

concentrate on playing instead of trying to get the next fix, 

right?  He was always a good-looking guy, so there was never 

any shortage of chicks that would take care of whatever habits 

he had.  He's still very good- looking.  He's like sixty-six 

now.  His hair is silver now, but he's still a very handsome 

guy.  He's a professor of music in Seattle. 

ISOARDI:  Now? 
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SOLOMON:  Yeah.  Let me get to that.  He was with Mongo 

Santamaria. 

ISOARDI:  When was that? 

SOLOMON:  Late sixties, early seventies. 

ISOARDI:  Really?  I've got a couple of his albums from, I 

think, the sixties.  I think he was in San Francisco for a 

while. 

SOLOMON:  Yeah, he was.  He was in San Francisco for a long 

time.  He did a couple of albums, and he also wrote-- 

 There was a porno movie called China Girl, China Lady, 

or something like that, and he wrote the score for it.  I 

asked him, I said, "Hadley, the way they write movies, you 

have to watch the scenes."  You have to watch the scenes and 

write the music according to the scenes.  I said, "How could 

you do that?"  He said, "I didn't watch the movie, man.  I 

never would have finished it."  [Isoardi laughs]  He said what 

he did was just imagine what was going on.  He said the director 

would tell him, "Well, here's the scene," and he would just 

imagine what was going on and write the music, and it would 

fit.  So when they got through editing, I guess you would 

call it--He wrote this whole porno without watching the film 

at all.  He said, "Man, I never would have finished that thing." 

 So he worked with Mongo.  After he had his albums out 
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he was with Freddie Hubbard.  I saw him when he was in L.A. 

with Freddie.  They played out at this club on-- I believe 

it was Santa Monica Boulevard and Robertson [Boulevard].  

The name of the club will come to me.  It's still operating, 

but I can't remember the club right now.   But I went out, 

and they were real good. 

 So I was out with Ray Charles in New Orleans.  We came 

into New Orleans, and when we got to the hotel, [the marquee] 

said, "Welcome Freddie Hubbard, Welcome Ray Charles."  You 

always put that on the marquee, especially in New Orleans. 

 Whatever bands would come in they would have a welcome on 

the marquee.  "Oh, Freddie's here.  I'm going to see Hadley." 

 Hadley was gone.  I said, "Hadley's gone?  What do you mean?" 

 He said, "Well--" 

 So I found out from one of the guys with the band that 

Hadley had records out and Freddie Hubbard had records out, 

so they got into an argument over the billing.  It was like 

"Freddie Hubbard featuring Hadley Caliman" below that.  Hadley 

wanted to be on an equal basis: "Freddie Hubbard-Hadley 

Caliman."  So they had a dispute, and Hadley said, "To hell 

with it" and left.  He quit.  You know, something as minor 

as that, which-- I guess that was important to him.  I've 

seen a lot of disputes happen because of the billing. 
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ISOARDI:  Yeah, I'm sure.  So he went from Freddie Hubbard 

and took a teaching gig? 

SOLOMON:  No.  That was way later.  He left Freddie Hubbard 

and went to San Francisco.  And there was a trumpet player-- 

Oh, he's dead now.  His name skips me.  [Luis Gasca]  It will 

come to me, because he was a trip.   He was a good player, 

and he was a very proficient player.  So Hadley did the salsa 

area.  He worked with like Coke and Pete Escovedo.  You know 

the Escovedo family?  Sheila E.?  Coke or Pete was Sheila E.'s 

father.  Then there was another Escovedo playing.  He's still 

out there.  I can't remember shit today, Steve.  I hope you'll 

forgive me for that.  It will come later.  It will come back 

to me.  But Hadley did a lot of work in the Bay Area with 

some very, very hip groups.  There was a group called Azteca. 

 That was in the seventies.  I think he worked off and on with 

that group. 

ISOARDI:  That Latin jazz group? 

SOLOMON:  Well, you know, it's funny it says "Latin jazz," 

but jazz was the key word, with a Latino flavor and an African 

flavor.  It was different from la cucaracha music, you know 

what I mean? 

ISOARDI:  Yeah, definitely.  [laughs] 

SOLOMON:  And it was more like the really hip-- Like the samba 
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music in Brazil is very, very hip.  In Puerto Rico there are 

some very hip musicians.  Many of them live in New York.  So 

going all the way back to the fifties it was the mambo craze, 

which was Afro-Cuban inspired.  It was still Latino music, 

but when you say Latino it wasn't so much from Mexico or South 

America, it was like from the islands.  Anyway, Hadley was 

very proficient in playing and writing in these types of 

situations. 

 Every time Ray Charles would go up there Hadley would 

come over and hang out.  Our lives were pretty parallel.  We 

not only grew up together but we were both digging on the 

same chick of the name Janet during the time.  Hadley later 

married her.  Janet. 

ISOARDI:  Really? 

SOLOMON:  Yeah. 

ISOARDI:  This was before you married? 

SOLOMON:  This was in the late forties, early fifties.  As 

a matter of fact, when I went with "Hamp" [Lionel Hampton]-- 

I was with Charles Brown.  No, when I went away with Hamp 

the second time, the end of '52-- When I left Hadley had clear 

sail to Janet.  [Isoardi laughs]   I don't know whether that 

was good or bad for him, the way things turned out.  But Hadley 

and I have been friends through the years, starting off as 
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friendly enemies and now deeply, deeply brothers. 

ISOARDI:  Nice.  Very nice. 

SOLOMON:  When I was with Ray we'd go up, and Hadley would 

always come by, and we'd hang out. 

 Speaking of the paranoia, one time-- This was way before 

Ray.  I've forgotten who I was up there with, but it was in 

the late fifties.  Yeah, it had to be the late fifties, about 

'58, '59.  I would go up, and there was a club called Jimbo's 

Bop City. 

ISOARDI:  Oh, yeah, a famous club. 

SOLOMON:  Yeah.  I would go.  That's where all the action was. 

ISOARDI:  Yeah. 

SOLOMON:  So I was in town.  I remember I was at the Booker 

T. Washington Hotel, so I had to have been with somebody's 

band to be staying there.  My room was like on the fifth or 

sixth floor or whatever.  Hadley came up, and we were getting 

high.  He was talking about paranoia.  In that hotel there 

was a resident cat.  There might have been two or three cats, 

but there was a resident cat that lived there.  People would 

feed him.  There were never any mice in that hotel, you can 

imagine.  But he belonged to everybody there.  You'd leave 

the door open and go out into the hall, he'd walk into the 

room.  You come back, he's sitting on the bed with his motor 
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running, you know what I mean? 

ISOARDI:  I've been in apartment buildings with a cat like 

that, yeah. 

SOLOMON:  So Hadley was up there.  There were some other people, 

a couple of chicks, that were getting high.  The cat ran to 

the window.  This was a playful little kitten thing.  He ran 

to the window and maybe saw something move.  He ran over there, 

and Hadley panicked.  "I'm gettin' out of here!  There's 

somebody out there, somebody out there looking in the window!" 

 I said, "Hadley, we're on the sixth floor."  Hadley left, 

man.  He left the drugs and everything and split.  That's how 

paranoid.  Remember I told you about when we got off the bus 

that time? 

 So later on in years, when I would go there with Ray, 

he would always come by, but he was cool.  He wasn't using 

anymore.  He wasn't doing shit anymore. 

ISOARDI:  Well, he was certainly recording some interesting 

stuff in the sixties. 

SOLOMON:  Well, he's been married three times, and all of 

his wives were named Janet.  [Isoardi laughs].  His present 

wife, the one he's married to now, is named Janet. 

 So every time we'd go to Seattle, Hadley knew I was with 

Charles, and he'd come by.  I went up with Jimmy Witherspoon 
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and Jimmy McGriff once.  I called him, and he came by and 

he hung out.  Every time I come to Seattle he comes by.  He 

came to L.A. one time to see his father before he died.  He 

brought his two kids with him.  They came by and took pictures. 

 We visited.  So every time we played up there with Charles 

at [Dimitriou's] Jazz Alley, Hadley would come by.  This last 

time he was doing this-- At the college where he teaches-- 

He had a couple of students with him, saxophone players. 

ISOARDI:  What college is it? 

SOLOMON:  I can't recall the name of it? 

ISOARDI:  It's not the University of Washington? 

SOLOMON:  No, no.  It's a small, I guess, private college. 

ISOARDI:  In Seattle? 

SOLOMON:  In Seattle.  He lives in Cathlamet, Washington, which 

is near the Oregon-Washington state line.  He teaches during 

the week, and then weekends he goes home.  I don't know, maybe 

we shouldn't even say the name of the college since we're 

talking about drugs.  He's a professor. 

 Larance Marable, the drummer, we all grew up together, 

too.  Larance had bought this mobile home.  He said, "Man, 

let's go up and see Hadley."  We planned on it.  We never did 

do it.  There was never time.  He's with Charlie Haden's group 

[Quartet West]. 
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ISOARDI:  Yeah, I talked to him a year or two ago, and he 

still has that mobile home in his driveway.  [mutual laughter] 

SOLOMON:  Yeah.  So we never did go but Larance and I talked 

all the time.  Every time somebody dies Larance calls me and 

says, "I'm just calling to see if you're still here."  I say, 

"What do you mean, of course I'm still here!"  Larance is 

so funny.  Once I got sick, and he heard about it, and he 

called me.  He said, "Goddamn it, Cliff, if you die I'll kill 

you!"  [laughs]  I said, "Man, what are you talking about?" 

 Just funny. 

 But he knew that Hadley was a professor.  He said, "Isn't 

this something?  Here's a guy that stayed in and out of special 

schools and dropped out of high school and stayed in trouble. 

 He's a college professor?" 

ISOARDI:  He gets the gig as a professor.  [laughs] 

SOLOMON:  Larance would augment on it.  He'd just have you 

in stitches.  He said, "The way to be a success in life?  Fuck 

up in young life."  [mutual laughter] 

ISOARDI:  That's good. 

SOLOMON:  He said, "Hadley Caliman's a professor at 'Good 

Old Fuck You.'" 

ISOARDI:  That's good.  That's good.  Well, he's probably 

somebody we should interview, too. 
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SOLOMON:  You'd better. 
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TAPE NUMBER:  VII, SIDE TWO 

SEPTEMBER 4, 1998 
 
 

ISOARDI:  There's another subject, let me mention.  What about 

women musicians on the Avenue and later on?  Are there any 

that stand out in your mind? 

SOLOMON:  Of course. 

ISOARDI:  Are there very many? 

SOLOMON:  Yeah.  Well, number one to me, because she's such 

a wonderful friend, is Clora Bryant.  Her husband, her late 

husband--her first husband, as a matter of fact--Joe [Joseph] 

Stone was a bass player.  He was in one of those pictures 

of Roy Porter's big band.  He was with Roy Porter in one of 

those.  Next time you look at your book you'll see Joe Stone. 

 There's Clora, and there's Melba Liston.  She and Dexter 

recorded together, by the way.  I think it was on the Dial 

[Records] label. 

ISOARDI:  Oh, that was Melba's first recording, I think. 

SOLOMON:  Was it the first one? 

ISOARDI:  I heard the story that Dexter had to drag her there 

kicking and screaming because she didn't want to do it. 

SOLOMON:  Oh, well, maybe.  Maybe she didn't, because she's 

pretty timid.  She's very sweet.  Melba's so sweet.  Excellent 
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musician.  There was a tune on there, it wasn't "Sophisticated 

Lady," but it was-- 

ISOARDI:  "Mischievous Lady." 

SOLOMON:  Maybe that was it. 

ISOARDI:  I think that was it. 

SOLOMON:  Maybe so.  She and Dexter played so well on it.  

She has just been an excellent musician.  She worked with 

Gerald Wilson.  Bless her heart, she had a stroke.  The last 

time I saw her was at the Central Avenue [Revisited] festival 

last year.  She was there.  She was in the chair, but she was 

like Buddy [Collette]; she didn't have slurred speech or 

anything.  Melba was a mainstay. 

 Minnie Hightower [Burton], who was Alma Hightower's 

daughter, was a good saxophone player. 

ISOARDI:  Was she? 

SOLOMON:  She played alto, but her husband, Clifford Burton, 

when he came back from World War II, they had a little son. 

 A little baby was born.  She couldn't really do too much playing 

because she was taking care of the kid.  Then when he came 

home--old-school guy--he insisted that he'd do the playing 

and she'd take care of the kids.  So she didn't really get 

the exposure.  Maybe now it's different.  But we're talking 

about--what?--fifty years ago?  Longer than that.  Fifty-five 
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years ago. 

 There was Vi Redd, although we called her Elvira Redd 

then.  She came up from a musical family.  Her father, Alton 

Redd, was a drummer.  He was an official with the musicians 

union, the 767.  He did a lot of studio work, such as what 

black musicians could do.  Studio work then meant playing 

tom-toms in Tarzan movies and that sort of bullshit. 

 Her brother Buddy [Redd] was a drummer, a good drummer, 

and a track star.  He wasn't really big, but he was on the-- 

High schools had what you called the varsity and then the 

B's.  The B's were the guys that weren't quite as big as the 

varsities.  Buddy was like the all-city champ in the 100- 

and the 220-[yard races] a couple of years in a row.  He was 

all-city, all-state champ.  I mean, he was fast.  He was a 

good drummer.  So it was a musical family.  Buddy, his drum 

playing, he was just proficient.  He was athletic, so his 

solos were athletic.  You know what I mean.  It was just like 

he was running. 

 So Vi--or Elvira at that time--her first husband out 

there was Nat [Nathaniel] Meeks, who was a trumpet player. 

 He was from the Miles Davis school.  A good player.  Good 

ideas.  He wrote some nice charts, but he didn't live long 

enough to see his stuff come into fruition, because he died. 
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 I think he used to use, too.  I think that was part of the 

reason he died. 

 There were other female musicians that I didn't really 

know.  Oh, yes, I did.  There was this piano player.  She was 

Lester Young's niece.  Her name was Young. 

ISOARDI:  Oh, Clora told me about someone.  Alice Young? 

SOLOMON:  No, Alice was another.  No, she was Lester's niece, 

and it wasn't Alice.  Alice was someplace else, and I don't 

think her name was Young.  You talk to Clora; she'll tell 

you her name.  [Martha Young]  She was a piano player.  And 

then there was Alice, the other piano player.  I worked some 

gigs [with her].  There was a chick they called Caldonia.  

Her name was Devonia Williams, but they called her Caldonia. 

ISOARDI:  Oh, was that "Lady Dee"?  Was she also called that? 

SOLOMON:  It could have been.  There's a Lady Dee now who is 

a singer, but Lady Dee-- 

ISOARDI:  Did she play with Johnny--? 

SOLOMON:  Johnny Otis.  Well, this Lady Dee now sung with Johnny 

Otis about seven or eight years ago, but this Lady Dee was 

with the original barrelhouse band.  Devonia.  Devonia 

Williams.  She was the piano player.  She was playing at a 

lot of clubs on Central. 

 Martha Young.  That was Lester's niece.  Yeah, Martha 
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Young, a great piano player.  There was Alice.  I think she 

worked with the Lorenzo Holden group.  In the fifties there 

was a keyboard player; she was involved with Johnny Kirkwood. 

 She played organ.  I can't think of her name at this minute, 

but I will.  [Perri Lee] 

ISOARDI:  It seems like when you think about women in music 

back then it's mostly as singers or keyboard players, but-- 

SOLOMON:  I'm thinking of musicians. 

ISOARDI:  --you can almost count the horn players on one hand. 

SOLOMON:  I'm thinking of musicians.  There was a chick that 

played piano.  She was-- Names, names.  You know, it's a funny 

thing when you don't think of somebody's name for forty years; 

they don't just pop right up.  She was with this tenor player. 

 His name was Vernon [Slater].  So next time you talk to Clora, 

you ask her, "Who was the chick that played piano and was 

married to Vernon Slater?"  Vivian Fears.  See how these things 

come?  Her name was Vivian Fears, and she was a hell of a 

piano player. 

ISOARDI:  Were all of these people local, Central Avenue, 

for the most part? 

SOLOMON:  Yeah.  Well, you work all over.  Every gig wasn't 

on Central.  But everybody would be-- You know, after things 

started branching out-- Like when I came along in the late 
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forties-- I started playing professionally in the mid-forties, 

right?  I can't speak for the thirties, but in the late forties 

and fifties these people were playing all over.  Some private 

parties.  We were never working in any Hilton [Hotel] or Beverly 

Hills Hotel type of gigs, but just gigs. 

ISOARDI:  Did you ever hear of a player named Lady Will Carr? 

SOLOMON:  Lady Will Carr?  No. 

ISOARDI:  Piano player? 

SOLOMON:  No.  That one goes by me. 

ISOARDI:  Okay.  Gee, I'm trying to think. 

 Last time, I think, Clifford, we had talked about you 

up into the mid-fifties or so.  I think you had come back. 

 You had hooked up with Charles Brown after coming back from 

New York, and you played with him for a little under two years. 

 Then you went with-- Was it Roy Milton? 

SOLOMON:  Well, I went to Alaska.  Then, when I came back from 

Alaska-- 

ISOARDI:  That's right.  We talked about Alaska-- 

SOLOMON:  Yeah, when my mother [Evelyn Horton Solomon] passed 

away, and I went with Roy in '56.  I was there from '56 to 

'57. 

ISOARDI:  Were you playing alto with Roy? 

SOLOMON:  No, tenor.  I didn't start playing alto until-- I 
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told you I got the alto from this guy that needed money.  

He had to get out of town.  I bought the alto, and I recorded-- 

I was with John Mayall at the time, so this was '71. 

ISOARDI:  Yeah, that was much later. 

SOLOMON:  When I was first coming up, Paul Madison's father--you 

know the saxophone player, the guy I grew up with--had an 

alto, and we would practice on the alto, because nobody had 

a saxophone yet.  But as far as playing and making any money 

on alto, no.  I didn't start playing it until '71 when I got 

this horn and was with Mayall and I used it, and he recorded 

it.  Then when I got to Paris, I told you that I sold it at 

a pawnshop, and Johnny Griffin helped me get the horn. 

ISOARDI:  Helped you get a Selmer, yeah. 

SOLOMON:  So I got the Selmer.  I played alto with Johnny Otis. 

 I really worked on tenor.  But I played alto with him in the 

mid-eighties, in '88, actually, upon my recuperation from 

my cancer, and I played it all the thirteen years I was with 

Ray Charles from '74 until I left Ray in '87. 

 After I recuperated, I went to Japan with Ray.  We did 

five dates, and it was during that time-- Well, I wanted to 

see if I could play again, which I could, but I also wanted 

to see if I could handle that road.  With Ray's type, I couldn't. 

 [laughs]  He said, "Well, are you all right?  You want to 
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stay?"  I said, "Well, you know I took this trip to make me 

realize why I left in the first place." 

 I worked with Johnny Otis on alto all of '88, so I played 

alto exclusively.  Sometimes I would do some tenor work, but 

mostly-- I played alto for a long time.  I made more money 

with alto than I had on tenor for a long time.  Then, when 

I got with Charles, then it was exclusively tenor.  Although 

I could have played alto on some stuff, or even soprano. 

ISOARDI:  And you're still playing tenor with Charles? 

SOLOMON:  Yeah.  The reason I didn't play alto or soprano with 

Charles was because I would have been required to carry all 

of these three horns, you know? 

ISOARDI:  That's a lot of weight. 

SOLOMON:  Well, not so much that, but I don't check my 

instruments to go; I take them on the plane.  And now, with 

just a carry-on and a saxophone, sometimes you have to argue 

the point.  "You're only allowed such and such."  "Hey, man." 

 You know what I mean? 

ISOARDI:  You're not going to give a Mark VI to a baggage 

handler. 

SOLOMON:  Yeah.  One time in France, I think I was with John 

Mayall, so I had the alto and the tenor in my carry-on.  They 

were giving me some static about-- This was when I got the 
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alto.  Our next stop was Barcelona, Spain.  When we got to 

Barcelona, Pony Poindexter, who was living there, came over 

to the hotel.  I said, "Hey, try my alto out, man.  I'm going 

to take a shower." 

 So he knocked on the door and said, "Man, this horn don't 

play." 

 I said, "What do you mean it doesn't play?" 

 He said, "It don't play." 

 I said, "What?" 

 So I tried it, and it was broken.  What had happened 

was that I had let them talk me into--  "We'll take care of 

it."  And sure, yeah, they did.  Madrid was the next day, and 

then we were going back to the States by way of Paris. 

 So Blue Mitchell and I-- Blue Mitchell was my 

partner--traveling partner and playing partner, drinking 

partner, just partner period.  He said, "Man, when we get 

to Paris--" We went on some Spanish airline out of Paris when 

the horn was broken.  He said, "No, man, blame it on Air France. 

 They're bigger.  They've got deeper pockets,  because they've 

got offices-- This little jive-ass Spanish airline doesn't 

fly anywhere but here.  File a claim.  File it against Air 

France, because they're all over the world." 

ISOARDI:  Well, it was a French horn, wasn't it? 
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SOLOMON:  "They've got offices in Los Angeles.  That's where 

you live."  I said, "Yeah, you're right, man." 

 So we got back to Paris, and I blamed it on Air France, 

on some flight that we had taken maybe a week or so before. 

 So I had to fill out papers.  John Mayall and the group, they 

were-- Our flight was ready to leave, and I wasn't through. 

 I couldn't finish until I had taken care of this business. 

 I said, "Oh, shit, I have to go all the way to L.A. by myself." 

 So I hear Blue's voice behind me, "What's taking so long, 

sucka?"  He had stayed to keep me company.  We were playing 

cards-- 

 I remember one time Blue and I played tonk from-- We 

would keep strokes--like one, two, three, four across--for 

fifty cents a game.  One time we flew all the way across the 

Atlantic Ocean playing tonk.  When we got to where we were 

going--I don't remember whether we were coming into New York 

or going to some European airport--but when we tallied up 

all the strokes I had won fifty cents.  I had one stroke over 

Blue. 

ISOARDI:  Pretty even.  [laughs] 

SOLOMON:  Blue said, "You know one thing, Cliff?  It's a good 

thing we're not professional gamblers.  We'd starve to death." 

 [laughs] 



 

 

     240 

 But I got into that story about the alto.  So from then 

on I have never, ever trusted my horn to-- I don't care if 

they say, "Well, we just won't take off."  I'm not giving 

my-- 

 One time I was having an argument with this flight attendant 

who was a really go-by-the-book chick.  I didn't want to lose 

my cool and wind up in the local bastille, but I'm standing-- 

She said, "You can't get on with both of those horns" in her 

almost unidentifiable English.  I guess she had difficulty 

understanding me, because she was saying, "No, no, no!" and 

I was saying, "Oh, oh, oh!"  So people couldn't get on because 

we were blocking. 

 I was determined.  I wasn't going to give up either one 

of my horns or even my carry-on, because I had medicines, 

I had my-- Well, this was before I had the cancer, but still 

I had my medications that I took.  No drugs.  I had no drugs 

at all; I didn't use drugs at that time.  But still there 

was stuff that was in glass bottles.  Everything is in plastic 

bottles now, but there was stuff in glass.  I didn't want 

that stuff broken up.  Then I had like a tape recorder in 

there, electric shaver.  You just don't give those things 

away.  You expect for them to be in there when you get it 

back, right? 
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 We were standing there going pro and con.  So the pilot, 

el capitan, he came out, and he sounded like Charles Boyer, 

[adopts a French accent] "May I be of assistance."  I told 

him what was happening, and he realized right away that without 

his entrance into the argument that there would be no winners, 

because I wasn't moving, and I wasn't giving up my horns, 

and she wasn't going to let me on the plane with them.  So 

I guess the reason he was a capitan instead of a mechanic 

is because of his quick decision making.  He said, "Monsieur, 

would you trust me with the saxophone?"  I said, "Oui."  So 

I gave him the tenor, and he said, "Voila." 

 Now the people are getting on the plane that were trapped 

so long, and there was like a seat-- I guess on a longer flight 

it would have been for one of the cabin crew--not a navigator, 

they don't use one--but it was like pilot and copilot, so 

I guess on a longer flight there would be a third person.  

But there was a seat.  So he folded it out, put the horn in, 

strapped it in so it was sturdy.  He said, "Voila?"  I said, 

"Oui."  The horn was strapped in, so I took my alto and my 

bag and went on back to my seat. 

 Blue and I used to sit always in the [rear] because you 

could smoke back there, and it was close to the rest room 

and the stewardess station with the drinks.  You didn't have 
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to wait and ring the bell, you know?  "Voila."  So that was 

the party station where you could smoke, drink, and have a 

good time.  So we were always the last ones off the plane. 

 It was a big plane, because when we got up-- I was thinking 

that I should go up there when we get ready to land and see 

about my horn, but then, after I got there, there was no place 

for me to sit down and strap in, so I had to stay where I 

was.  When we got there, the capitan was standing with my 

horn like Excaliber.  He was holding it like this, you know, 

and he said, "Monsieur," and handed me the horn-- 

ISOARDI:  Maybe he was a fan. 

SOLOMON:  --like Dexter used to take his bows. 

ISOARDI:  He used to offer up his saxophone. 

SOLOMON:  That's the way he was standing there, with the horn 

like this.  I was so happy that he did that for me that I 

invited him to see the show.  And he did; he came.  He and 

some chick--I don't know whether it was his wife or a flight 

attendant he was seeing--but they came to the show.  He was 

happy and I was happy.  It was Air France.  Air France has 

always been very good and hospitable. 

 Once with Charles Brown we played in the Meridien Hotel 

for a couple of weeks.  We were leaving there, so I had-- 

Danny [Caron] had given me my ticket to New Orleans.  We were 
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coming to the States for a day and then leaving the next day 

and going to play the New Orleans Jazz [and Heritage] Festival. 

 So I put the ticket, my passport, and my money in the safety 

deposit box at the hotel.  We closed, I went the next morning, 

I got my passport and my money, and for some reason or other 

the ticket had moved.  You know, safety deposit boxes are 

long.  The ticket had moved.  So I just grabbed the stuff that 

was toward the front.  When I got home I realized that I didn't 

have the ticket.  I said, "Oh, my God!  I couldn't have lost 

it out of my pocket." 

 I called the hotel and gave the information:  name, room 

number, safety deposit box.  They came on and said, "Yes, 

it's in there.  It's here."  I said, "Oh, my God, I've only 

got a couple of days before I've got to go to New Orleans." 

 So they said not to worry.  The Le Meridien hotel as well 

as the Hotel de la Concorde were owned by Air France, so they 

said not to worry. 

 What they did is they gave the ticket to the next flight 

to Los Angeles.  They gave it to the capitan, el capitan, 

commandant, commandant whatever-his-name, gave it to him 

personally.  He brought it to Los Angeles.  And I was there, 

because I knew what flight it was and what time it landed, 

so I was there and got my ticket.  They didn't make me pay 
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anything.  It was just a service.  They were glad to do it. 

 They brought my ticket and didn't charge me anything.  It's 

the only way I could have gotten it and made it to New Orleans, 

unless I would have had to buy a new ticket.  Air France was 

very accommodating. 

 They have a lot of strikes.  Frenchmen always say that 

during the summertime, when they take off, they have a strike. 

 Strikes are always in June, July, and August, never in the 

winter. 

ISOARDI:  Peak season. 

SOLOMON:  So on the strength of getting my horn messed up 

that time, I never take any more than what I need.  I only 

played tenor with Charles, so I don't take any other horns, 

because it's not required, and it's just an extra hassle to 

carry. 

ISOARDI:  I wanted to ask you a bit about playing with a variety 

of bands, beginning with Roy Milton, which I guess we're up 

to, and on through Ike and Tina Turner, Mayall, Canned Heat, 

Ray Charles, and all of them.  I think at one point, didn't 

you do a solo record date? 

SOLOMON:  On my own? 

ISOARDI:  Yeah, for Okeh [Records] or--? 

SOLOMON:  Yeah.  That was very funny. 
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ISOARDI:  How did that come about?  That happened in the 

mid-fifties, didn't it? 

SOLOMON:  That was in '53.  It was a Quincy Jones-Gigi Gryce 

collaboration.  We did this record date.  It was at Columbia 

studios. 

ISOARDI:  Here in Los Angeles? 

SOLOMON:  No, New York.  You remember I told you it was during 

the time that Hamp's band, we couldn't come back to Los Angeles. 

ISOARDI:  Oh, this is before you come back at the end of-- 

SOLOMON:  Yeah, yeah.  I was gone from the end of '52 until 

the end of '53.  It was maybe fifteen months that I couldn't 

come home because of that lawsuit.  Well, I came home once 

to visit, but as far as coming with the band, no. 

 So we had this record date.  I remember Max Roach was 

the drummer, and Ernestine Anderson--  [tape recorder off] 

 Actually, we had gotten up to-- This is a backtrack. 

ISOARDI:  Yeah.  We're going back a little bit just to go over 

how this came about.  Who else was on the session then? 

SOLOMON:  Jimmy Cleveland.  It was basically the same guys 

that were on that Clifford Brown Memorial album.  Remember 

I told you about it?   We did a session in Stockholm and in 

Paris. 

ISOARDI:  So it was a good-sized band? 
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SOLOMON:  Well, no, it wasn't that many.  It was an element 

of Lionel Hampton guys.  On the session we didn't have a whole 

lot of people.  I know Jimmy Cleveland was on it.  Art Farmer 

might have been on it.  Monk Montgomery, the bass player.  

The drummer was Max Roach, because Sonny Johnson-- Like I 

told you before, all these sessions we did were undercover. 

 So Sonny couldn't get his drums from the Lionel Hampton 

warehouse or whatever you would call it, so we had to use 

another drummer.  It just happened that Max was in the studio 

that day, so he did it.  On piano-- It may have been Quincy 

playing piano on it.  Gigi was an alto player, but I don't 

think he played.  He may have, but I don't think so. 

ISOARDI:  And it was you on tenor? 

SOLOMON:  Well, that was the only horn, the sole one on it. 

 I think on the "Square Dance Boogie" there were some added 

horns.  But on "But Officer" it was just me.  Like I'm the 

cop, so Gigi is saying, "But officer, that is my real name." 

 Then I played something.  That's the cop telling you, "Well, 

I don't give a shit.  You're lying, and blah, blah, blah." 

 Then Gigi said, "Well, officer, I can't walk that straight 

line."  Then the tenor, I'm the cop.  "You're going to walk 

the line or I'm going to put some hickies on your head" or 

whatever.  You know, it was 
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a conversation between this belligerent drunk and the cop. 

 It's quite funny if, when you play it, you think of that. 

ISOARDI:  So Ernestine sings on "Square Dance Boogie," and 

you just did those two cuts? 

SOLOMON:  Well, we did three. 

ISOARDI:  "Streetwalkin'" was the third one? 

SOLOMON:  That was the side that-- On the reproduction-- See, 

they've reproduced all this stuff.  That's why I've got a 

copy of it.  John said this stuff has been redone.  It's been 

reissued.  I said, "Yeah?"  Some companies bought a lot of 

tapes from the early Okeh catalog, so what they decided to 

use were these two. 

ISOARDI:  So they never put out "Streetwalkin'"?  It was never 

issued? 

SOLOMON:  No.  Well, yeah, it was printed up.  I think there 

was about maybe five copies sold.  Let's see, there's my mother, 

my aunt, my uncle--  [mutual laughter]  You know what I mean? 

ISOARDI:  Yeah, exactly.  Well, what about your others?   "But 

Officer" and "Square Dance Boogie" was issued as a 78? 

SOLOMON:  They were all 78s.  There had to be another tune 

done, because then a session was four tunes. 

ISOARDI:  Yeah, another side to "Streetwalkin'." 

SOLOMON:  But it could have been somebody else's. 
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ISOARDI:  Oh, I see. 

SOLOMON:  For example, there was an early Charles Brown record 

where they had Charles Brown on one side and Frankie Laine 

was on the other side.  You'd have two different artists on 

each side of a record.  This may have been Cliff "King" Solomon 

on one side and Wild West Willie and his Shit-kickin' Partners 

on the other.  Who knows? 

ISOARDI:  Is that how they billed you?  Clifford "King" 

Solomon? 

SOLOMON:  Yeah. 

ISOARDI:  Or was it Cliff "King" Solomon. 

SOLOMON:  I never used the name Cliff, and I certainly never 

considered myself a king, but some PR [public relations 

person]'s brain explosion:  Cliff "King" Solomon. 

ISOARDI:  That's how it came out? 

SOLOMON:  Yeah, man.  They've always screwed my name up.  As 

a matter of fact, the first instrumental album I did with 

Ray Charles was My Kind of Jazz, Part 3, and I was playing 

alto on it.  Somebody changed it from Clifford to Clifton. 

 Clifton?  So Gerald Wilson had played it on his [radio] program 

[Jazz Capsule on KBCA], and he said, "Clifton?  Clifton?  They 

must mean Clifford Solomon."  You know, how could they do 

that?  They spelled my name with an a, "Sal" or "Soloman." 
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 They always screw my name up.  I used to get pissed off about 

it.  I don't anymore.  I'd get totally furious!  [mutual 

laughter]  You know what I mean? 

ISOARDI:  Yeah, really.  Okay, Clifford. 

SOLOMON:  Give me a moment to think here.  Was there anything 

else I should say about that session?  Yeah, the producer 

was Marvin Holtzman.  Marvin Holtzman.  He was a Columbia 

producer.  He and Quincy were good buddies.  As a matter of 

fact, he was producing Tony Bennett at the time, because Tony 

was in the studio that day. 

ISOARDI:  Oh, really? 

SOLOMON:  Yeah.  He had done a session, and he was in the control 

booth when we were doing mine.  Actually, I say "mine," but 

what was done was we did these tunes, and Quincy and Gigi 

just spread the wealth, so to speak.  They just decided to 

put those in my name.  They just gave it to me.  It could have 

been Monk Montgomery, it could have been Quincy, it could 

have been Gigi, but they decided to share the wealth, which 

I thought was very nice. 

ISOARDI:  So when they came out it was just your name?  That 

was it? 

SOLOMON:  Yeah.  Well, I think the original label-- Yeah, it 

was Cliff "King" Solomon.  It didn't have the other people 
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on it.  I think "Square Dance Boogie" had Ernestine's name 

on it since she was doing the singing.  In Germany, this guy 

had an actual 78 of "Streetwalkin'" and "But Officer."  

"Streetwalkin'" and "But Officer" was back to back.  "Square 

Dance Boogie" wasn't on that. 

ISOARDI:  Oh, that was a separate 78, "Square Dance Boogie"? 

SOLOMON:  Yeah.  It was early Okeh.  One thing about those 

European collectors, when they collect jazz they're serious. 

ISOARDI:  Very serious. 

SOLOMON:  You know what I mean?  If you had a nose bleed in 

a record date in 1946, somebody would have a bloody Kleenex 

in a frame with your name.  [mutual laughter] 

ISOARDI:  And who got the Kleenex for you? 

SOLOMON:  Yeah.  How many boogers were in it and the whole 

bit.  But they had this discography.  That's when I found out 

that Max was playing drums, because I had forgotten that Max 

was on the session.  You know, you do a thing, and about sixty 

years later somebody's got it and you say, "Oh, man!"  But 

he wouldn't give me the copy, naturally.  But what he did, 

he ran a photocopy of the record on both sides and gave that 

to me.  I don't know where that is.  It's here somewhere.  

I've got so much stuff, Steve, you wouldn't believe.  I've 

got pictures and I've got stuff. I'll have to get some pictures 
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for you. 

ISOARDI:  Yeah. 

SOLOMON:  I've got stuff all in here, man--albums, old newspaper 

write-ups.  You see, they're yellow with age, right? 

ISOARDI:  Really. 

SOLOMON:  From all through-- Twenty-five years ago. 

ISOARDI:  Someday you ought to organize this stuff. 

SOLOMON:  So maybe our last day we can go through some pictures 

and some early write-ups.  You remember the Melody Maker, 

the magazine in London?  Max Jones?  In one of those papers 

is an article he did on me where I was talking about Ernie 

Watts much more than myself.  "But wait a minute.  The story's 

about you, Cliff."  Yeah.  So we'll go through and get some 

pictures. 

ISOARDI:  Good.  Good. 

SOLOMON:  But we still have a long way to go.  I want to get 

this done, but still and all, I don't want to-- 

ISOARDI:  Well, you want it to be thorough. 

SOLOMON:  Yeah.  I don't want to say, "Oh, damn, I should have 

told him about so and so."  I have nothing but time; I don't 

have anything to do.  And there's no deadline for you, I hope. 

ISOARDI:  There isn't.  We want a full story. 

SOLOMON:  So at the millennium, 2001, we should finish this. 
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 [laughs]  
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 TAPE NUMBER:  VIII, SIDE ONE 

 SEPTEMBER 10, 1998 
 
 

ISOARDI:  Clifford, I guess we're up to that point in your 

life when you come back to L.A. from Alaska and start settling 

in again.  I wanted to ask you, before we got into that, I 

think I read somewhere at one point that you had done a lot 

of studio work and spent time in the studio with Maxwell Davis. 

 I wonder if you could talk about him, because he's a name 

that comes up here and there.  What can you tell us about 

him? 

SOLOMON:  Well, Maxwell was a very much in demand tenor 

[saxophone] player for rhythm and blues records during the 

time.  He was on all of the early stuff.  He was the man.  

He was the one that the A and R [artists and repertoire] people 

would call on dates.  He could write.  He could play. 

 You know, the funny thing about record producers--A and 

R, which means "artists and repertoire"--they all have an 

idea or an opinion that they wouldn't deviate from.  Like 

a tenor player had to play honking solos in order for a record 

to sell.  If you didn't play a honking solo, it didn't work. 

 For example, I was reading yesterday that some guy passed 

away named Jimmy Feathers, I believe it was, who died in Memphis. 
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 He came up along with Elvis [Presley].  This guy that produced 

the old record company, I think Sun Records-- So Jimmy Feathers 

had written this song, and the Sun Records guy [Sam Phillips] 

didn't like it.  "Oh, this thing will never sell.  It's no 

good."  He totally thumbed it down.  So the guy got the song 

to Elvis, and Elvis loved it.  He recorded it, and it was 

on the charts for about a year.  A lot of those guys think 

they know every damn thing, and as it turns out, here's proof 

that they don't know anything.  Just because they, "This will 

sell and this won't sell.  The public wants to hear a saxophone 

player honking and jumping off of bars."  You can't see that 

on record.  It doesn't have to be that way. 

 Ray Charles was one of the people who showed that you 

didn't have to honk a solo.  He had [David] "Fathead" Newman 

and Don [Donald] Wilkerson.  They were playing jazzy.  Their 

style of playing was jazzy, but it wasn't too far removed. 

 I mean, it was nowhere near honking.  When you think of Gene 

Ammons and Stanley Turrentine, Fathead, Illinois Jacquet, 

you know, saxophone players of that ilk, they could play; 

you could apply it to anything.  They could play a solo behind 

Billy Eckstine.  They could turn and play one behind Ray Charles. 

ISOARDI:  You know, I came across an old recording a while 

ago from the late twenties of Louis Armstrong, and he's backing 
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the guy who's considered the father of country western, Jimmie 

Rodgers.  And it's "Pops" playing behind him.  It just goes 

to show, yeah, it's just music. 

SOLOMON:  American music. 

ISOARDI:  Exactly. 

SOLOMON:  So back when you were asking me about Maxwell, he 

was the one that everybody called, because he had played on 

some stuff that did well.  So they say, "Well, why take a 

chance on somebody unknown.  Let's use Maxwell."  So he was 

on all of the record dates.  Well, he was a hell of a nice 

guy. 

 In the mid-fifties, I think it was about '57-- No, wait. 

 It was later than that.  No, it was in the early sixties. 

 Maxwell hooked up with Jules Bihari.  They had a studio on 

Normandie [Avenue] near Slauson [Avenue].  The office was 

on one side of the street, and the recording was done on 

the opposite side of the street.  So every day we'd go in 

and record four tunes.  It was $25 a tune, $100 a day.  I 

remember that [Cecil "Big] Jay" McNeely and I were the tenor 

players.  They had trumpet and trombone.  I don't remember 

who they were. 

ISOARDI:  This was Maxwell Davis's studio band for the Bihari 

[brothers]? 
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SOLOMON:  Yeah.  Well, he would write-- It was very easy  

 

playing his music, because everything was in unison.  He would 

write every day.  Somebody would come in to do something, 

and Maxwell-- I don't know whether he was coproducer or what 

his position was, but every day he had us-- We were like his 

studio guys, the ones that he would call.  We'd go in and 

we'd record.  Say it's Monday, so we'd go in and record.  

Everything was in unison.  We'd do four tunes, take a couple 

of hours--quick hundred bucks, right?  So the next day we 

would go in, and we would be paid for the previous day, for 

that Monday's work, record Tuesday, and then get Tuesday's 

money Wednesday, and so on.  That went on for a little while. 

 That was $100 a day.  That went nice. 

 So one day we went in, and we recorded, and we were to 

go in the next day--the usual thing, do another session and 

get paid.  So late that night or early that next morning, 

I got a call that woke me up.  It was Maxwell's wife.  It was 

either his wife or somebody calling for her, but they wanted 

to let everybody know that there wouldn't be any session that 

next day because Maxwell had passed away. 

ISOARDI:  Do you remember when that was? 

SOLOMON:  He was writing.  He was at his work desk writing. 
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 I guess he was finishing up the stuff for the session.  Then 

his wife went in and told him to come to bed, and he didn't 

come in.  So she went in the next morning with his coffee 

or whatever, and he was stiff. 

 You know, somebody will always make a joke out of it 

saying, "You say he died?"  "Yeah."  "Did you get your money 

for the session?"  [laughs]  We didn't even think about that. 

 Somebody would think of it.  "Well, who paid you for the day 

before?"  You wouldn't think about that.  Somebody thought 

about it, though.  But that was a big tragedy, losing him. 

ISOARDI:  Do you remember what date that was? 

SOLOMON:  Date?  I'm not even sure of the year. 

ISOARDI:  Early sixties? 

SOLOMON:  Well, it wasn't too early in the sixties, because 

I was living in an apartment.  It was the late sixties because 

we got in the apartment after my daughter [Djamila Solomon] 

was born.  So it must have been about '69, maybe '68.  Yeah, 

about then. 

ISOARDI:  This is after you had gone with Ike and Tina [Turner], 

then? 

SOLOMON:  Yeah, it was after Ike and Tina.  But we were staying 

in an apartment not far from here.  I know it was probably 

'78 when I bought this house, so it was in about '68.  It 
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was somewhere in there.  I had left Ike and Tina.  I went with 

them in '64 and left them when my little grandaughter [Djatoi 

Solomon-Psalms]'s mother was born in '67. 

ISOARDI:  Do you know anything about Maxwell Davis's background? 

 Where he came from or anything like that? 

SOLOMON:  I don't know where he was born.  I'm sure that, as 

popular he was and as many hits he played on-- He was a saxophone 

player that was on all of those early Charles Brown recordings 

like "Black Night" and all those things.  Because, like 

I said, he was the tenor player of choice for all the record 

companies.  So whenever somebody needed a saxophone, he would 

be the choice. 

 I remember in the forties, I guess it was during World 

War II-- Do you remember I told you I used to go down to see 

the big bands?  I remember going to the Orpheum [Theatre]. 

 I think it was Andy Kirk.  It was Andy Kirk, Benny Carter, 

somebody's big band.  I was impressed by this saxophone player. 

 He played real good.  As it turned out later, it was Maxwell. 

 I don't know where he was born.  He may have come here 

during the war when a lot of people came here from other states. 

 I guess you could find out where he was born and when he 

came here.  He never was real popular, you know, about getting 

awards like Down Beat [magazine], Metronome [magazine], and 
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all those kinds.  He was just a straight-ahead tenor player 

that did all the record dates.  ISOARDI:  How did you hook 

up with him? 

SOLOMON:  With Maxwell?  I don't really remember.  How did 

he hook up with me I guess would be the question.  I don't 

know whether he got hip to me through Charles Brown, through 

Johnny Otis, through Pee Wee [Crayton], through T-Bone [Walker], 

maybe Big Jim Wynn.  I don't really know. 

ISOARDI:  He would have hit you sooner or later, because you 

touched all the bases. 

SOLOMON:  Well, I worked with quite a few groups around and 

recorded with Roy Milton.  We recorded one tune called "Rockin' 

Pneumonia and the Boogie Woogie Flu."  I think that was on 

the King [Records] label, if I'm not mistaken.  I don't really 

know how Maxwell got hip to me, but I was hip to him from 

way back.  He was a guy that all the musicians knew him and 

the record people knew him, but the average person in Phoenix, 

Arizona didn't know him.  Not that it mattered.  He didn't 

have to go on the road, because he was doing very well here. 

 He was an A and R man.  He would write for these various artists. 

 He coproduced.  He was involved, so he didn't have to go with 

a band somewhere to be heard by anybody.  He was a nice guy, 

too.  Friendly. 
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ISOARDI:  You come back from Alaska, you come back to Los 

Angeles.  It is a few years before you hook up with Ike and 

Tina. 

SOLOMON:  Quite a few years.  I came back in '56. 

ISOARDI:  Oh, from Alaska? 

SOLOMON:  From Alaska in '56. 

ISOARDI:  Oh.  And then you hook up with Roy Milton. 

SOLOMON:  Yeah.  I hooked up with Roy in '56.  There were a 

couple of guys with him that were with "Hamp" [Lionel 

Hampton]--we were with Hamp together--Walter Williams, the 

trumpet player; Oscar Estell; and then there was some guy 

like Lawrence Cato, the bass player.  We knew each other.  

Even though I was a young guy, I played with a lot of older 

guys on the Avenue, like Big Jim Wynn, who was the bandleader 

for T-Bone and Shifty Henry.  There were a lot of older guys 

that I had worked with, so I would meet these people through 

them, right? 

ISOARDI:  Yeah. 

SOLOMON:  So Roy knew who I was because when I first went 

with Charles, I believe it was in '52, I didn't just first 

go with him then, but we did a package with Charles Brown, 

who was the headliner--Roy Milton and Charles Brown.  So we 

did some dates together.  And Roy, his arranger and straw 
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boss was Jack Kelson [also known as Jackie Kelso]. 

ISOARDI:  Yeah, just up to the time you joined, right?  You 

joined a little after Jack left, something like that? 

SOLOMON:  No, Jack had been gone.  Jack was with Roy in the 

early fifties, about '52.  I didn't go with Hamp until the 

end of '52.  I was with Charles in '51 and '52.  I left Charles 

in summer of '52, came home and went with Floyd Dixon on a 

lightweight tour, and then came back, and then went with Hamp. 

ISOARDI:  But during that time Jack's with Roy Milton, right? 

SOLOMON:  Yeah.  Jackie was with Roy Milton in '51, '52.  He 

wrote a lot of those prettier, hipper charts that Roy didn't 

really record.  And, you know, Roy Milton--when you think 

of Roy Milton you think of rhythm and blues.  And his tenor 

player, Buddy Floyd, was a laughing stock.  Very well liked. 

 He was a one-note guy.  His solos were like big [mimics the 

sound of one smooth, long tone].  Maxwell would play.  He would 

fiddle.  I mean, he was playing, you know?  Whereas Buddy Floyd 

had these three or four notes,  and he would play, and people 

would say, "Yeah!"  "We want to get him on our next date." 

 "Will you play a Buddy Floyd solo?"  Oh, man, it was terrible 

the way these guys would-- Because Roy was a success, so they 

wanted you to play like Buddy Floyd.  Buddy Floyd was a joke. 

 So you would think Roy Milton was-- But when we were with 
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him he wanted you to play jazz.  For your solo play jazz. 

ISOARDI:  Really? 

SOLOMON:  Yeah. 

ISOARDI:  Well, how did he get trapped, this Buddy Floyd?  

Was it that he had a hit, and from that point on he had to 

do it the same every time? 

SOLOMON:  Because Roy Milton first started-- Well, he started 

way back when, but when he first became successful was in 

about '45.  In fact, Roy Milton and Joe Liggins--the 

Honeydrippers--it was about the same time, so they would have 

these rhythm and blues cavalcades.  It would be Roy Milton 

versus Joe Liggins.  Joe Liggins had a tenor player named 

James Jackson, and there was Buddy Floyd.  James would fiddle. 

 And to show you how stupid people are James would be playing 

his ass off, and time for Buddy to play, he'd say, [sings 

one long, swooping tone] and the people, "Yeah!"  You know 

how stupid the music public was. 

 Anyway, Roy told us-- Like there was an established Buddy 

Floyd solo on "R.M. Blues," and all of Roy's stuff sounded 

like it was like [sings simple swing riff] or [sings same 

riff slightly faster] or [sings same riff up-tempo]--a different 

song, a different tempo, but the same type of groove.  Well, 

on "R.M. Blues," which was his first big hit, Buddy's solo 



 

 

     263 

was [sings an excerpt from Floyd's solo].  All the guys knew 

this solo because there wasn't anything to learn.  You know, 

the cats would object and say, "Man, I don't want to go out 

there and play that bullshit."  So Roy said, "Well, we all 

will." 

 So he had the whole horn section-- It was like Oscar 

on baritone--Oscar played baritone and alto--me, Walter 

Williams.  It was three on it.  He had Johnny Rogers playing 

guitar, Cato, himself [Milton] on drums.  We started off with 

this girl playing piano, and then we got a piano player named 

Abdul Kareem from Ohio, who was a jazz player.  He was from 

Cincinnati, where King Records was.  In fact, I think he was 

recommended by Syd Nathan, who owned King.  Anyway, Roy had 

a little jazz band going there, you know what I mean, but 

he was noted as that [again sings simple swing riff].  So 

he would have all the horns go out and play this Buddy Floyd 

solo in harmony. 

ISOARDI:  Everybody?  Oh, man. 

SOLOMON:  Yeah.  Because that was expected.  Roy was very hip, 

he was very hip, and he knew it was a drag to go out there 

and play Buddy Floyd's shit, so he would just have everybody 

go out and play it-- Just like Hamp, sometimes he would have 

his whole reed section play Illinois Jacquet's "Flying Home" 
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solo.  But "Flying Home" was hip. 

 So when we would warm up the-- Though Roy played drums-- 

Some guys would have a drummer to play, and then they'd come 

on stage and take over.  But Roy would have us playing some 

hip stuff, some jazz tunes, some bebop, some Charlie Parker 

tunes and stuff, and he would play.  It would be a little 

corny.  If he had a solo he'd be like [mimics Milton's swing 

drumming]. 

ISOARDI:  [laughs]  Oh, no! 

SOLOMON:  But that was his style of playing, Steve.  The idea 

was there.  "I want you guys to play.  Don't feel limited to 

playing my bullshit." 

ISOARDI:  That's good. 

SOLOMON:  So we were with Roy for a couple of years. 

ISOARDI:  So it was a pretty good experience, then, musically. 

 It wasn't just the same-- 

SOLOMON:  Yeah.  Well, we traveled a lot, and we had a lot 

of fun.  He wasn't a problem.  He had a thing:  "No narcotics." 

 He said, "In fact, if I just think you're using-- I don't 

have to see you do it or-- If I just think you are, you're 

gone."  Guys were getting busted every week, and he never 

fired anybody.  "What happened to you?"  "Well, I was set up, 

Roy."  "Okay."  He was funny.  He was a funny guy, a nice guy. 
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ISOARDI:  Yeah, sounds it. 

SOLOMON:  He had this big bus driver named Jerry.  Jerry must 

have weighed about four hundred pounds.  And he could handle 

that bus.  One time we got into a skid; the bus was skidding 

all over the highway.  Musicians make up jokes and stories 

and say, "You know, Jerry saved us."  "Saved us, how?  By 

handling the wheel?"  "No, by being so goddamned fat.  The 

bus couldn't turn over with him in it."  He weighed it down. 

 The last couple of times I saw Roy-- He was always a 

sharp dresser, always a sharp dresser.  He always had his 

home furnished nice.  I went to Big Jim Wynn's funeral, and 

everybody was there that was still alive at the time.  Pee 

Wee Crayton was there.  Ivory Joe Hunter was in town; he was 

there.  All of the guys that were around.  Big Jim died in 

the sixties.  Roy was there, and he was sharp as a tack.  I 

mean, he was sharp and looking good. 

 I saw him again.  There was the midtown shopping 

center--when the Safeway store was there--and I was in there 

getting some groceries.  I was putting my groceries in my 

car.  This Cadillac pulled up, and Roy Milton got out.  "What 

the--? Pops!"  He said, "Cliff!"  We talked for a minute.  

He said, "Look, I just live right on the other side of San 

Vicente [Boulevard]."  He gave me the address and he said, 
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"Come on by."  I said, "Which apartment?"  He said, "It don't 

matter.  I own the whole building."  Which sounded like Lionel 

Hampton.  If he lived in an apartment, the building was his. 

 So I went over, and he was playing these records.  

Everything.  He was listening to Quincy [Jones] with [Count] 

Basie.  He was crazy about Basie and Quincy's charts.  He was 

jazz oriented, even though he had made his fortune in bullshit. 

 He was thinking jazz.  He loved Basie's band.  He said, "I 

wish I had had a big band like that."  I said, "Well, you 

could have."  But during that time-- 

ISOARDI:  Tough.  It would have been tough. 

SOLOMON:  How are you going to get a big band of guys playing 

[mimics Buddy Floyd's playing style again].  You know what 

I mean? 

ISOARDI:  Really. 

SOLOMON:  But the next I heard he was dead.  We sat there-- 

This was-- Well, let's see.  When Quincy first started doing 

the Basie thing, this was after-- Roy had records of Quincy 

when he wrote stuff for Dizzy [Gillespie], when he went on 

that state department tour with Dizzy, and that was in the 

late fifties, about '59 or something like that.  Then Quincy 

with Basie was a bit later, in the sixties.  I think Roy died 

in the late sixties or the early seventies, I'm not sure.  
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I tend to relate the time of year--you know, when it was--to 

where I was living or who I was playing with at the time.  

I can't pinpoint it exactly. 

ISOARDI:  How long did you stay with Roy Milton? 

SOLOMON:  A couple of years. 

ISOARDI:  Why did you leave? 

SOLOMON:  I got busted.  [laughs]  In '57-- I don't know if 

that was-- I know I got busted.  I'm not sure if that's why 

I didn't come back. 

 In '58, I think, I went to Vegas with Tommy and Evelyn 

Roberts.  We were a lounge act at the Dunes [Hotel].  This 

was 1958 Las Vegas, which was no different then 1958 Mississippi, 

you know what I mean?  So the drummer, Chuck Thompson, and 

I-- You may remember Chuck Thompson through his work with 

"Bird" [Charlie Parker]-- 

ISOARDI:  I certainly know who he was, yeah. 

SOLOMON:  --Dexter [Gordon] and Hampton Hawes.  He was with 

the Hampton Hawes Trio on the early recordings.  So he was 

a hell of a drummer, jazz drummer.  So we were working with-- 

We went to play.  So we did the opening night, and we were 

in the lounge.  It was during-- What did they call it?  Not 

"Hell's a-Poppin' Week," but anyway it was a week that was 

like a celebration, a centennial-type thing.  [Hell Dorado] 



 

 

     268 

 You would have these kangaroo courts.  They'd put you in a 

jail, which was like a caboose that was out in the parking 

lot of the hotel.  You know, it was one of those kind of things. 

 So we played the first set.  People liked the music.  

They liked the show, right?  So Chuck and I went into the 

coffee shop to get something to eat.  The waitress reluctantly 

gave us some menus.  As soon as we picked them up, this guy 

came along and took them up.  He said that we couldn't eat 

in there; we had to go in the kitchen.  Chuck and I looked 

at each other and said, "Okay." 

 We went and got my horn.  He didn't even get his drums. 

 We had uniforms on, so we changed the uniform, left them 

draped over the chair.  We didn't have a dressing room.  Wait. 

 No.  We wore what we had worked in to work because there was 

no dressing room.  There was nothing for black entertainers. 

 If you wanted to use the rest room you had to go outside 

behind a trash can or something.  It was terrible.  So Chuck 

and I just left.  We just quit.  We told Tommy, "We can't stand 

it.  We didn't come up for this type of bullshit."  Tommy was 

mortified.  "We can't play, man.  Not under these-- Eating 

in kitchens.  You know what I mean.  Come on, man." 

 So there were two clubs on the west side, which was the 

black part of Vegas; there was the Louisiana Club and the 
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Town Tavern.  Now, this was after the-- You heard about the 

Moulin Rouge hotel that was built? 

ISOARDI:  Oh, yeah. 

SOLOMON:  It was there but no business; it didn't have anything 

happening.  [tape recorder off]  These two clubs, the Town 

Tavern and the Louisiana Club-- The musicians that were playing 

on the Strip under these Jim Crow conditions--like Cab Calloway, 

Lena Horne, who was-- They give Sammy Davis [Jr.] a lot of 

credit, but Lena Horne was the one that helped break up all 

that bullshit out there, because she said, "If my people can't 

come in then you don't want me in there."  She was instrumental 

in helping to break up that stuff, and she did it in a way 

where it would be affecting business.  She's a very classy 

lady and had very great connections and a lot of clout.  People 

say "Sammy Davis."  Well, maybe he did.  Of course, he was 

so involved in hanging out with the "rat pack."  He could 

come in, "Well, I can get in, so too bad."  But I'll never 

forget that Cab Calloway had to change in a trailer. 

 There was Larry Steele's review.  It was very famous 

in Atlantic City.  It was a great review--dancers, 

singers--Larry Steele's review.  I remember Lena had Chico 

Hamilton on drums, and George Duvivier was the bass player. 

 I don't remember the piano player.  But there were so many 



 

 

     270 

great musicians and great acts in town. 

 Everybody, when they got off, would hang out at the Town 

Tavern and Louisiana Club, the Town Tavern especially, because 

they had a little house group.  Then all of the musicians 

would come and sit in.  You've got a million dollars' worth 

of entertainers, people just sitting in and stretching out. 

ISOARDI:  Jeez.  Nice. 

SOLOMON:  You could gamble.  It was a casino, a light-weight 

casino.  People could gamble.  Both of these clubs, but the 

Town Tavern especially.  So the guy that ran the Tavern asked 

me and Chuck, "Do you guys want to work here?"  We said, "Well, 

yeah."  They heard about what happened.  He said, "Well, you 

can work here."  We didn't have to be at work till twelve 

[o'clock].  So we worked there, man.  Even though we had left 

that bigoted scene, we were happy because we were playing. 

 And we were playing with some excellent musicians.  Everybody. 

 George Kirby and I used to hang out together.  Do you 

remember the comic, George Kirby? 

ISOARDI:  Yeah. 

SOLOMON:  A very funny guy. 

ISOARDI:  Yeah, I remember him. 

SOLOMON:  Everybody that worked Vegas would be over-- All 

of the black entertainers would be-- And the white ones too, 
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because they didn't like that crap either.  They said, "That's 

bullshit."  So they'd come over to the Tavern and were accepted 

like anybody else.  But on the other hand, you couldn't-- 

 The main reason is because these casinos catered to these 

Texas oil and cattle millionaires that loved to play poker 

and craps.  They figured that they would object to being in 

a casino with black people.  As it turned out, it didn't really 

make any difference; all they wanted to do was play.  They 

didn't give a shit.  The powers that be figured that, "Well, 

we don't want to run them off.  They'll leave the Dunes and 

go over to the Flamingo [Hotel]" or whatever.  It was just 

this mind-set, just like the record companies.  "We've got 

to have it this way.  This is the way it is supposed to be." 

 Say, "Well, why don't we try another way?  It might work." 

ISOARDI:  Yeah, really. 

SOLOMON:  That's what we were up against then. 

 So '58, I was in Vegas.  We came back here.  The date 

I don't remember exactly.  I think I got busted again, I'm 

not sure. 

ISOARDI:  It was a rough time? 

SOLOMON:  Yeah, well, I was a user.  I wasn't a crook.  "I'm 

not a crook."  [laughs]  I wasn't a crook, I was just using, 

and I would always get busted for possession.  But I never 
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did look like I was using, because I was sharp.  I didn't 

look run-down and raggedy.  So that was '58, '59.  I went away 

for a couple of years, and when I came back  there was no 

looking back.  I came back at the end of '62, just after 

Thanksgiving of '62, and I haven't looked back since.  That's 

a long time ago. 

ISOARDI:  Yeah, very much.  Very much so.  Not many people 

can say that. 

 How did you hook up with Ike and Tina Turner? 

SOLOMON:  Okay, upon my return-- I'll get to that in a minute. 

 When I went away I was working with a guy named "LaLa" [Henry] 

Wilson.  LaLa came out here--  He was the original bass player 

with the Jazz Crusaders when they came here from Texas.  He 

decided he wanted to go into rhythm and blues, which he did. 

 So he got a little band together, and I was in it.  He did 

pretty well.  Along with Big Jim Wynn we went-- We were absorbed. 

 In other words, Big Jim Wynn took over the leadership, so 

to speak, because we had some dates to do with Brook Benton. 

 We did some dates on the West Coast, as far as Vancouver, 

the Brook Benton dates.  So we did those, and then when I 

had to go away-- 

 Then, when I returned, LaLa was the first one to give 

me a gig. 
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ISOARDI:  Really? 

SOLOMON:  Yeah.  So I worked for LaLa.  In North Hollywood 

this guy named Chuck Boyd had a couple of clubs on Lankershim 

[Boulevard].  So I worked there just about all that year, 

all of '62 and '63. 

 We were playing at the California Club.  It was on Santa-- 

ISOARDI:  Santa Barbara [Avenue]?  Well, it's now Martin Luther 

King [Jr. Boulevard]. 

SOLOMON:  Now Martin Luther King but Santa Barbara then.  We 

were playing there.  We were backup for Marvin Gaye.  Jimmy 

Thomas was with Ike and Tina.  Jimmy Thomas and Marvin Gaye. 

 Marvin was the headliner; Jimmy was one of the openers.  

The whole Ike and Tina [Turner] Review came  

in to give Jimmy encouragement because he was part of the-- 

And also to see Marvin.  So they liked the band, they liked 

me, so Ike had somebody call and invite me over for rehearsal, 

which I went to.  As a matter of fact, it was the day that 

Muhammad Ali defeated Sonny Liston. 

ISOARDI:  Oh, you're kidding.  The first one? 

SOLOMON:  Yeah.  We listened on the radio.  There was 

television but it wasn't televised, it was on radio.  So we 

listened to it.  We were just playing around, messing around. 

 It wasn't a rehearsal.  I was just playing with Ike.  He was 
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playing in all of these funny guitar keys, these A's and E's 

and all these, which was no problem to me because Charles 

Brown used to do that, you know?  A lot of times we would 

play and these pianos would be out of tune, so Charles would 

raise stuff up, have us play a half-step up or a half-step 

down.  So we learned to play in all the keys.  It wasn't a 

problem.  Ike would start playing something, maybe E natural, 

and I played.  That impressed him, so we just jammed. 

 It was time for the fight to come on, and he said, "Break. 

 We're going to listen to the fight."  So we listened to the 

fight.  After it was over I said, "What's happening?"  He said, 

"Well, you got the gig." 

I said, "We didn't rehearse anything."  He said, "I heard 

you play."  He hired me--that was '64--and he sent me out 

as bandleader.  Well, here I was-- 

ISOARDI:  Really? 

SOLOMON:  Because he didn't come out immediately.  He had 

another group that he was grooming called the Turnabouts. 

 He had the Ikettes here and the Turnabouts there.  So he 

sent us on the road.  Then he had some gigs that he did-- 

He got together another little band here and played around 

the area with the Turnabouts, with no Tina.  So I said, "Well, 

hell, [inaudible] stuff."  But it was so cool, because the 
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baritone player, Marvin, would really groove.  He was Tina's 

sister [Alline Bullock]'s boyfriend.  He could really groove. 

 And the drummer [Thomas Norwood]-- All of the people in 

the group, with the exception of the bass player [Jessie 

Knight Jr.], who was Ike's nephew and felt like he should 

have been the bandleader-- At first he was a little standoffish, 

but he came through later on.  I had no problem with anybody. 

 If I'd kick off a number and it was too fast, the drummer 

would put it where it was supposed to be.  It went down pretty 

well. 

 There were no singers in the band.  We had the Ikettes. 

 Ike wasn't even doing that much singing.  He had a couple 

of novelty things that he would do. 

ISOARDI:  That was it? 

SOLOMON:  Yeah.  But we had nobody in the band that could 

be featured, say like as a singer.  So what we did was 

take vocal hits of the time--like a lot of Temptations stuff 

and Four Tops stuff, a lot of stuff like that--and play them 

as instrumentals.  I might play the vocal part on saxophone, 

and the trumpet and trombone and baritone would play lines 

like what the vocal backup lines were doing.  If we did a 

Supremes number, and if I played the lead, the vocal part, 

they'd be playing little stupid stuff like the Supremes would 



 

 

     276 

be singing.  So we did hit vocals as instrumentals.  

Unfortunately nobody recorded us.  Somebody got the idea and 

did it, and it was studio musicians, and it was so sterile 

and nothing.  It just had no feeling, so it didn't do well. 

 But we were the first ones to pioneer that type of stuff. 

 We were together for a long time.  We did some nice stuff. 

 It was like a big family.  We stayed together-- At least I 

stayed with them until my daughter [Djamila Solomon] was born 

in '67, and then I split. 

 Now, the year before, the band basically had a piano 

and bass player, Sam Rhodes, and a drummer that quit and formed-- 

They came back to-- Well they didn't come back then; they 

just didn't leave.  They had formed the [Sam and the] Good 

Timers group.  They wanted me to make it too, and I wouldn't 

do it.  I was Ike's bandleader, and they didn't really have 

anything concrete going.  I said, "Well, I've got a family 

on the way.  I can't just go out and speculate."  So I stayed 

with him.  My daughter was born, and then I left and went 

with the Good Timers working around the area.  The Ike and 

Tina bit led into the Good Timers bit, which was a different 

era.  We worked several places. 

ISOARDI:  I know before you said you went down to San Diego 

with them, with the Good Timers. 
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SOLOMON:  Yeah, we played San Diego, but I don't remember 

when I told you that. 

ISOARDI:  A couple of sessions back you mentioned it. 

SOLOMON:  Well, at our next session maybe you can dig up your 

notes and remind me.  But we worked this club called the Red 

Velvet.  It was on Sunset [Boulevard].  That was in '68.  A 

guy named Tony Farrell owned the club.  He sold it to a couple 

of guys from Denver, Dominic Lucci and Kurt.  I don't know 

Kurt's-- Kurt was German, Lucci was Italian.  So they bought 

the place and changed the name to the Soul'd Out.  So we worked 

there on up to '70. 

 In the meantime, the Monkees came in one night and liked 

us.  We went out with them as their backup band in '69.  We 

did [the] Joey Bishop [Show] in New York.  No, we did Joey 

Bishop here.  We did Johnny Carson [the Tonight Show] in New 

York and the Joey Bishop Show here.  We did about a year as 

opening act for the Monkees. 

 We had a six o'clock Sunday morning thing and would just 

pack them in.  It was two bands at that time; it was the Good 

Timers and what was to become the Watts 103rd Street [Rhythm] 

Band with Bill Cosby as their sponsor.  We had nobody sponsoring 

us, but we were in the same type of groove, because Sam [Rhodes] 

and everybody could sing, except the drummer and me.  So we 
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had a big crowd, big following.  We had so many people coming 

they had put a stop signal on the corner.  People would leave 

there jaywalking drunk and get hit by a car and run into people, 

so they put in a stop sign.  The police station is only two 

blocks up the street.  The police station--Hollywood 

station--was only two blocks up. 

 We were there a couple of years, then Johnny Otis got 

his thing back together.  So he used the Good Timers rather 

than organizing a group of his own.  He had the Good Timers-- 

ISOARDI:  Oh, he just hired you guys to--? 

SOLOMON:  But he gave us billing.  It was "the Johnny Otis 

Show featuring Sam and the Good Timers."  His son Shuggie 

[Otis] was with the show. 

ISOARDI:  He was just starting to emerge then, wasn't he?  

He was still kind of a kid. 

SOLOMON:  Yeah, yeah.  He was still a fledgling.  But he could 

play.  He could play ever since he was a little kid.  He could 

play.  So we did the Johnny Otis bit.  Peggy Lee heard us and 

liked us and hooked us up with John Davidson.  The manager 

had us working someplace in-- He wanted to change the name 

from the Good Timers to Hell and High Water. 
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 TAPE NUMBER:  VIII, SIDE TWO 
 
 SEPTEMBER 10, 1998 
 
 

ISOARDI:  I wanted to ask you what it was like leading the 

band for Ike and Tina.  What did you have to do? 

SOLOMON:  It was fun, because Ike respected me and I respected 

him.  It went pretty well.  I could do anything I wanted to 

do. 

ISOARDI:  [He] didn't mind if you played around with the 

arrangements and made changes?  Or what? 

SOLOMON:  Well, we would put-- 

ISOARID:  Could you hire people that you wanted?  Or did he 

get involved in that? 

SOLOMON:  Well, it was like a recommendation.  If we needed 

somebody, then if somebody said-- He would more or less leave 

it to me to bring somebody in, and he'd check him out.  But 

just looking back over it now, it was quite a few guys that 

I had-- One thing about it, you didn't have a steady turnover. 

 We went to Europe.  In 1966 we went to England, did the first 

Rolling Stones tour. 

ISOARDI:  Really? 

SOLOMON:  We went to England.  They had a record out called 

"River Deep, Mountain High," which was big in Europe.  It 

wasn't so big here.  Phil Spector wrote it, and it sounded 
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muddy and muddled because he had so much stuff in there.  

He had strings.  When they mixed it down it was very muddy. 

 But obviously they liked that muddiness type of thing in 

England, because it was a big hit.  So they took us over there. 

 Most of those young kids didn't know who Ike and Tina 

Turner were.  The Rolling Stones did.  It was other people 

on the show, too.  Long John Baldry, who, by the way, I saw 

in Vancouver early part of this year.  This guy was there 

and, "Clifford," and I knew it.  I said, "Long John!"  We hugged 

this big long-- Long John Baldry.  There were a couple of 

little acts that are probably defunct now.  Like I said, nobody 

had heard of Ike and Tina, none of the kids.  They were a 

Rolling Stones crowd.  When Ike and Tina would come on, when 

we'd play and they'd come on, they had never seen anything 

like it.  You'd see these fine chicks with these short skirts 

and pretty legs dancing and prancing and doing their routine 

and this band playing this soul music.  They had never seen 

or heard anything like this before.  The ones that hadn't 

heard of the Ike and Tina review before, they knew about it 

after that. 

 When the Stones came over to do their U.S. tour, they 

requested Ike and Tina to open the show for them.  Now, I 

was gone.  This was after I had left.  But then the American, 
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young, white kids became exposed to Ike and Tina because they 

went to see the Stones.  So it was the same thing in England. 

 The kids came to see the Stones, saw Ike and Tina, and said, 

"What is this?  Oh, my God!"  Then the same thing happened 

here.  That's why they took off.  That's why they took off. 

 It was that Stones tour.  Nineteen sixty-six was the 

celebration of the Battle of Hastings, which was in 1066. 

ISOARDI:  Oh, that's right.  Yeah. 

SOLOMON:  So at a lot of places we played it was like the 

celebration of this-- What would you call that?  It was nine 

hundred years?  What is that?  It's not a bicentennial. 

ISOARDI:  Oh, God no.  I don't know what you'd call it.  Nine 

hundred. 

SOLOMON:  How about a "long-time-ago-ial"? 

ISOARDI:  Yeah, that sounds good.  It will be easier in 2066; 

then you can say it's a millennial. 

SOLOMON:  So a millennium minus a hundred or something.  

[mutual laughter] 

 Like I said, when they came here I was gone.  But working 

with them was a lot of fun, and it was exciting. 

ISOARDI:  How was it musically? 

SOLOMON:  I'll put it this way:  he never did try to tell me 

how to play like somebody.  "Play yourself.  Play your jazz." 
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 Tina, on the other hand, wanted somebody who was more of 

a honker.  But he ran the show, so he's the one that liked 

what I was doing.  He was the boss.  So it went well.  I left 

to come home because my baby was on the scene. 

ISOARDI:  Oh, is that why you came back? 

SOLOMON:  Yeah, that's why I left. 

ISOARDI:  When did you get married?  You got married while 

you were with Ike and Tina? 

SOLOMON:  Yeah.  I met Bess [Brazle Solomon] in Houston.  We 

got married, and our baby was born in '67.  I met Bess in 

'65.  Djamila [Solomon] was born in '67.  She came two years 

later.  These kids [referring to children yelling in 

background].  My backyard looks like a playground, man, all 

these kids playing, especially Djatoi [Solomon-Psalms] is 

over here.  Everything is moved around.  They have a lot of 

fun. 

ISOARDI:  So that brought you back to L.A.?  A child? 

SOLOMON:  Yeah.  That brought me back from Ike and Tina.  So 

I was with the Good Timers up until about '70. 

ISOARDI:  Actually, before you get beyond Ike and Tina Turner, 

I've to ask you-- A few years ago a movie came out about Ike 

and Tina Turner, What's Love Got to Do with It. 

SOLOMON:  Yeah.  [unenthusiastically] I remember that. 
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ISOARDI:  [laughs]  Does that sort of summarize your opinion 

of it?  How accurate was the film? 

SOLOMON:  There were some things that were pretty accurate, 

like the house in East St. Louis and the house here.  Those 

were the actual properties.  They filmed the house in East 

St. Louis that used to belong to Ike.  That was the actual 

house in the film, and the one here was the actual house.  

Let's see, now, what else was factual?  [mutual laughter] 

ISOARDI:  That's about it, eh, in the entire film?  Oh, jeez. 

SOLOMON:  I tell you, I wanted to jump up and scream-- 

ISOARDI:  When you saw it? 

SOLOMON:  I never did read the book because I knew it was  

going to be anti-Ike.  All of this anti-Ike type of thing-- 

Nothing good was said about what he did to help people.  Like 

if somebody got sick he would pay the hospital bills and their 

rent, too, and the car notes or whatever if it was needed. 

 He would give instruments and cars and buy houses for people. 

 None of that was said.  It was all-- 

 And then, to be totally frank, I never saw him hit her. 

 I never saw that happen. 

ISOARDI:  All the time you were with them? 

SOLOMON:  I've been interviewed by people, and I said, "Well, 

I never saw him hit her."  Although I've seen her, and I never 
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could buy that she walked into a doorknob. I've never seen 

a doorknob shaped like a fist, with knuckles and stuff.  You 

know what I'm talking about?  But I never saw him hit her. 

 I know he did, but I never saw it.  You have to witness something. 

 If you took me to court and said, "Well, did you see it?" 

 "No." 

 But there was so much in the movie that was so bullshit. 

 In order to make a successful Hollywood movie you have to 

exaggerate.  There was a lot of exaggeration done. 

ISOARDI:  Really?  What were some of the other things that 

you thought were exaggerated or maybe should be mentioned 

to set the record straight? 

SOLOMON:  Well, I left them in '67, then I went back in '72, 

at the end of '72, part of '73.  I kind of saw the handwriting 

on the wall.  I left him, and I went with John Mayall.  No, 

I went with John Mayall, then went back with Ike and Tina, 

then went to Canned Heat, then Johnny Otis.  I went back to 

Spain.  I went to England and Spain.  So I went to Europe three 

or four times that year.  One of them was with them. 

ISOARDI:  When you say you saw the writing on the wall, you 

mean between them? 

SOLOMON:  That she was going to leave him.  Quite a few of 

the guys-- One of the trumpet players [Mack Johnson], he went 
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back with James Brown.  So the guys saw that it was breaking 

up. 

 In the movie they had Ike being strung out on cocaine 

and couldn't do the-- At that time Ike wasn't getting down. 

 He wasn't doing that then, in the early sixties, the first 

time I was with him.  The second time I was with him he was 

snorting a lot.  He hadn't gotten into the freebase thing 

yet, but when he did-- Ike never did do anything small.  Ike 

had this-- It looked like a science class.  He had this table 

with Bunsen burners and the-- 

ISOARDI:  Jeez.  Jeez! 

SOLOMON:  He had this smock, this white medical smock. 

ISOARDI:  [laughs] No!  No! 

SOLOMON:  He would be cooking up coke, freebasing to get rocks. 

 He used to cook up and get a big rock, and he's [laughs 

maniacally].  We started calling him "Dr. Ikenstein." 

ISOARDI:  The mad professor? 

SOLOMON:  Dr. Ikenstein, right? 

ISOARDI:  That's good. 

SOLOMON:  I mean, he went all the way.  It was like a science 

project.  He had all his little Igors running around in little 

lab jackets and shit.  It was so funny. 

 He had this closed-circuit TV, and he would leave cocaine 
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laying all over his studio and then go in another room.  

Everybody would say, "Watch this."  We're sitting there 

watching somebody come in there and be walking around.  The 

coke would be laying out here.  Somebody would be sitting 

there not knowing they were being observed, [whistles], 

gradually like-- 

ISOARDI:  Eventually move over to the pile.  [laughs]  Help 

yourself a little bit. 

SOLOMON:  Sure, not being observed.  Bells didn't go off.  

And you'd see them [rustles papers]. 

ISOARDI:  Scoop a little of it up, put it away quickly. 

SOLOMON:  So later on we'd be sitting around.  Ike would say, 

"You all want to see some movies?"  We'd say, "Yeah."  He'd 

turn it on and show this person stealing the cocaine. 

ISOARDI:  He taped it, had the room taped? 

SOLOMON:  He taped everything.  That's why you wouldn't even 

feel comfortable going to the bathroom in his studio.  He 

had them everywhere.  Everywhere!  And it wouldn't do any good 

to say, "Well, the lights were off," because he had this infrared 

thing where it didn't matter. 

ISOARDI:  Why all that stuff?  I mean, this wasn't just for 

a joke. 

SOLOMON:  No, he was-- 



 

 

     287 

ISOARDI:  Was he really paranoid about people taking advantage 

of him or something? 

SOLOMON:  Yeah, he was paranoid.  He was very paranoid.  Some 

say it was because cocaine use will make you paranoid.  But 

he was extremely paranoid. 

ISOARDI:  Yeah, that's a bit much. 

SOLOMON:  Like his parking lot, everywhere.  There wasn't 

anywhere you could go in his studio that you weren't observed. 

 And if nobody was watching you then the video cameras would 

be on.  Anything he wanted to back up and-- They would have 

sex orgies in there.  I never participated. 

ISOARDI:  Why, hell, it might come out as a movie if he's 

taping it all.  [laughs]. 

SOLOMON:  Well, not so much that.  I mean, I've seen some-- 

I won't mention any names--big name television people that 

have been there.  Two women in particular were very big that 

got down together. 

ISOARDI:  Jeez. 

SOLOMON:  They didn't know that they were being taped.  He 

never did use that commercially. 

ISOARDI:  Well, good thing.  Somebody might have done something 

to him. 

SOLOMON:  But what he would do, and you wouldn't put it past 
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him, was-- He had this one guy who was with the group, and 

Ike was having trouble with this chick.  He put this tape 

on where her old man was freaking off with two chicks. 

ISOARDI:  Oh. 

SOLOMON:  It was like a big joke.  "Ah, look at him!"  He just 

destroyed a lot of-- Whether it was marriage or not.  He 

destroyed a lot of stuff.  Are we taping this? 

ISOARDI:  Yeah. 

SOLOMON:  Well, I don't know if I want this to be on it. 

ISOARDI:  Well, you get the transcript. 

SOLOMON:  When you play it back, maybe I don't want it on 

the record.  But I didn't indulge in any of those type of 

things, because Ike might feel like playing a joke on me one 

time, and I didn't want that.  I think the drummer [Soko 

Richardson] and I were about the only ones that didn't, because 

it was there for you. 

ISOARDI:  Jeez. 

SOLOMON:  But back to the movie, man, there were some things 

that were factual, but most of it was Hollywoodized.  To 

Hollywoodize a movie would be to bullshitize it. 

ISOARDI:  Truly. 

SOLOMON:  There's sanitizing and Hollywoodize, which means 

bullshitize, okay? 
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ISOARDI:  Got it. 

SOLOMON:  But Ike, later on he became strung out pretty badly, 

but I wasn't around then. 

ISOARDI:  You left him at--what?--the end of '73? 

SOLOMON:  Yeah, somewhere along in there. 

ISOARDI:  Early '74 or something like that? 

SOLOMON:  Yeah, well-- 

ISOARDI:  That's when Ray [Charles] tapped you? 

SOLOMON:  Ray tapped me in September of '74, so who was I 

working with during that time?  I'd have to think about that. 

 I've forgotten who I was working with.  It might have just 

been-- I don't know.  I'll have to think about that.  But I 

went with Ray in '74, September. 

ISOARDI:  So it wasn't to go with Ray that you left Ike the 

second time? 

SOLOMON:  No.  No.  You know what?  It may have been.  Maybe 

I was with them in '73 up until just a little bit before I 

left-- Maybe it was.  Maybe it was.  I don't know.  I'd have 

to-- 

ISOARDI:  The second time you went back with Ike, was it your 

old position?  Were you bandleader again? 

SOLOMON:  No, no.  Claude Williams was the bandleader.  But 

it was no problem, because he didn't feel like I was trying 
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to usurp him--which I wasn't.  He got as much respect from 

me as a sideman as I was given when I was bandleader.  And 

he knew this.  He was a good guy.  He was from Chicago.  He 

was a trumpet player.  A very talented person.  He could sing. 

 He could write.  He wasn't worried about-- And Ike wouldn't 

fire him to hire me back as bandleader, anyway.  He was satisfied 

with what was happening.  I wasn't the type of person to-- 

 Even when I went back with Ray to do some dates, the 

bandleader, Alford [Jackson], was one-- I had hired when I 

was bandleader.  When I came on to do these dates he was the 

boss.  What he said went.  I didn't argue with him.  If he 

made a decision on something I didn't agree with, I held it 

to myself.  I might mention it to him later out of earshot 

of anybody else. 

ISOARDI:  You get touched a little bit by rock and roll.  

Certainly white rock and roll is touching on the blues when 

you go with Mayall and then Canned Heat.  How does that hookup 

come?  How do you get pulled into John Mayall and then Canned 

Heat? 

SOLOMON:  Well, Canned Heat, they basically were inspired 

by John Lee Hooker.  You know, [sings standard John Lee Hooker 

shuffle boogie riff]. 

ISOARDI:  Yeah, they recorded with him. 
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SOLOMON:  Then there were different variations on that.  So 

everything they did was based on some one of the old blues 

guys. 

 John Mayall was a different thing, because his blues 

was a little bit different.  They call him the "father of 

English blues."  Bullshit.  Blues is blues.  If you've got 

the blues, it don't matter whether it's England or Lapland, 

you know?  It's still the blues.  It might be a different 

approach, you know?  If I've got a headache, my headache is 

not going to be any less painful than yours.  If you're from 

Chapultepec, Mexico, and I'm from somewhere in Finland, same 

headache, same pain. 

 So John, his approach was a little different.  But then 

he had a jazz-blues-fusion type of band.  He had Blue Mitchell 

and me playing the horns--Blue Mitchell on trumpet.  He had 

Freddy Robinson on guitar.  Ron Selicoe was the drummer.  Keef 

Hartley was the drummer when I first went with him.  Keef 

had an English big band--drummer.  Larry Taylor was the bass 

player.  He was the original Canned Heat bass player.  So John's 

thing was blues, but he wanted your solos to be jazz inspired. 

 One of the albums we did was called Jazz Blues Fusion.  It 

was later done live.  Part was done in Hunter College in New 

York and the other was in Boston, where the Celtics play.  
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What's the name of that?  Boston Garden? 

ISOARDI:  Yeah, it used to be the Boston Garden. 

SOLOMON:  Boston Gardens I think is where it was. 

 Then we did another album here at the Whiskey A Go Go. 

 [Julian] "Cannonball" Adderly was a guest on it.  He played 

on just about everything.  Capitol Records decided that 

Cannonball couldn't appear with John on anything, so they 

couldn't use anything that he played on, so that killed that 

album. 

ISOARDI:  Yeah, really.  It's interesting, a lot of the early 

people from Britain who went on to have important rock careers, 

a lot of them started out playing jazz. 

SOLOMON:  Yeah, well, John was pretty unique, because he played 

guitar, he played piano, and he had this harmonica.  He sang. 

 He sang the blues with an English accent.  Are you ready for 

that? 

ISOARDI:  No. [laughs] 

SOLOMON:  Well, it's not too far-fetched, because there was 

a restaurant in New Orleans that was owned by a Chinese gentleman. 

 He was Chinese and had a southern accent. 

ISOARDI:  He probably spoke French on top of it.  [tape recorder 

off] 

SOLOMON:  I was asked before about the demise of Central Avenue. 
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 Like I said, I remember things when I was a little boy coming 

up on the Avenue--not so much the nightclubs but other 

surroundings, like the smells of the fish and poultry markets. 

ISOARDI:  Oh, yeah, yeah.  You mentioned it. 

SOLOMON:  Things about the tent.  The evangelists would be 

doing their thing.  They would throw the money, and then the 

kids, we'd come and dig up the money after they were gone. 

 The free candy bars going into the Savoy Theatre.  It cost 

a dime.  You got three cartoons, a Three Stooges, you got 

two movies, and free candy for a dime. 

ISOARDI:  This is all day. 

SOLOMON:  So we would sell like bottles, like Coke bottles, 

milk bottles, and stuff and get a quarter, or else our parents 

would give us a quarter.  So we'd go into a movie.  Before 

we'd go in we'd buy a hamburger--that was a nickel--from Coney 

Island [Chili Parlor].  You'd come out and get a hot dog, 

which was also a nickel.  So your show fair.  And that would 

be another nickel to buy a soft drink, so that's the quarter. 

 So the powers that be, or the powers that were, decided to 

raise the show fare to eleven cents. 

ISOARDI:  One more penny? 

SOLOMON:  And that destroyed-- 

ISOARDI:  The whole system! [laughs] 
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SOLOMON:  So then you had this four cents left over, "What 

can you buy with four cents?"  [tape recorder off]  Somebody 

said, "Well, you could give it at Sunday school in the morning," 

because this was always on Saturday.  Then somebody would 

say, "Well, why don't we just hold on to it till next Saturday, 

and then we'll have eight cents."  So these were the little 

kid problems back then, see?  

 Not only like coming up in two different worlds--by that 

I mean on 103rd Street, which was like the Central Avenue 

of Watts, and also on Central--so I remember all of these 

things from my childhood, even before I got into music.  So 

when I started playing in the late forties, the Club Alabam 

was in its demise.  I played there with Roy Porter, but the 

Alabam was no longer open every night as a cabaret. 

ISOARDI:  That was with Roy Porter's big band? 

SOLOMON:  Yeah, yeah.  But the Alabam was like, if someone 

wanted to have an affair there, then they would lease it, 

you see?  It's like if you rented the Elks [Auditorium]. 

ISOARDI:  So that was about it for the Alabam? 

SOLOMON:  Yeah. 

ISOARDI:  And that was when?  In the fifties? 

SOLOMON:  It was in the late forties. 

ISOARDI:  Even in the late forties it was slowing down that 
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much? 

SOLOMON:  Yeah, and right after the [Second World] War.  I'd 

say about '47 or '48 it was slowing down. 

 But you know, I was reading an interesting article in 

Sunday's paper in the [Los Angeles Times] Metro section.  

I don't know if you have it.  I have it; I'll give it to you 

if you'd like to study it.  But it was like the demise of 

Hollywood, where Hollywood [Boulevard] and Vine [Street]-- 

ISOARDI:  Oh, yeah, yeah. 

SOLOMON:  You know, with the restaurants. 

ISOARDI:  I saw that. 

SOLOMON:  They were talking about rejuvenating it, which could 

very well be.  So rather than tear down and build something 

else, maybe rebuild what was there.  Like the Brown Derby 

restaurant is gone, so rebuild a new Brown Derby.  There were 

landmarks like the Earl Carroll Theatre.  There were so many 

landmarks that have been swept away.  Land developers, "We 

don't need it.  Tear it down and put up a McDonalds 

[restaurant]," you know, that type of thing. 

 We're the only country in the world that does this.  

My wife [Maki Hayashi Solomon] and I were talking about Osaka 

castle.  It's been there even before Columbus came here, and 

it's still there in Osaka, Japan.  There are places and streets 
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in Europe that I've seen that are from medieval times. 

ISOARDI:  Oh, the centers are still the centers of the cities. 

SOLOMON:  There are castles in Italy that were there before 

the Crusades.  They're ruins now, but they're still there. 

 They belong to the government; nobody owns them.  But they're 

still there.  Some of them they have concerts in.  Ray Charles-- 

We played many castles--in Lyons, France, for example.  There 

was the Colosseum that was built by the Romans, and they have 

concerts there.  The dressing rooms are where they had the 

lions.  The movie Dexter Gordon was featured in, Round 

Midnight-- Well, after his character died-- 

ISOARDI:  Oh, that big concert scene at the end? 

SOLOMON:  It was in Lyons, France.  Where are you going to 

find someplace that old here?  You won't.  You might find 

something terribly old on the East Coast, in New England 

somewhere.  I'm surprised that they haven't torn down the 

Spanish fort in Florida.  What was it, St. Augustine?  St. 

Augustine, Florida, there is an old Spanish fort that goes 

back to the sixteenth century.  It's still there, because 

I guess they figured that a shopping mall wouldn't work on 

that location, so they kept it.  In Europe and everywhere 

in the world, are old things disrespected as much as they 

are here?  Especially on this coast, you know? 
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ISOARDI:  Truly. 

SOLOMON:  If they are excavating and they run across an ancient 

Native American burial ground, they'll try to figure out some 

kind of way, "Well, move the bones, goddammit.  We've got 

to put a highway through."  You know, nothing is respected. 

 Especially anything old.  They treat old stuff like old people: 

 "Oh, you're not useful anymore.  Just go over there and die 

somewhere.  Try not to stink up the place, all right?"  There 

are cultures and societies where the older a person is the 

more respect they get.  They consider elders wise.  They're 

not thrown away, but their counsel is respected.  But that's 

a different culture. 

 I mentioned that article about Hollywood Boulevard because 

it shows the demise of Hollywood, about people moving out 

of the area and the whole bit.  The same thing can be applied 

to Central Avenue.  But whereas Hollywood can be revived, 

Central will not be, because there is a whole different ethnic 

community that has come in there. 

ISOARDI:  It's not the same anymore. 

SOLOMON:  No, no. 
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 TAPE NUMBER:  IX, SIDE ONE 

 SEPTEMBER 21, 1998 
 

ISOARDI:  Clifford, I think last time we stopped just as you 

joined Ray Charles's band.  But before we get into this part 

of your career with Ray Charles and then up to the present, 

I guess with Charles Brown, let me just ask you-- We talked 

about how L.A. changed and the black community changed after 

the end of Central Avenue through the 1950s, but maybe before 

we get into Ray Charles, whom you join in '74, you can talk 

a little bit about the community and the music scene here 

in L.A. in the sixties and the seventies.  I know you were 

traveling a lot, and you were certainly out of town a lot, 

but do you have any observations on what's happening then, 

especially compared to the old Central Avenue days? 

SOLOMON:  Yeah, well, like we discussed before, the music 

scene wasn't just limited to Central anymore.  I think we 

talked about Broadway, and there were a couple of joints on 

Avalon [Boulevard], which was the next large boulevard west 

of Central, like the Crystal Tea Room.  I think we discussed 

it.  There was the La Criss.  The La Criss was a club that 

was owned by Larry-- His last name will come to me later.  

He also-- 

ISOARDI:  Is it Larry Hearne? 
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SOLOMON:  Larry Hearne, Larry Hearne.  Thank you.  He had the 

club on Martin Luther King [Jr. Boulevard]. 

ISOARDI:  The California Club? 

SOLOMON:  No.  There was music there, too.  It was jazz--  

[Memory Lane]  Well, we've gone too far west.  On Avalon-- 

ISOARDI:  Well, by the sixties, where are we?  Are people still 

playing at these clubs on Western Avenue? 

SOLOMON:  Yeah, at the La Criss in '58 on through part of 

the sixties.  Like I said, it wasn't a real plush type of 

place, but it was where everybody went. 

ISOARDI:  Where was that at again? 

SOLOMON:  It was on Avalon in the forty hundreds.  It was 

directly across from the old Wrigley Field.  Do you remember? 

 Wrigley Field was where the Los Angeles Angels played 

[base]ball. 

ISOARDI:  Yeah, just east of Central. 

SOLOMON:  Yeah.  It's on Avalon between Avalon and, I believe, 

San Pedro [Street].  The Cavalcade of Jazz would be held at 

Wrigley Field.  Gene Norman, the disc jockey, who-- After 

Norman Granz had the Jazz at the Philharmonic, Gene Norman 

started the Cavalcade of Jazz.  They were held at Wrigley 

Field. 

ISOARDI:  When did those start? 
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SOLOMON:  Late forties. 

ISOARDI:  Really?  And they lasted into the sixties? 

SOLOMON:  Yeah.  Well, you know, it was seasonal.  He might 

have one or two a year, maybe one in the spring and one in 

the summer, who knows?  It didn't travel.  It wasn't a traveling 

show like Jazz at the Philharmonic.  Cavalcade of Jazz I think 

was strictly in Los Angeles.  Although, who knows?  I'm not 

sure about it.  You know, he could have had a venue in San 

Diego or maybe up north somewhere, but I don't think so.  

Gene Norman was popular in the L.A. area because he was a 

disc jockey.  I don't remember the station he was on, but 

I'm sure it didn't carry on down to San Diego or up to San 

Francisco.  So he was popular around this area, a very personable 

guy.  He opened a club on Sunset called the Crescendo.  You 

may have heard of it.  It was jazz oriented. 

ISOARDI:  When was that? 

SOLOMON:  This was, I think, in the early fifties. 

ISOARDI:  That's when he opened the Crescendo? 

SOLOMON:  I think so.  These could be researched.  Because 

the Crescendo-- I'll give you these names, and if I'm mistaken 

on some dates and stuff they're easily researched.  We discussed 

the club on Broadway-- We're steadily moving west now.  On 

Broadway and Vernon [Avenue] was the Brass Rail.  I think 
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we discussed it. 

 Then on Figueroa [Street], Joe Adams, who was Ray Charles's 

manager, opened a club called Le Pigaille.  He would have 

name acts there--not big, big, big names, but name acts, you 

know, classy acts.  I think Arthur Prysock was there.  Billy 

Eckstine may have appeared there, because he and Joe were 

friends.  Earl Grant.  Most of the people that appeared there 

did it out of, I guess, friendship with Joe, but I'm just 

guessing.  I don't know.  Joe Adams, by the way, was the first 

black disc jockey in Los Angeles.  He started with Al Jarvis. 

 I think it was Al Jarvis. 

 There was a very popular disc jockey named Hunter Hancock, 

Huntin' with Hunter.  Hunter's show was sort of a jazz 

show--rhythm and blues, jazz.  It was mixed.  You didn't hardly 

hear top forty stuff on there. 

ISOARDI:  Was he the guy who would deejay out of Dolphin's 

[of Hollywood] record store?  Or was he on another station? 

 Am I mixing them up? 

SOLOMON:  I was going to mention John Dolphin, Dolphin's of 

Hollywood. 

ISOARDI:  Which wasn't anywhere near Hollywood, right? 

SOLOMON:  I don't know.  Let's see, there was Bill Sampson. 

 Bill Sampson was a disc jockey, and I think he may have started 
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broadcasting from Dolphin's.  The show was done in the window. 

ISOARDI:  At Dolphin's? 

SOLOMON:  Yeah.  He opened it in another location, a small 

location, but then he built the one on Vernon and Central. 

 It was on Vernon but right at Central; it was just west of 

Central.  So if you were walking south on Central and made 

a right-hand turn, a few steps from there was Dolphin's of 

Hollywood.  So they'd broadcast-- They had this big window, 

and that's where the disc jockey sat playing records.  There 

were speakers outside, and they'd be playing music, and the 

kids would be out there dancing in the street.  Do you remember 

that song "Dancing in the Streets"?  Well, that was literally 

dancing in the street, because they were playing like the 

doo-wop groups and [Cecil "Big] Jay" McNeely type of saxophone, 

honking type of stuff. 

 Jay McNeely was, I guess you could say, a honker, but 

he could actually play.  In the mid-forties he had this group, 

he and Sonny Criss and Hampton Hawes. 

ISOARDI:  Hell of a group. 

SOLOMON:  Yeah.  Hampton Hawes.  Leon Moore was the drummer, 

"Buddy" [William] Woodson was the bass player.  They had a 

hell of a group.  I mean, they were playing bebop. 

ISOARDI:  Really? 
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SOLOMON:  Jay was playing bebop.  He was spitting out notes 

like Teddy Edwards.  In fact, they sounded about the same. 

ISOARDI:  Jeez.  Did you see them play? 

SOLOMON:  Sure. 

ISOARDI:  What clubs did they play at? 

SOLOMON:  There was a club in Watts called the Club Savoy 

that they opened up. 

ISOARDI:  Really? 

SOLOMON:  Yeah.  They opened up the Club Savoy.  It was built, 

and they opened it up.  There were some clubs-- There was 

one on Vernon near San Pedro.  There were some spots on Central. 

 A lot of gigs were done at like the Elks [auditorium] that 

had dances where they would play.  But it was a bebop group, 

man.  Jay was-- 

 You know, he can still play.  But after "Deacon's Hop" 

was a big hit--bullshitting on the horn, you know--he was 

making money, so he stayed with it.  But he could play.  He 

could play.  He was a tenor note, a spitter.     He could play. 

 When you closed your eyes, you couldn't tell whether it was 

Jay or Teddy Edwards.  But Jay put comedy in his playing.  

He put a lot of comedy in his playing, especially to watch 

him. 

 There was another tenor player named James von Streeter 
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that was a good player.  He came out here from somewhere, 

I don't know, but way back, maybe late thirties.  He was a 

good player, but then he got on the bullshit route too. 

 These guys would do that because it was expected.  The 

promoters and A and R [artists and repertoire] men expected 

them to.  "That's what the public, what people,  want, what 

people want!"  Bullshit.  The people want what is given to 

them, you know?  If we said, "Okay, we're going to eliminate 

all of the bullshit and everybody is going to play jazz," 

well, the people would have wanted that, because it was what 

everybody was doing.  I guess the record people and dance 

promoters, they're just like politicians now. 

 You give the people what the people want-- When you have 

the news media, and you're steadily hearing negative things 

about a political opponent or even the president, you know?-- 

If you've got a conservative court, which we have-- Congress 

is controlled by conservatives.  So how do you think the 

president is going to beat the problem?  Which has nothing 

at all to do with the music.  I just thought about that, and 

I just brought it up. 

 But it was the same way with music then.  They dictated 

what they would play and what they would serve the public. 

 So the public, not having a choice, they say, "Well, yeah, 
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this is what I want."  They didn't really-- You know what 

I mean. 

ISOARDI:  How long was Dolphin's open down on Central Avenue? 

 It sounds like it was a real mecca for certain types of music. 

SOLOMON:  Well, yeah, it was.  It was started in another 

location; I don't remember where it was.  It was a small shop, 

a little record shop, and then it expanded into where he would 

broadcast from there--KGFJ I believe it was.  When I was a 

kid growing up, Hunter Hancock-- I think it was KFWB at first. 

 Gene Norman I think was on KFWB.  KFWB was the station.  You 

know, that's where the-- Gene Norman, Hunter, Al Jarvis, as 

I said before-- Joe Adams was the first black disc jockey, 

but he was associated with Al Jarvis.  Like Johnny Carson 

and Ed McMahon.  Joe Adams was the McMahon.  Then Adams got 

his own show on KWKW, I think it was, which was a sunrise-to-sunset 

station in Santa Monica.  He later moved to Pasadena or Altadena 

or somewhere, but he started in Santa Monica.  I may be getting 

some of these facts confused, but, like I said, they can easily 

be researched. 

ISOARDI:  Right. 

SOLOMON:  Now, he was the first disc jockey to actually feature 

jazz on his show.  Jimmy Smith, the organist, he was introduced 

on Joe Adams's show.  There was "Adams' Alley," which was 
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an Illinois Jacquet composition.  It was written for Joe, 

"Adams' Alley."  It was written for Joe Adams, [sings excerpt 

from melody to "Adams' Alley"]--  typical Jacquet--and it 

was Adams's theme song.  He loved Gene Ammons, or [speaking 

in an affected radio voice]  "Gene Ammons" [pronouncing the 

last name "Ahmmons"].  That was-- 

ISOARDI:  "Ahmmons." 

SOLOMON:  Yeah, he had that classy way of talking.  It was 

"an offering by Gene Ahmmons."  [laughs]  Oh, man.  "Gene who?" 

 But he introduced jazz in a classy manner.  He would play 

stuff like-- He might stick in some Percy Faith or some Mantovani. 

 It was a classy show, but it was basically jazz.  He would 

get jazz artists when they came out here and interview them. 

 Then he [Joe Adams] was in pictures.  He played Husky 

Miller in Carmen Jones, you know, the fighter.  Instead of 

a bullfighter he was a prizefighter.  There was the movie 

he did with [Frank] Sinatra and Edmund Purdom, I believe, 

called The Manchurian Candidate.  Adams was the FBI [Federal 

Bureau of Investigation] agent who helped crack the case or 

something.  You can look up what he's done, too. 

ISOARDI:  Yeah, sure. 

SOLOMON:  He's been Ray Charles's manager for years and years. 

 Well, he had the club Pigaille on Figueroa. 
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ISOARDI:  How long did that last? 

SOLOMON:  I'm not sure.  I'm not sure.  I guess long enough 

for him to make money and lose money.  [laughs] 

ISOARDI:  The story with most clubs. 

SOLOMON:  You know, Los Angeles was a place that you would 

open up a club, open up a dive, and the place would be packed 

all the time.  Then you'd say, "Well, I'd better enlarge it." 

 So you'd buy the couple of shops next door, knock out the 

walls, enlarge the place, invest a lot of money, make a nice 

place, and then people stop coming.  It's like Pete Rose saying-- 

"Do you still go to so and so?"  "No, man.  That place is always 

so crowded, nobody goes there anymore."  "Say what?  What did 

he say?"  Some of the clubs were like that.  It would be so 

crowded that people would say, "Oh, hell, I'm not standing 

in line."  They'd find someplace else.  Then pretty soon the 

crowds would drop off.  Some guys were used to some dive where 

they could get up and dance, maybe spill their beer on the 

floor.  But when you get a place and you've got these plush 

carpets and security guards looking at you and watching your 

every move, you're going to say, "Man, this place is like 

being in prison," so they'll find another joint to go to.  

Do you know what I'm talking about? 

ISOARDI:  Yeah, truly. 
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SOLOMON:  So the Pigaille lasted for some time.  This was in 

the mid-fifties.  I think it was about maybe '55, '54 or '55. 

 Ray Charles didn't really get started with his big band until 

the late fifties, maybe '59 or '60, because in '57, '58, he 

had the small group.  He had the little group with [David] 

"Fathead" Newman and Leroy Cooper and Hank Crawford. 

 I remember once, I went to Cleveland, and the hotel where 

we were allowed to stay was the Majestic Hotel.  I was checking 

in, and Sonny Stitt was coming out with his wife Bobbie.  

We were checking in, and he said, "How long are you going 

to be here?"  We talked, you know, and I said, "Well, tonight 

we're going to see Ray Charles." 

 "What?  Ray Charles is in town?" 

 I said, "Yeah, he's working at--" Whatever club it was. 

 Gleason's Show Bar. 

 He said, "Man, I love Ray Charles." 

 So we got together, and we all went to see Ray.  Ray 

had this small group, and they were cooking.  Sonny Stitt 

was a big fan.  Everybody loved Ray.  The jazz players, the 

Sonny Stitt-type guys, everybody loved what Ray was doing, 

even until today. 

 We played a-- I keep jumping around, but these ideas 

come up, you know-- 
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ISOARDI:  Yeah.  Well, it's leading us up to when you joined 

the man. 

SOLOMON:  Now, this happened when I was with Ray, to show 

you the versatility and how much Ray is loved.  One of Ray's 

sons had a problem, so he was in this prison in California. 

 I guess Ray could have pulled some clout, but he said, "Let 

him learn his lesson."  Who knows?  But Ray took the band up 

and played up there.  Free.  He played at the prison.  I don't 

remember which one--[Salinas Valley State Prison in] Soledad 

[California] or one of them.  It was where [Charles] Manson 

was.  Manson was there, and there were some pretty bad actors 

there. 

 We were playing.  We had the outside, and to the right 

of the stage were all of these celebrity seats.  The celebrities 

were the prison officers, not the guards but the 

officers--lieutenants and captains and wardens and all that 

bit.  Their families were seated there, then all of the guards. 

 Everybody was very, very nice to us. 

 So you'd look out, and you'd see the white guys sitting 

over here, the black guys over here, and the Latinos over 

here.  They had all separated themselves.  So we were playing, 

man, and pretty soon they were jumping up and were all mingled 

up and dancing together--not like men and women, but just 
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dancing.  It was amazing.  Like everybody was united through 

Ray Charles.  Ray was doing country western, he was doing 

gospel.  You know Ray, his repertoire was everything.  When 

we were leaving this lieutenant said, "You know, it's amazing. 

 We've had a lot of groups here.  We've had country groups 

that all the white guys go to, we've had Latino groups that 

all the Mexicans go to, we've had black groups that all the 

blacks go to, but this is the first time that everybody has 

come together for one artist."  It was Ray Charles. 

ISOARDI:  Wow.  Universal. 

SOLOMON:  Yeah, yeah.  Universal appeal.  Well, you've heard 

Ray and you know what he's into.  That was pretty amazing. 

 We saw this happen.  It was like you've got three warring 

factions staring at each other across a battlefield, and all 

of a sudden they're all together, and having fun and laughing 

and talking.  Even the prison guards, who were called hacks 

and always were looked upon with respect but fear and hate. 

 At the concert, you'd look up at the gun towers, the guy 

up there with the gun, he was doing this thing, I guess dancing 

with his M-1 [rifle].  Who knew? 

 But Ray Charles did that, man.  I've seen it happen many, 

many, many times.  He integrated people through his music, 

which covered everything.  Ray's music was so versatile and 
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universal that any type of music you like, he would eventually 

get to it. 

ISOARDI:  Was that a stretch for you, then, playing with him? 

SOLOMON:  No.  It was totally enjoyable.  Every night, man, 

there were tunes that we would do at every show, like "Georgia." 

 That was expected.  He always ended the show with "What'd 

I Say"--we knew that--sometimes real fast and sometimes mellow. 

 But "Georgia" was a must.  Every show.  You could say, "Well, 

this guy has been doing this tune--"  And every time he sang 

it it sounded like he was really into it.  Some people said, 

"Do you get tired of doing 'Georgia'"?  He said, "Every now 

and then."  But anything that had made as much money for you 

as it does, you know-- But Ray would get into something, he 

might have a splitting headache, but you wouldn't know it. 

 It would be so totally-- 

 And he would always do and sing and play it a little 

different.  You didn't know what he was going to do.  It wasn't 

cut and dried.  Like you put on a record and you play that 

record ten times, it's going to sound the same all ten times 

you play it.  But with Ray, he might do it this time, and 

then you tape it-- If he did a song ten times and you taped 

all ten times and just keep the tape rolling, each time there 

would be parts that were a little different, because he was 
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always trying new stuff.  Even on an old song, new ideas.  

You never knew what he was going to do.  It was always a challenge 

and fun to watch him and to play with him and listen to him 

sing.  Yeah.  I have a lot of respect for him as a musician. 

 As a musician.  [mutual laughter]  Okay? 

ISOARDI:  Qualified there. 

SOLOMON:  All right.  So-- 

ISOARDI:  He taps you in the mid-seventies.  Was it '74? 

SOLOMON:  It was '74. 

ISOARDI:  And he's had his big band for about fifteen years? 

SOLOMON:  Yeah.  Well, I think he started the big band maybe 

'59, '60.  In '59, I believe it was. 

ISOARDI:  Did you think twice about going with him? 

SOLOMON:  Did I think or would I think? 

ISOARDI:  Did you then think twice about it? 

SOLOMON:  No.  You see-- 

ISOARDI:  Or was this the job that you had always wanted? 

SOLOMON:  No.  You see, I had been recording with him for ten 

years before I went with him, since '64.  When I left to go 

out of town with Ike and Tina [Turner] we were in the middle 

of a recording date.  He used to call me in to lay solos down 

when the band would be on the road. 

ISOARDI:  You were always playing tenor in those sessions, 
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weren't you? 

SOLOMON:  Always tenor, yeah.  He would call me in, because 

even when the band was on the road he would fly home and mix 

or do stuff.  So he would call me to come in.  I'd lay a solo 

down.  His style of doing that was he would lay several down 

and he'd pick the one he liked the best.  Sometimes he'd even 

build one.  He might have you lay ten solos down, and then 

he would listen to it.  He might take four bars out of one 

and four bars out of another.  He'd take all of these solos 

and build one.  So when you played it back you'd say, "I don't 

remember playing this."  Actually you didn't.  He would take 

segments and build a solo.  He was unique at that, because 

his concentration was so unique.  He had no distractions. 

 Quincy Jones got that idea from him.  He'd just have 

you play.  When we did the Body Heat album, Frank Rosolino 

and I had solos on the tune called "If I Ever Lose This Heaven." 

 I think I played one and Frank played one.  He'd have me play 

a long time.  "Just blow.  Just keep blowing.  Just keep 

blowing."  And Frank the same way.  So what he did was he picked 

out parts of what he liked during the mixing and put them 

[together] and built-- You might lay down fifteen choruses, 

but the solo might actually be half a chorus.  He got that 

idea from Ray, which was pretty unique because you'd just 
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blow.  You didn't have to keep repeating and going back over 

and over and say, "Well, let's try it again.  You can do better 

than that."  You'd just keep on blowing.  Then he would just 

build one.  Ray Charles did the same thing. 

ISOARDI:  Before you joined the band, when you were just coming 

into the studio and laying down these tracks, any of those 

recordings from back then that you're proud of?  Do you remember? 

 Do you think back and say, "Yeah, that was--?" 

SOLOMON:  Well, in another interview I said I'm never satisfied. 

 Once I've played something back I think I always could have 

done it better.  I think everybody feels that way--"You could 

have done it a little better," you know?  Like I've seen stuff 

that I thought was very good,  and then the producer decides 

something else.  I've heard some stuff-- You know, you go 

and you do several tracks-- Not if something is just an 

out-and-out mess-up, but if you play and then, "Well, let's 

do it again"--  I've heard some tracks on people that were 

very good, but when the record came out it was what the producer 

decided he wanted.  It happens like that, you know? 

 I haven't been totally satisfied with everything I've 

done.  I think I could have done a better job, although most 

of the recording I've done in the past few years has been 

with Charles Brown.  On some of the stuff I'll say, "Yeah, 
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that's pretty good"; on other stuff I say, "I could have done 

a better job than that."  So I don't think you're ever really 

satisfied.  If everybody was satisfied  music wouldn't 

progress that much. 

ISOARDI:  So what's it like when you go with Ray Charles? 

SOLOMON:  What was it like? 

ISOARDI:  You were with him for quite a while. 

SOLOMON:  Like I said, I had been doing things with Ray for 

about ten years before I went with the band.  When I was out 

with John Mayall I was always in touch with home.  Once I 

called home, and my late wife [Bess Brazle Solomon] said, 

"R.C. [Ray Charles] just called."  So I called him.  "What 

do you want?"  He was going to Israel, and the guitar player, 

Calvin Keyes, and somebody else decided they didn't want to 

go.  It was a last-minute thing.  So he said, "Man, can you 

talk to them?"  So I called them both up, and they both went. 

 [laughs]   What am I, a troubleshooter? 

 So Ray and I have been friends for a long time, always, 

since we met in 1950.  I did a Chrysler commercial for radio 

at Ray's studio that Quincy produced, and Clifford Scott was 

on the session.  Clifford and I were talking, and [Ray] said, 

"Hey, Clifford!"  Both Clifford Scott and I said, "Yeah?"  

He said, "No, I mean Solomon.  Is that you Solomon?"  I said, 



 

 

     316 

"Yeah."  He knew our voices.  He never forgets a voice.  "Come 

here.  Let me look at you."  So he was [rubs his face with 

his hands to indicate Charles's way of "looking"]. 

 Ray and I, like I said, we met in '50, but when I was 

with Charles [Brown] in '52 we had a tenor player named Donald 

Wilkerson, who was Ray's man.  He was a tenor player.  Donald 

and Fathead Newman were Ray's favorite tenor players.  Donald 

is best remembered for the solo he played on "Hallelujah, 

I Love Her So."  People who didn't know thought that was Fathead 

playing that solo, but that was Donald Wilkerson.  A very, 

very excellent tenor player.  He was back with Ray.  I got 

him back with Ray.  He had problems with his habits.  I've 

seen him so high  he wouldn't know his name, then get up and 

play his ass off.  Like Paul Gonsalves.  He was an excellent 

tenor player, I mean excellent, excellent.  Other tenor players 

had respect for him.  I remember once we played somewhere 

and [Stanley] Turrentine came out and sought Donald out.  

"Hey, Donald!  Hey, man.  Come on, let's play some."  You know 

what I mean? 

 Once we did a gig in Cleveland.  The hotel we were staying 

at had this club.  It was like a lounge, a big lounge.  There 

was some show in town, so there was a big jam session.  There 

was Ray's band, and there was this show.  So this jam session 
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at this hotel where we were staying-- Tom Scott--you know, 

the tenor player who was so popular--he was playing, and he 

was getting all of this-- Donald was a musical snob.  He had 

this real famous sneer that we called the "Donald Wilkerson 

look."  So he was sitting there.  Tom Scott was getting all 

this house, and Donald was [imitates Wilkerson's sneer].  

So he went upstairs and got his horn; he came back down and 

played.  Tom Scott was forgotten.  [mutual laughter]  That's 

how impressive Donald was.  His style of playing was his own, 

but you'd think of Illinois [Jacquet], you'd think of "Trane" 

[John Coltrane]--you know, you could hear everybody's playing, 

Turrentine, Ammons, everybody you could hear in Donald's 

playing. 

ISOARDI:  Where did he come from? 

SOLOMON:  He came from Houston, Texas. 

ISOARDI:  Another Texas tenor man. 

SOLOMON:  Yeah.  As a matter of fact, they called him the "Texas 

Tornado."  That's what they called him.  He had a couple of 

albums out.  He did one with Grant Green.  

ISOARDI:  What?  In the sixties? 

SOLOMON:  Yeah, probably the early sixties. 

ISOARDI:  Green was doing a lot of recording then. 

SOLOMON:  Maybe mid-fifties or early sixties.  But Donald was 



 

 

     318 

a-- He worked with Amos Milburn.  He worked with-- I don't 

know if he was with James Brown or not.  He was with some 

of those doo-wop groups.  Like I said before, it was groups 

that you could make a living with.  But he always had that 

jazz thing, and he had that Illinois Jacquet, get-the-house 

type of style.  He was also a highly respected tenor player. 

 So Don and I were with Charles Brown together, and we 

were at this hotel in Dallas, the Green Acres Hotel.  It was 

like you would come up the walkway, and there were some steps. 

 It was in the summertime.  There was no air-conditioning in 

the room, so Donald and I were sitting out on the steps.  

This cab pulled up, Ray Charles got out, paid the driver, 

got his bag-- So I guess you would want to say, "Why didn't 

the cab driver help him?"  He didn't know Ray was blind.  Ray's 

not blind, actually, he just can't see; we'll put it that 

way.  He came up, and Donald and I were sitting there.  We 

spoke.  "Hey, Donald!  Hey, Solomon!"  He knew from the voices, 

just like he saw us. 

 Well, Donald-- We used to tease him later on because 

he was one of the original Raelettes. 

ISOARDI:  Oh, jeez. 

SOLOMON:  Now, the story on that is that when Ray did his 

first recording he decided that he wanted some voices.  He 
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didn't have any money for the voices, no girls, so Donald, 

Fathead, and Ray sang backgrounds in falsetto.  [Isoardi laughs] 

 You know what I mean? 

ISOARDI:  Those were the first Raelettes? 

SOLOMON:  Yeah, with the falsetto.  So one time Donald was 

sitting next to me.  We were in Europe somewhere, and he was 

broke.  He had drank up, shot up, snorted up his money.  He 

didn't have any money.  And I said, "Well, you know, Donald, 

you could--"  They were a Raelette short.  One had fallen in 

love and didn't go to Europe with us, so we only had four. 

 So I said, "Donald, you know, you could make double your 

money, man."  "How?"  "Well, you could play the band set, and 

then you could put on a dress and a wig and could come out 

and do the Raelettes and get paid as a Raelette."  [laughs] 

 He gave me that Donald Wilkerson look.  But that's how the 

story goes.  They sung the background in falsetto, and the 

record came out with "the Raelettes."  Then he did get him 

some, you know.   Now, it could be bullshit, but I asked Ray 

about it, and he just laughed.  He didn't deny it.  But that's 

something to think about, that the original Raelettes were 

men.  [laughs] 

ISOARDI:  When you join Ray in 1974, you're playing alto, 

right? 
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SOLOMON:  Yeah.  I'll tell you how that happened.  Like I said, 

I would lay solos down with Ray all through the years, from 

'64.  So in '74 I was in town.  I had just came back from Europe 

with somebody--Canned Heat or Ike and Tina, I don't know.  

Anyway, Ray called and asked me about an alto player.  He 

said the band was in Seattle  and they needed an alto player. 

 Could I recommend somebody?  Because I was always recommending 

people for the band.  I said, "Yeah, I know a guy." 

 He said, "Who?" 

 I said, "Me." 

 He said, "Alto?" 

 I said, "Alto." 

 "You're a tenor player." 

 I said, "I'm a saxophone player." 

 And I just happened to have an alto that I got from this 

guy.  This guy had a problem, and he had to get out of town. 

 He had taken an alto in pawn with some guy for some cocaine, 

and he had the horn.  He sold me the horn for sixty dollars. 

 And I bought it, I played it, I liked it, I got a mouthpiece. 

 I went to Europe again, and I went to [H.] Selmer [et cie] 

and got the Selmer.  Do you remember I told you about the 

horn I sold at the pawnshop?  Well, that was the horn I bought 

from this guy.  But the Selmer that I got in Paris was the 



 

 

     321 

one I played with Ray, which was later on that year or a year 

later.  I don't remember exactly what year. 

 I went on temporarily, but I had so much fun and it wasn't 

a problem, so I stayed.  I wound up staying thirteen years, 

from '74 to '87.  I'd probably still be there if I hadn't 

had that cancer surgery. 

ISOARDI:  When you started, though, he just hired you to play 

alto.  You weren't the bandleader, right? 

SOLOMON:  No, no. 

ISOARDI:  When does that happen? 

SOLOMON:  When I came on, the bass player was the bandleader 

Edgar Willis.  The next bandleader was his organ player now, 

Ernie Vantrease.  Then Ernie went with Buddy Rich, and Leroy 

Cooper was the bandleader.  Then Cooper went with [Walt] Disney 

World in '76.  Then it was Andy Ennis, who went half the season. 

 We would always have a break in the summer.  They called 

it a hiatus.  I looked it up, and it means "a break in the 

continuity."  So I was at the union [American Federation of 

Musicians Local 47] one day, and a cat said, "What are you 

doing in town?"  I said, "Man, we're on a hiatus."  "A 

hi-what-us?"  "Hiatus."  So [Harry] "Sweets" Edison was there. 

 We were in the record check line.  He was in line behind me. 

 He said, "What he means is he's on a no-eatus." [mutual laughter] 
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 "No-eatus," because when you're on hiatus you didn't get 

paid.  You're only paid when you work.  So how did I get on 

this? 

ISOARDI:  Well, how do you become the bandleader? 

SOLOMON:  Yeah, okay, fine.  During the hiatus, Andy and Ray 

had a dispute over something, so Andy didn't come back.  So 

when we went back to finish the tour Ray called me in the 

dressing room and started giving me the tunes for the show. 

 I said, "What a minute!  Wait, wait, wait, wait.  Hold it, 

hold it, hold it!"  I said, "Wait a minute.  You mean you want 

me to take over for Andy?" 

 He said, "Yeah." 

 I said, "Great, but we have to negotiate."  You know 

what I mean?  Which we did. 

 So that's how I became the bandleader.  That was in the 

last half of '77.  I remained until '87.  So I was with Ray 

thirteen years, but the last ten as a bandleader, straw boss. 

 Johnny Coles used to call me lead boss.  "Hey, lead boss" 

[laughter].  Johnny Coles.  But I had good rapport with the 

guys.  I had no problems. 

 Sometimes Joe Adams would be sort of dictatorial.  He 

had guys quitting.  They just got fed up with that 

militaristic-type treatment.  So I told Ray once, I said, 
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"You know, Ray, we've got to have a talk.  You have to talk 

to Joe.  He's running guys off.  He's costing you money."  

"What!  Costing me money?" 

ISOARDI:  Say the magic words. 

SOLOMON:  The antennas would go up, right?  I said, "Yeah. 

 When Joe pisses them off, a lot of them quit without a notice, 

which means that you have to fly people in and you have to 

rehearse some new guys.  You have to check them out.  You've 

got to get new uniforms made.  This adds up to close to $1,000 

a person that runs off because of him."  So he told Joe, "From 

now on, let Solomon deal with the guys." 

ISOARDI:  Really? 

SOLOMON:  That pissed Joe off.  I mean, he was [grumbles]. 

 Talk about the Donald Wilkerson look, the Joe Adams look 

was-- 

ISOARDI:  So Joe was a hard-pay guy? 

SOLOMON:  Oh, yeah.  Yeah, he was-- Well, it's been said that 

he secretly hated musicians because he was a frustrated one. 

  [mutual laughter]  I don't know.  There are so many different 

little concepts on Joe.  But he's a self-made multimillionaire. 

ISOARDI:  In your role as bandleader you had to work with 

Ray, and you also had to deal with Joe Adams, then, on a pretty 

regular basis? 
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SOLOMON:  Well, I didn't have to deal with Joe that much.  

You see, I dealt with Ray.  People would run around, "Oh, 

Mr. Adams.  Oh, Mr. Adams."  Ray Charles was my immediate 

superior. 

ISOARDI:  So you didn't have to deal with Joe very much. 

SOLOMON:  He was my boss and my friend.  So Joe was there, 

but it wasn't-- That's another thing that pissed him off I 

guess with me, was he couldn't control me.  My thing was Ray 

Charles.  Ray Charles was my el presidente, and Ray and I 

had a good rapport.  You know, anytime two musicians can deal 

with something when somebody that isn't a musician is a 

businessman-- Well, your concept is a lot different. 

 Like I said, I was working for Ray Charles, not Joe Adams. 

 So the guys, when they had a problem-- Ray didn't want to 

hear any money talk, any problems.  Any problems that they 

had they would come to me with.  They didn't bother Ray, which 

gave him more time to do his thing--writing or playing or 

whatever.  They hardly went to the road manager, because they 

were like directly working for Joe Adams, and anything you 

didn't want known would definitely get to him.  Like you're 

saying, "Hey, man, don't tell nobody."  "No, I won't tell 

nobody."  [Then the road manager] couldn't wait:  "Get me Mr. 

Adams, please!"  [Isoardi laughs]  Do you know what I'm talking 
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about?  That type of thing. 

 So guys would come to me, and we'd work things out.  

Unless it was money; of course, then they'd have to see Ray 

about it.  But other little things, like if somebody was sick 

or if somebody's wife was having a baby--you know, just problems 

that could be dealt with without bothering Ray with it--we 

did it.  Adams always wanted his people to be so aloof, but 

I was-- You know, we'd go to the bar and throw back a few. 

 So I was not only the bandleader but one of the guys, too. 

 We'd hang out together.  We had fun together.  It wasn't like 

I was a disciplinarian or something like that.  So we got 

along very, very well. 

 People call me still today, although I've been gone now 

for a long time.  Guys still call me from all over the country: 

 "Hey, man, I'm just checking on how you're doing," blah, 

blah, which I appreciate, because there are so many cases 

where you say, "How soon they forget." 

ISOARDI:  How about the band musically, artistically?  How 

would you guys work in a new number?  Did Ray come in with 

everything completely worked out, with his conception in mind, 

and that was it? 

SOLOMON:  Well, sometimes we would get charts and Ray wouldn't 

be there.  If we were on the road, and we'd have some days 
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off, we'd have a rehearsal.  If somebody wrote some charts, 

we'd run them down.  I'd put them on tape.  Even here I taped 

everything.  I'd give some tapes to Ray, and he'd listen to 

them.  If it was something that he liked or somebody that 

he liked-- Like our auditions, where guys would come in, and 

I had a list with the names and also a tape recorder.  So 

even though we may not be looking for a person--say guys would 

come in and audition for trumpet or for drums or for bass 

even though we didn't need anybody at the time--when the occasion 

arose I would play the tapes for R.C., and if it's a guy he 

liked, "Yeah, put him down."  So there were people where I 

would put a little star behind their name or whatever.  Then 

when we needed somebody I would get the tapes out, get the 

lists, get the tapes and listen, and give them a call and 

see if they still wanted the gig.  So that way we stayed ahead 

of the game.  We had these people auditioned already.  We knew 

what they could do, so it was just a matter of calling somebody. 

 As a matter of fact, there was this drummer, very good 

drummer--he's from Florida--a young guy [Rick Kirkland]-- 
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SOLOMON:  So he had sent this tape on his playing, and it 

sounded really good.  I'd had it for a little while--a year 

and a half, two years, something like that.  When Peter Turre 

had to leave, we needed a drummer.  So I called this guy.  

His mother answered the phone, and I said, "Well, have him 

call me.  This is Ray Charles's music director."  He never 

did call.  So I called back, and he was there.  I said, "This 

is--" 

 "Yeah, oh, sure it is," and hung up. 

 "Wait a minute."  So I called back and the same thing 

happened. 

 So I called Ray, and I told him.  I said, "This guy thinks 

that we're bullshitting or something.  He thinks it's a joke." 

 He was a youngster; you know, it was probably some college 

prank or whatever.  So Ray called and spoke to his mother 

and said, "This is Ray Charles," and the guy didn't believe 

that either.  [laughs]  So Ray, to convince him, he sang a 

few bars of one of his hits.  The guy said, "Oh, my God!  It's 

Ray Charles!"  [laughter]  Steve, I'm telling you, it was so 

funny.  That's the only way that he believed that it was Ray 

Charles.  He thought it was some prank, some one of his buddies, 
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"Hey, man, this guy sent a tape to Ray Charles.  Let's put 

him on." 

 So we had him come out here, and he was so overwhelmed 

that Ray was in there.  This guy was like [stutters], you 

know, trembling and nervous.  I told Ray [whispers], "Why 

don't you go in the office."  So he said, "I'm going to go, 

I've got to run and take care of--" But he could hear everything 

in his office, because all he had to do was push a button 

and he could hear everything.  So he went back there.  So this 

cat was more relaxed and played his ass off.  Ray was taping 

everything back there.  So when he finally came out, the cat 

got nervous again.  So Ray told him, "Man, don't be nervous. 

 I got you on tape."  He played it back.  Everybody was laughing. 

 He was relaxed.  He was with the band for a couple of years, 

very good drummer.  He lives in Jacksonville, Florida.  This 

guy could do a perfect Rodney Dangerfield.  We'd be on the 

bus-- 

 One thing about the band, it was always somebody-- Like 

we had a trombone player, Dana Hughes--he passed away last 

month, bass trombone player--he could do Ted [Edward M.] Kennedy, 

he could do Groucho [Marx], Sammy [Davis Jr.], he could do 

John Wayne.  He had a gift for doing these voices. 

 So this drummer-- I'm trying to think of his name.  It's 
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in my book; I don't want to look it up now.  He could do a 

perfect Rodney, "I don't get no respect."  Sounded just like 

him.  He would come up with these jokes.  He'd say, "My wife 

told me to take out the garbage.  I said, 'You cooked that 

shit; you take it out.'  I don't get no respect." 

 I was watching a jazz festival from somewhere, and they 

put the camera on the drummer, and it was him.  This is after 

he left Ray.  He was quite in demand, very good drummer.  I'll 

look in my book and give you his name.  You may have heard 

of him and maybe not, but he was doing a lot of-- Rick Kirkland. 

 He lived in Jacksonville, but he might be anywhere now.  

I think he moved to Miami Beach for a while. 

 Anyway, that's the way we used to recruit guys.  We'd 

have a rehearsal.  Some guys would send tapes.  Others would 

come out here.  Some of them were from here.  So we had a 

rehearsal and just put them on tape soloing or playing, and 

then Ray would listen.  He could hear things I couldn't hear, 

and he'd say, "Well, give this guy a call."  Fortunately, 

I had everything.  Like the auditions, I had on my yellow 

sheet--usually a yellow legal pad--the date, the guy's name, 

what song it was.  If it was two trumpet solos it would be 

the first one or the second one.  So everything was documented. 

 Plus it was on the cassette tape.  So it was simply a matter 
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of getting the yellow sheet out and finding the guy, finding 

the tape and playing it.  Then Ray would say, "Yeah, well, 

call him to come in.  See if he still wants the gig." 

 Everything is done a little differently now.  I don't 

know how Alford [Jackson] is handling it.  I made it easier 

on myself.  Ray would say, "What was that guy's name that 

did blah blah?"  With me I said, "Well, we can find out."  

So I'd get my sheet out.  I carried all that shit on the road, 

you know, tapes and-- Because you never knew when somebody 

was going to split. 

ISOARDI:  Exactly.  Well, let me ask you, Clifford-- I mean, 

I've got to ask you the question about the highs and the lows. 

 What was the best thing about being a bandleader and what 

was the worst thing about being a bandleader for Ray? 

SOLOMON:  [laughs]  Well, most of the time the band, it sounded 

really, really good.  Really, really good.  We had some 

powerhouse guys.  They never mentioned their names, "featuring 

so and so."  I did it one time and got read out: "This is 

my show.  I'm not featuring anybody but myself.  You all back 

me up."  That type of thing.  So we had guys like Johnny Coles, 

featuring Johnny Coles on the trumpet.  Everybody knew Johnny 

Coles. 

ISOARDI:  He went back anyway, too.  Great player.  The 
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trumpeter who played with [Charles] Mingus? 

SOLOMON:  With Mingus, with [James] Moody, with [Count] Basie, 

with Duke [Ellington], with the Phillip Morris orchestra, 

with the-- 

ISOARDI:  Superband?  Phillip Morris? 

SOLOMON:  The Phillip Morris Superband.  He was with all of 

the Miles Davis-- Did Gil Evans dates.  Sure, everybody knew 

who Johnny Coles was--except the public.  [laughs]  Ray didn't 

want anybody introduced.  He'd do it himself. "Go on down 

there, Johnny Coles," you know what I mean?  He'd introduce 

me as the bandleader, but what about all these other guys 

who are playing their asses off? 

 But the thing that was funny was that when the band would 

play their asses off he'd say, "Sol, man, I've got a hell 

of a band, man."  I'd say, "Yeah, R.C."  In a couple of nights 

the band would be tired and would fuck up, just miss, just 

be terrible.  He'd say, "Mr. Solomon, I want to speak to you 

about your band."  [mutual laughter]  I'd say, "It's my band 

now; last night it was yours."  He's funny, man.  We had a 

lot of fun. 

 One thing about Ray, he loved a joke.  If I wanted to 

get something done, if I wanted a raise, if I wanted something, 

I'd come in, and I'd tell him a joke.  And while he was laughing 
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I'd hit him, "Oh, by the way, I need more money." 

 "I'll think about it."  [imitates Charles's laugh] 

 Two days later I'd say, "Did you think about it?" 

 "Think about what?"  He never forgot anything.  "Think 

about what?" 

 "You know, what I told you." 

 "Yeah, well, I've got to run it down a little bit more." 

 He never forgot.  Usually I would get what I wanted, 

but you had to give him a little humor to go with it.  You 

know, when your father wanted to give you some nasty medicine 

he'd put a little sugar or honey in it to sweeten it.  Well, 

that's the way I did it. 

ISOARDI:  He probably didn't want to make it seem too easy. 

 [laughs] 

SOLOMON:  Yeah.  Yeah, he loved-- Every time I went in to get 

the songs you could see that expectation on his face about, 

"Well, you don't have a joke for me?" 

 One night I was pissed off at him, and he said, "Don't 

you have something?" 

 I said, "No, I'm pissed off at you." 

 "What?" 

 "I'm pissed off at you, and I'm not telling you any jokes. 

 In fact, I don't even want to talk to you." 
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 So a couple of nights later I went in.  "Do you want 

to tell me why you're pissed off at me?"  So I said, "Yeah. 

 You've got a band.  These guys work hard.  You went to New 

York and did Saturday Night Live, and instead of using the 

guys you've got with you, you got some pick-up guys from New 

York and called back guys that had been with you and left 

and went on their own.  They're the ones that got the gravy. 

 They're still doing reruns.  That's why I was pissed off at 

you, because you didn't do the guys that you have now that 

have been loyal to you." 

 He said, "Well, you have my word.  The next time I do 

Saturday Night Live I'll take my band with me." 

 He never did another one.  [mutual laughter]   He never 

did another one, but he didn't do anything else without his 

band.  But then, later on, he started taking his rhythm section 

and doing it with the symphony orchestra. 

ISOARDI:  When you took over, Clifford, did you have the 

intention or did it happen that the sound of the band changed 

at all?  Were there any things that you wanted to do as bandleader 

that were different? 

SOLOMON:  No, no.  It was the same personnel.  After the hiatus 

we had a couple of changes.  I don't remember.  But everything 

was business as usual until I would get ideas and I'd try 
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them.  They worked pretty well.  Some things, if I wanted some 

other major changes, I'd talk to R.C.  about it.  He'd think 

about it or immediately agree or disagree, whatever. 

 So it was just a very smooth transition.  When I left 

because of illness, Cooper had been there.   

 We were roommates, in fact, when we went to Europe and 

came back.  We were in this motel in [New] Jersey, because 

New York was so expensive.  You know, we had to pay our own 

rent, right?  So we were in this motel in Jersey, and Cooper 

and I were staying together, because I didn't know when I 

would have to go home.  So as it turned out, the very last 

gig was-- There's a picture over there.  Yeah, it's right 

behind the chair, with the five guys. 

ISOARDI:  Oh, yeah.  Five saxophones. 

SOLOMON:  There's Rickey Woodard, Leroy Cooper, Rudolph 

Johnson, and Alford Jackson.  That was the last gig I played 

before-- That was in Cape Cod.  The next day I came home, 

and that's when they did the biopsies and found out I had 

a tumor and had it removed. 

ISOARDI:  That was '88? 

SOLOMON:  That was '87.  Early fall '87, or late summer '87. 

 So Cooper had been the bandleader before he went with 

Disney.  Disney, to show you how businesspeople do things, 
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he was there for ten years.  He went in '76, and in '86 they 

could retire or would get a raise or something.  They signed 

ten-year contracts, right?  So the powers that be fired 

everybody about a month or two before the ten years were up 

so they couldn't get that pension or whatever was the goody 

they were supposed to get.  So Cooper told me about it, and 

I told Ray.  He said, "Does he want to come back?"  I said, 

"Yeah, man, he needs a job."  So we got him back on the band. 

 When I left, Cooper just stepped right in-- 

ISOARDI:  Yeah, took over the band. 

SOLOMON:  --then finished out that year.  Then the year 

following, Alford became the bandleader, and he had already 

been there.  He was playing alto and baritone alternately. 

 But everybody had a different style of directing. 

 One thing that made it easy on myself was when Ray would 

give-- You'd go in the dressing room, Ray would give you the 

songs.  Some guys would just write up on a list and then gather 

everybody in the dressing room, "Okay, listen up here.  We're 

going to start with 182, blah, blah, blah."  I did a little 

different than that.  At the beginning of a tour I saw that 

everybody had a list.  As you go along, most of the guys don't 

even have to take their music out. 

ISOARDI:  Sure, sure. 
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SOLOMON:  But I would take a-- It was eighteen people, so 

I'd get three sheets of this, and I'd have six lines that 

said "182."  I had the carbon paper underneath so I could 

write it and it would be in triplicate.  So I got eighteen 

copies.  Then I would tear them and then cut it.  I even had 

my own scissors.  [laughs]  I'd give everybody their own list. 

ISOARDI:  So everybody had a list. 

SOLOMON:  Everybody had a list.  Then as you went on, then 

it was necessary to give it to the lead players:  the first 

trombone, the first trumpet, I always saw that everybody in 

the rhythm section had one, and one in the lead alto.  Each 

lead player had one.  Then it became that only I would have 

one.  Maybe the first trumpet or the lead alto or maybe I 

would have one.  Because by then they hardly took the music 

out of the books; everybody knew it.  Unless it was some tune 

that we didn't play that much.  Then most of the time people 

would need music for that. 

 So that was something I started to do that would make 

it a lot easier, so you wouldn't have to, "Hey, what's the 

next song?"  Well, you've got your list.  You can see what 

it is.  So I noticed that when I left Alford was doing the 

same thing.  So there were some things that I started that 

I was glad to see were continued. 
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ISOARDI:  Good.  So in '87, then you're back, you go through 

your treatment, and then in the nineties you hook up after 

you've come back--? 

SOLOMON:  Wait.  You're getting way, way ahead.  You remember? 

 When we started today you said, "When I first went with Ray." 

 Before that you asked me about the music from [Central] Avenue 

west, and I think I got as far as Figueroa.  [mutual laughter] 

 That's the way I talk.  I get ideas, and I'll cut over the 

subject.  Man, you finish with interviewing me you're like 

[talks in gibberish].  Thank God for tape, because you can 

review this stuff, you know?  Like I said, some of these things 

can be researched.  You have it at your disposal, like dates 

and names, etc. 

 But after we left Figueroa, the next stop was Western 

Avenue, which I think we went over the other day. 

ISOARDI:  Yeah.  Well, that was big in the fifties, right? 

 Or does it carry on beyond the fifties? 

SOLOMON:  The fifties and sixties. 

ISOARDI:  The sixties also? 

SOLOMON:  Yeah.  Yeah, the fifties and sixties.  Oh, I forgot, 

on Broadway there was the Five Four. 

ISOARDI:  Oh, the Five Four Ballroom. 

SOLOMON:  We talked about it.  It was mostly weekends.  There 
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were clubs that were open every night.  The Five Four upstairs, 

I don't think it was open every night, but the lounge downstairs, 

where-- 

 Oh, very important.  This is very important.  This was 

something that started in L.A.--at least I think it started 

in L.A.--the organ groups, the organ trios.  You know, the 

little bars where they'd have organ, a drummer, and a tenor 

player or a guitar player or both.  There was a place on 

Fifty-ninth [Street] and Broadway called Marty's. 

ISOARDI:  Oh, Marty's on the Hill? 

SOLOMON:  No, this was Marty's on Fifty-something and Broadway. 

 It was jumping all the time.  Bill [William] Green I think 

had the players.  [Plas] Johnson had worked there.  It was 

always swinging.  I mean, they had this organ, and then there 

was a piano bar right around the-- The people would just be 

grooving.  He did so well that he moved to La Brea [Avenue], 

where Stocker [Street] and Overhill [Drive] are together.  

That was Marty's on the Hill, because it was on the top of 

the hill.  

ISOARDI:  Oh, got you.  Gotcha.  Yeah, I remember Bill telling 

me that he played at Marty's a long time. 

SOLOMON:  Well, there was Marty's.  It started on Broadway, 

and then it moved to Marty's on the Hill. 
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ISOARDI:  When did he move? 

SOLOMON:  There was a club right on the end of this street 

called the Caribbean Lounge. 

ISOARDI:  At Rimpau [Boulevard] and Adams [Boulevard]? 

SOLOMON:  Yeah, yeah.  It was on the southwest corner.  If 

you went this way, just before you turned left there was a 

grocery store on this corner, and then right across from it 

was the Caribbean Lounge. 

ISOARDI:  So it was sort of the southeast corner. 

SOLOMON:  Yeah.  Would it be southeast? 

ISOARDI:  At Adams and Rimpau? 

SOLOMON:  Yeah, the southwest corner. 

ISOARDI:  Oh, this side. 

SOLOMON:  Because if you went down and you turned left, it 

would be-- 

ISOARDI:  It's right there, the southwest corner. 

SOLOMON:  That was the Caribbean Lounge.  The guy who owned 

it [Edgar Charles] died, so I don't know what it is now.  

The building is there, but-- 

ISOARDI:  What kind of a place was it? 

SOLOMON:  A jazz room. 

ISOARDI:  Was that when the organ trio--? 

SOLOMON:  Yeah, organ trio, yeah, and singers would come in. 
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 You had a players type of crowd.  Guys would come in and tip 

the waitresses well.  The guy playing the organ, I don't remember 

his name, but he was Sidney Poitier's stand-in in movies.  

He looked like Sidney Poitier. 

ISOARDI:  When was that club going? 

SOLOMON:  This was in the sixties. 

ISOARDI:  And when did Marty's move up on top of the hill? 

 Was that the sixties also? 

SOLOMON:  In the sixties, yeah.  Yeah, it was in the sixties. 

 I don't remember exactly the year.  I was with Ike and Tina 

the first time, I think, when it opened.  I went with them 

in '64, so-- 

ISOARDI:  So mid-sixties. 

SOLOMON:  Yeah, it was in the mid- to early sixties, yeah. 

 There were a whole lot of them.  All these organ places, man, 

were all over, just all over.  There was a place down-- Paul 

Bryant and Curtis Amy played a club down on Adams near Crenshaw 

[Boulevard].  I think it was Dynamite's.  Dynamite Jackson's. 

ISOARDI:  Dynamite Jackson's? 

SOLOMON:  Yeah, I think.  You know, he had one on Central, 

but then he moved over here.  Then there was another club. 

 There was one just west of Crenshaw, and then there was one 

just east of Crenshaw that had organ groups.  I don't know 
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if they were going at the same time, but they were-- And then 

down at the Rubaiyat Room, down near Western, there was an 

organ group in there.  All the clubs had organ trios. 

ISOARDI:  Really?  Big? 

SOLOMON:  Yeah, it swept the whole city.  I mean, bass players 

weren't happy.  [mutual laughter]  You know, you get a guy 

who was an organist, some would play with the foot. 

ISOARDI:  Left foot and left hand. 

SOLOMON:  But the drummers were happy, and the saxophone and 

guitar players were happy.  Like the Bill Doggett-type groove. 

 That was what started all these organs, Bill Doggett. 

ISOARDI:  Yeah, I seem to remember, too, I think Johnny Hodges 

did some recordings with Wild Bill Davis. 

SOLOMON:  Could have, yeah. 

ISOARDI:  I think they had a trio going that got a lot of 

attention. 

SOLOMON:  Ammons did, I think.  Turrentine with Shirley Scott, 

they had their thing, right?  Jimmy Smith still.  Jack McDuff, 

you know?  Jimmy McGriff.  I did some dates with McGriff.  

He played the club in Long Beach before it folded; Birdland 

West I think was the name of it.  We did the Cinegrill with 

Jimmy McGriff and Jimmy Witherspoon.  We went to Seattle.  

We did Seattle and we did Oakland, so we had a lightweight 
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tour.  We had Larance Marable on drums.  It was groovy.  I 

did some gigs with McGriff.  Then he and Hank Crawford hooked 

up, so that knocked me out.  The record company decided, "Well, 

we want you to get together-- "You know, calling shots. 

ISOARDI:  It sounds like the way you're describing it, too, 

I mean, the action in the sixties is now moving to Crenshaw 

and La Brea.  It's going further west now. 

SOLOMON:  Yeah, it's going further west.  I don't think you 

would find anything on La Cienega [Boulevard].  As far as 

it went was like La Brea, where there were many clubs.  Now 

there are clubs in Leimert Park, which is just off Forty-third 

[Street] and Crenshaw area.  They are like the World Stage, 

Billy Higgins's the World Stage. 

ISOARDI:  Bill Higgins's place. 

SOLOMON:  But most of those places don't serve liquor.  They 

don't serve alcohol. 

ISOARDI:  Yeah, it's just a performance kind of thing and 

that's it. 

SOLOMON:  Yeah, performance, to showcase groups.  So they're 

into everything.  I think in the fifties you called them coffee 

houses, where people would come in and do poetry. 

ISOARDI:  Well, they've got Fifth Street Dick's [Coffee House] 

down there.  I think he just serves coffee. 
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SOLOMON:  Which is good, in a sense, because people can go 

out and have fun and don't have to get drunk and shoot up 

each other.  They can have coffee and shoot up each other. 

ISOARDI:  Yeah, get everybody wired on caffeine.  But the kids 

can come in, too.  You don't have to worry-- 

SOLOMON:  Looking like Little Orphan Annie's eyes, you know, 

"Can I dot your eyes for you?"  I'm surprised Starbucks [Coffee] 

doesn't start putting live entertainment in their chain. 

ISOARDI:  Well, you know, some of them-- There are these places, 

these Borders Books [and Music] stores now, that have coffee 

shops in them, and they're starting to have music in them, 

too.  So they're starting to do it. 

SOLOMON:  In Washington, D.C-- You remember I told you I  bought 

a couple of books?  One was the Lester Young book and the 

one on musicians' jokes.  Well, there was this bookstore in 

D.C. that was a coffee shop.  It was a Starbucks Coffee, the 

bookstore, and then they had a trio playing upstairs in a 

restaurant.  It was a restaurant up there.  This is an East 

Coast type of thing, where it was near some college.  It was 

in Georgetown, so it was some college there.  Maybe it was 

Georgetown University.  So the college kids, not always having 

a whole bunch of money-- But they had access to it, because 

if you went to Georgetown, then your father was either a 
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politician, a lobbyist, or a lawyer.  So they had the money. 

 [laughs]  They get it, you know what I mean?  Whereas here 

everybody is car conscious, back there the transportation 

system is so-- Who needs a car? 

ISOARDI:  You don't.  The metro is a good system. 

SOLOMON:  That's right.  That's right.  So instead of your 

parent spending $50,000 to buy you a BMW to impress the other 

students, you take that money and get a nice townhouse somewhere 

and take the goddamn metro. 

 I was telling my daughter [Djamila Solomon] that I call-- 

What do you call them, SUVs?  Sport utility vehicles.  SUVs. 

 I call them bully wagons.  She knew what I meant by bully 

wagons.  It seems like the people that drive them-- I saw 

a guy one time-- I was so angry.  There was a woman with her 

kid in a little Volkswagen, and this asshole was behind her 

just blowing his horn.  I said, "What's he going to do, knock 

her off the road?"  It seems like people that buy those bully 

wagons are bullies, you know?  "Well, I got a high bumper 

and a lot of power, so if you don't get out of my way--"  

Some people go through business the same way.  It's a status 

symbol, it seems like. 

 It used to be where-- Remember when the raggedy jeans 

with the knees out and the black, $300 sport cashmere jacket 
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and the dirty loafers and the knees out of the pants--?  It 

was a fad.  All the chicks-- We played West Hollywood.  A lot 

of clubs-- I used to play a lot with Roy Gaines.  All the 

chicks had on black dresses, and they were so tight and short 

and just form-fitting, the chicks, all night long they were-- 

ISOARDI:  Pulling them down? 

SOLOMON:  If they have to pull them down, why do they put 

it on in the first place?  Because a friend had them, you 

know?  And there'd be three chicks together looking sexy, 

and I always said, "Well, if you see one chick, maybe.  If 

you see two chicks, well-- But when there's three, forget 

it."  One of them has got to go home:  "I've got to relieve 

the babysitter."  "I can't do it.  I'm not well right now." 

 That's why they would go in packs, so they wouldn't have 

to "be caught," so to speak.  Nobody was really on the make, 

but they were looking good, pulling down these short dresses. 

 It's a fad.  L.A. is the fad capital of the world, I think. 

 Cell phones and bottled water, SUVs, raggedy jeans with black 

expensive jackets,  BMWs.  There are more SUVs out there now 

than BMWs.  Yeah, the Hollywood influence.  And talking on 

cell phones and drinking bottled water.  [laughs]  Oh, boy. 

 But all of this was unthought of during the time we're 

discussing.  So now we've gotten to Crenshaw-- 
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ISOARDI:  To Crenshaw and La Brea. 

SOLOMON:  --and Fifth Street Dick's, so now we're in the 

seventies. 

ISOARDI:  Well, Fifth Street Dick's and Leimert doesn't emerge 

until almost the eighties, mid-eighties or so. 

SOLOMON:  Yeah, yeah.  You're right, you're right.  But there 

was the Maverick's Flat, which was on Crenshaw, near Forty-third 

and Crenshaw. 

ISOARDI:  What was that? 

SOLOMON:  Maverick's Flat was a club.  It was a club that the 

young people frequented.  In the sixties, I played there with 

Ike and Tina and with [Sam and] the Good Timers.  We started 

our Good Timers group.  We played there one night, and Aretha 

Franklin was in the house.  She came and sat in. 

ISOARDI:  Wow. 

SOLOMON:  She sat in with the band.  It was where performers 

would go.  It was the "in" place.  Remember [sings] "I'm in 

with the in crowd--"?  It was the "in" place, so a lot of 

performers would go just to hang out and have fun.  There 

was always somebody--"Come and do a tune"--and they would 

do it.  It was that type, the Maverick's Flat. 

ISOARDI:  How big a place was it?  What was it like inside? 

SOLOMON:  It was nice.  It wasn't a little dive; I mean, it 
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was a club.  It was nice. 

ISOARDI:  Tables and chairs?  Did they serve dinners and 

liquor? 

SOLOMON:  Yeah, yeah, tables and chairs.  They had food.  It 

was big.  Dance floor, but also you could sit.  And they had 

the long bar.  It was a nice place. 

ISOARDI:  How many people, do you think? 

SOLOMON:  I don't know.  But it's still there. 

ISOARDI:  Really? 

SOLOMON:  Yeah, it's still there.  You might want to cruise 

by there some time.  I think it's still-- It might still be 

Maverick's Flat, it might have another name now, but the building 

I'm sure is still there.  It was around Forty-third or Vernon 

and Crenshaw.  Like, if you go out Crenshaw and you hang a 

left-- 

ISOARDI:  So it's just a little past the park? 

SOLOMON:  It's one name in the city, and then when you cross 

it's Forty-third Street.  So to the left is Forty-third and 

to the right it's another name.  It's right in that area.  

Maverick's Flat. 

 Leimert is becoming a cultural center. 

ISOARDI:  It really is.  The few-block area is really something. 

 I was down at the jazz festival a week and a  half ago.  A 



 

 

     348 

lot of people. 

SOLOMON:  Yeah. 

ISOARDI:  Any of the clubs that come to mind in the recent 

years that were important? 

SOLOMON:  To a musician all clubs were important.  [mutual 

laughter] 

ISOARDI:  Anyplace that hires. 

SOLOMON:  Anyplace you get work, you know what I mean?  But 

in Hollywood there was a renaissance.  There were some clubs. 

 There was the Tiffany on Eighth Street.  I think we discussed 

this. 

ISOARDI:  Yeah, that was in the fifties. 

SOLOMON:  There was the Haig. 

ISOARDI:  That was near the Tiffany, wasn't it? 

SOLOMON:  I don't remember.  There was a club on Wilshire 

[Boulevard] near Crenshaw.  Between Crenshaw and Western, 

I think, there was a club.  Where Bud Powell went off.  Do 

you remember I told you? 

ISOARDI:  Oh, that's right. 

SOLOMON:  There was a club there.  I don't remember the name 

of it.  It wasn't open that long.  We're talking about '54. 

ISOARDI:  Weren't there a couple of places near this area? 

 I think it was the Hillcrest [Club], the It Club, the Parisian 
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Room, places like that? 

SOLOMON:  Okay, the It Club was on Washington [Boulevard] 

right across from the Ebony Showcase [Theatre and Cultural 

Arts Center], which I read in the paper the other day is being 

torn down and rebuilt.  The It Club building is still there, 

but it's no longer a club.  The Hillcrest, if it was called 

the Hillcrest Club, I guess it would be near Hillcrest [Drive], 

but I can't remember.  I remember the name.  Maybe it was on 

Adams.  I'm not sure.  There was the-- You know, we talked 

about France's, the drive-in.  What was the other name? 

ISOARDI:  The Parisian Room. 

SOLOMON:  The Parisian Room.  But it was also known as France's 

Drive-In, because it started off as a drive-in, and then the 

bar became the Parisian Room. 

ISOARDI:  That's right. 

SOLOMON:  Just like-- I guess you could compare it to the 

Farmer's Daughter Motel across from CBS [Television City]. 

ISOARDI:  The Farmer's Market. 

SOLOMON:  The Farmer's Daughter Motel, and then the club was 

called the City Slicker Room.  [mutual laughter]  It's still 

open. 

ISOARDI:  Yeah. 

SOLOMON:  Still packing them in.  Yeah, a lot of tourists have 
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their pictures taken in front of it.  The Farmer's Daughter 

Motel, City Slicker Room.  That was way back in the old days 

when the farmer's daughter was always susceptible to the city 

slicker, you know, the salesman.  Now that's way in the past. 

 Everybody is hip now. 

ISOARDI:  Yeah. 

SOLOMON:  Everybody but [Monica S.] Lewinsky.  [laughs]  Well, 

she's hip now herself.  Poor girl.  Poor girl.  I feel sorry 

for her--I guess. 

ISOARDI:  She's going to make a lot of money. 

SOLOMON:  Maybe I don't feel sorry for her. 

ISOARDI:  She's going to make a ton of money if she can handle 

the pressure. 

SOLOMON:  Oh, it's not about the money.  Because you see these 

ballplayers, these ballplayers get these multimillion dollar-- 

"Well, it's not really the money."  "What do you mean it's 

not really the money?" [mutual laughter]  Are the people that 

naive that they're going to believe that if the guy holds 

out for 20 million bucks-- You know, they offer him $12 [million], 

he holds out for $20, he finally gets to $20 [million], and 

then he says, "Well, it really wasn't the money, it was the 

respect?" 

ISOARDI:  "It's the way they spoke to me." 
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SOLOMON:  Can you go to the bank and say, "Hey, I don't have 

my mortgage payment, but I got a little respect."  Sure.  See 

if the banks will respect that. 

ISOARDI:  Jeez. 

SOLOMON:  Why not tell the truth?  Say, "Yeah, I wanted the 

money!  That's the name of the game.  That's why I'm in it!" 

 You know what I mean?  "Sure, I'm a baseball player.  I'm 

a football player.  I could have been a--" Well, what sport 

doesn't pay much?  What sport doesn't pay much? 

SOLOMON:  Probably soccer doesn't pay as much as the other 

ones. 

ISOARDI:  Yeah, "I could have been a soccer player!" 

SOLOMON: Speaking of athletes, you heard "Flo Jo" [Florence 

Griffith-Joyner] passed away?  Heart attack.  The runner,   

the girl runner.  They called her Flo Jo. 

ISOARDI:  You're kidding. 

SOLOMON:  She died of a heart attack.  Thirty-eight years old, 

died of a heart attack last night. 

ISOARDI:  Jeez. 

SOLOMON:  That goes to show you that no matter how great a 

physical shape people are in, when it's their time, they're 

gone.  Like Dexter Gordon is dead now, but every part of his 

body to abuse, he did it.  If somebody said, "Hey, man, I've 
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got some strontium 90.  Do you want to shoot it?"  "Yeah, let's 

try it!"  He finally died, but-- 

ISOARDI:  He lived long. 

SOLOMON:  --think about all the younger guys that dropped 

off.  It wasn't his time, you know?  It wasn't his time. 

ISOARDI:  Yeah.  Well, Clifford, do you want to get into the 

recent period? 

SOLOMON:  The recent period.  Well, let's see, where did we 

stop? 

ISOARDI:  Well, after you leave Ray and you come back to get 

your treatment. 

SOLOMON:  Okay.  So I left Ray and I had my treatment.  It 

took me eight months to recuperate from when I had the surgery, 

where they removed the lymph nodes.  Then I had the radiation 

treatment for six weeks.  It was late getting started, because 

the day after I was to go in that earthquake destroyed the 

x-ray room at the hospital. 

ISOARDI:  Jeez. 

SOLOMON:  So I went through that for six weeks once they could 

get started.  I finished up a few days before Thanksgiving 

of '87.  The radiation destroys your taste buds and saliva 

glands.  It was Thanksgiving day.  Everybody was sitting around 

eating all this turkey, and they gave me some soup. 
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ISOARDI:  Oh. 

SOLOMON:  You know?  With no spices, no seasoning, because 

my throat was still raw and sore.  I'm eating soup and poached 

eggs and cream of wheat on Thanksgiving.  I'll never forget 

it.  But my daughter said, "Well, Daddy, you're able to eat. 

 You're still here."  I said, "Yeah, you got that right."  

I was so depressed, because once I healed up and I tried to 

play I had no chops.  My chops were gone. 

 So Johnny Otis had offered me a spot with him again.  

During my recovery, he was very, very sweet.  He was living 

in Altadena then.  At his church they would take up a collection 

and send me money.  Everyone would call and support, which 

really saw me along. 

 Ray Charles had a gig to go to Japan in, I think, February 

of '88.  Yeah.  And I went.  I wasn't sure whether I could 

really do it, but I had practiced, and built my chops up.  

So I went.  It was a short trip.  It wasn't hard at all, and 

I did it.  But when I came back I said, "Well, this doing 

one night and handling bags and all this business, I'm not 

really into that.  I can't really deal with that." 

 So Johnny Otis had this thing at the Fairmont Hotels 

chain.  He was doing the one in San Jose, and I went up there. 

 Johnny said, "Well, you can play.  We do two shows a night. 
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 You can play.  If you feel tired or don't feel good, just 

go up and go to bed."  So I was able to play, to work, and 

build my strength and get my rest, which was good. 

 Then we went to Japan after I was there with Ray.  We 

did the Fairmont in Dallas, New Orleans.  This was a whole 

year.  I mean, at each place we were there for a long, long, 

long time.  We did this in Atlantic City and then back to 

Dallas and finished up in San Jose.  They played the one in 

San Francisco, but that whole year, all of '88 and the early 

part of '89, was at the Fairmont chain with Johnny Otis.  

One of those years we did a cruise.  He said, "Well, you can 

take Maki [Hayashi Solomon]."  So he set it up where I could 

take Maki, cruising down to Mexico. 

ISOARDI:  Jeez.  Nice. 

SOLOMON:  Every cruise I've been on, she's been on it with 

me.  I've done three with Charles and one with Johnny.  I'm 

trying to remember-- My brain is getting addled now.  I've 

got so many things coming at once.  It was like Phil Guilbeau 

used to tell these young guys-- He was another character.  

Everybody in Ray Charles's band was a character.  If you ever 

saw the Bill Cosby Fat Albert Show, everybody, every character 

in that was a Ray Charles-- Cosby used to hang out in the 

dressing room when he was on tour with the band and tape all 
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this stuff, all these guys.  Johnny Coles was a character 

called Mush Mouth.  Fat Albert was, of course, Leroy Cooper, 

on that picture over there.  One was Phil Guilbeau.  He had 

such delusions of grandeur, we called him "J. Paul Ghetto." 

 You know, "I'm gonna tell Ray Charles-- He doesn't want anyone 

eating on his plane, but that's all right.  I'm gonna buy 

a 747 and have the band on it with their girlfriends and their 

kids, have a swimming pool on it, just like the president, 

and Ray Charles is not going to be allowed on the plane."  

Yeah.  So he'd tell the young guys; he'd come up with these 

ideas.  Everybody who knew Phil knew he was putting them on 

except the young guys that didn't and thought he was serious. 

  They'd say, "Well, Phil, do you want to explain that to 

me?"  He'd say, "Young man, one of my ideas would bust your 

head wide open."  [laughs]  He would just crack everybody up. 

ISOARDI:  Too much. 

SOLOMON:  Yeah, Guilbeau and-- So my ideas are about to bust 

my head wide open, man.  That's why I said, "Well, you ask 

me--" I'm trying to think of what came next, and so many things 

are coming today at once.  Boom! 

ISOARDI:  Do you want to take a break? 

SOLOMON:  Yeah, I've got to pick up Djatoi [Solomon-Psalms] 

at two [o'clock].  It's ten minutes to two now. 
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ISOARDI:  Okay.  Why don't we do that.  We can wind it up next 

time, then. 

SOLOMON:  So we're winding up in the middle of 19-- 

ISOARDI:  'Eighty-eight? 

SOLOMON:  Well, actually, we're later than that; we're in 

'89.  

ISOARDI:  'Eighty-nine now, okay.  All right. 

SOLOMON:  Yeah, that will give me a chance to kind of think 

back-- 

ISOARDI:  On that last ten years. 

SOLOMON:  Yeah.  So the last ten years, I haven't been a hell 

of a lot with different groups. 

ISOARDI:  Oh, gee, it just popped into my head.  Let me ask 

you, then, before-- 

SOLOMON:  Busted wide open? 

ISOARDI:  No.  [laughs]  When you go with Ray Charles and you 

become bandleader, you're playing alto throughout all this 

time, right? 

SOLOMON:  Yeah. 

ISOARDI:  Now, previously you recorded on tenor.  When you 

recorded with Ray now, are you playing alto on all the subsequent 

recordings while you're with the band the second time? 

SOLOMON:  Well, both.  I haven't recorded with Ray in a long, 
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long time.  We played at Sharon Stone's wedding, for example, 

on Valentine's Day.  I played alto at that party, and then 

a couple of days later we played Indian gambling casinos near 

Palm Springs, in Indio, and I played tenor.  So whatever is 

needed. 

ISOARDI:  So you did play both, then? 

SOLOMON:  Yeah. 

ISOARDI:  Oh, okay.  Okay, that's all I wanted to get down, 

make sure I asked that. 

SOLOMON:  And even soprano. 

ISOARDI:  Really?  Occasionally? 

SOLOMON:  Yeah, every now and then.  If there is a clarinet 

part, which-- I hate clarinet, and I don't play it.  We did 

that Johnny Otis album-- 

ISOARDI:  Which one?  Spirit of the Black Territory Bands? 

SOLOMON:  There you go. 

ISOARDI:  Yeah. 

SOLOMON:  Well, Ron [Ronald] Wilson played clarinet on some 

of those things, but they all live up north, and the session 

was down here.  So when Johnny was playing the stuff back, 

he noticed that there were some spots that the clarinet didn't 

come through so well, so he had me overdub it on soprano. 

ISOARDI:  Ah. 
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SOLOMON  So some of the clarinet stuff was left, but the ones 

that weren't, then that was overdubbed soprano over the clarinet 

solos or lines or whatever.  But I haven't played soprano 

in quite some time.  With Charles being in the hospital, I 

haven't played anything in quite some time. 

 I worked a gig a couple of weeks ago.  It was in Rolling 

Hills Estates.  It was really nice.  Billy Eckstine's daughter 

was the vocalist on it. 

ISOARDI  Oh, that's right.  All right. 

  



 

 

     359 

 TAPE NUMBER:  X, SIDE ONE 

 SEPTEMBER 30, 1998 
 
 

ISOARDI:  Clifford, we're up to-- 

SOLOMON:  Yom Kippur. 

ISOARDI:  Yom Kippur, yes.  We're up to the 1990s, and you're 

rejoining Charles Brown. 

SOLOMON:  Yeah.  Where did we leave off, Steve?  Because I 

want to get right-- 

ISOARDI:  Well, you talked last time about leaving Ray Charles, 

about the cancer process and you getting past that. 

SOLOMON:  That would be '87. 

ISOARDI:  And then you talked about going with Johnny Otis 

for a while.  Then you got up to joining Charles Brown. 

SOLOMON:  Yes.  I'd better tell you this, because this is pretty 

humorous.  That's mainly what this is all about.  This is so 

funny.  Yesterday, Danny--you know, the guitar player, Charles 

Brown's manager and everything-- 

ISOARDI:  What's his name?  Danny-- 

SOLOMON:  Danny Caron.  So I wanted to know how Charles was 

doing.  Danny's my liaison, because Charles-- No one ever 

answers his phone.  He's back in the hospital.  He's doing 

bad, doing very bad.  So Danny said, "Did you hear anything 
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about Johnny Otis dying?" 

 I said, "Johnny Otis?  No!" 

 He said, well, some disc jockey told him that he heard 

that Johnny Otis had died.  So I said, "Well, no, but let 

me get on the horn right now."  So I called Johnny's house 

up north.  He lives in Sebastopol.  So his grandson Lucky 

answered the phone.  I said, "Who is this?" 

 He said, "Lucky.  Who is this?"  I told him, and he said, 

"Oh." 

 I said, "How's your granddad?" 

 He said, "He's in the other room, do you want to talk 

to him?"  You know, it was like "whew." 

 So Johnny got on the phone, and I told him that there 

was a rumor that he had died. 

 He said, "A rumor I had died?  Somebody's got it out 

that I'm dead?"  He said, "Goddamn it, next they're going 

to cancel the few gigs that I've got coming up."  [mutual 

laughter]  He was so funny.  He was thinking more about them 

canceling some gigs. 

 But we figured it out.  There's a singer Johnny Adams 

in New Orleans who had died a few days ago from prostate cancer. 

 Because this guy told Danny that Johnny Otis had died from 

prostate cancer.  So he's got the Johnnys-- Johnny Adams turned 
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into Johnny Otis. 

 So Johnny and I talked for a while.  He's doing okay. 

 He'd lost his mother last week, so maybe that came into it, 

too.  So by the time this disc jockey got the news of Johnny 

Otis's mother and Johnny Adams, some way or other his mind 

told him it was Johnny Otis.  Johnny is okay, but he said, 

"Well, you call Danny and tell him to put the stops on this 

guy.  If he's a disc jockey, hell, he'll be broadcasting it 

all over the country.  People will be sending flowers to me." 

 Johnny is okay, but I thought I had to tell you that.  It 

was so funny, you know, the first thing he said, "Oh, they're 

going to be canceling my gigs if they think I'm dead." 

 Okay, after Johnny, let's see.  In '89 and '90 I did 

some things with Johnny.  I went to Japan with Johnny; I think 

it was '89.  I came back and was doing some things around 

here.  Charles was at the Vine Street Bar and Grill.  So we 

were in contact with each other, and he wanted to know if 

I wanted to work with him.  I said, "Sure!"  So we did the 

gig. 

 Bonnie Raitt was there one of those nights we were there. 

 Charles had vaguely heard of her.  He really didn't know who 

she was.  She came backstage, and she said, "Charles, you've 

been an idol of mine all my life"  and blah, blah, blah.  She 
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said, "I'm up for a Grammy [Award].  If I happen to be lucky 

enough to win, I won't forget you."  So the day after the 

Grammys she called Charles and said, "Charles, you know that 

Grammy I was up for?" 

 He said, "Yeah." 

 She said, "I won four, and I want you to know that I 

didn't forget you."  [laughs] 

ISOARDI:  Jeez. 

SOLOMON:  So, you know, Charles did a tour, I think it was 

in '90.  He did a single tour--he only played twenty 

minutes--with Bonnie.  Then in '95 we were the opening act. 

 Ruth Brown and Charles Brown were the opening acts for Bonnie 

Raitt's tour in '95.  So all through the years she's been 

a-- She's a princess.  Do you remember what I told you about 

Betty Carter?  Well, Bonnie is that way and still is.  As a 

matter of fact, I guess she probably heard that Charles, all 

of Charles's stuff was gone. 

 Somebody from her office called me last week and wanted 

to know if I wanted to see the show here at the Greek [Theatre] 

tomorrow.  I said, "Yeah, my wife and I."  So he said, "We'll 

send you the tickets."  Then Jeffrey [her manager] called 

back and said, "Bonnie wants to know if you wanted to play 

a song with her."  I said, "A song?  Of course.  I'd be 
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delighted."  So I'm going to do a song with Bonnie tomorrow 

at the Greek. 

ISOARDI:  Wonderful. 

SOLOMON:  Yeah, yeah.  So the tickets and the VIP parking pass, 

all that stuff, came by messenger today.  Yesterday the 

messenger brought the CD.  It's a Mose Allison song.  It was 

on a CD that-- Well, actually an album, because it was done 

in '73, twenty-five years ago.  It was a tune on that.  I played 

the CD, and it's right up-to-date, man.  It's right up-to-date. 

 So, I don't know, I think it should go pretty nice. 

ISOARDI:  Great. 

SOLOMON:  Yeah.  Danny Caron, we mentioned him earlier, he's 

a guitar player, but also he's the one that brought Charles 

back into it, because Charles was semiretired.  Danny was 

able to do his guitar style similar to Johnny [B.] Moore, 

so he rejuvenated Charles as far as music goes.  Charles would 

practice all the time, but he hadn't done anything, and he 

got discouraged, because it wasn't happening for him.  Charles 

was a big hit right until rock and roll.  Then that type of 

stuff that he was doing, like a laid-back lounge act where 

people would sit and lovers would listen to his crooning, 

when rock and roll came along they were no longer sitting 

and hugging.  They were boogeying, you know? 
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ISOARDI:  A different game. 

SOLOMON:  But we did very, very good.  We didn't go on any 

long tours, which fit me to a tee, because I still had to 

be fairly close to my doctor.  Once you have cancer they give 

you a five-year period of treatments and close supervision 

and whatever.  This is my eleventh year.  But still, other 

things are happening with me so that I have to be accessible 

to a doctor.  I don't want to be in some country where the 

language stands in the way of getting treatment.  It doesn't 

matter, because just about everywhere you go people will speak 

English.  But I don't like to be gone from home too long, 

so we weren't.  But it was fairly lucrative.  So this went 

on up until Charles became ill last year. 

 We did a Caribbean cruise, the blues cruise, and he was 

in a wheelchair--not so much that he couldn't walk but because 

it was easier to transport him.  Put him in a chair and whisk 

him off to where then he'd be walking very, very slowly.  

His ankles and legs were swollen.  He had all kinds of medical 

problems. 

 So we came home.  He was in and out of the hospital.  

As it turns out, he's got a bad heart.  His heart is too weak 

to pump the blood, so he has to have dialysis three times 

a week.  He's got this medication that he's supposed to take. 
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 When he doesn't, then he gets this ammonia poisoning buildup 

in his system.  He's in really bad shape, in really bad shape. 

 He might outlive all of us, but right now it's-- I talked 

to Danny yesterday.  I called him just before you came, and 

he said Charles still wasn't good.  You know, you never know. 

 But by the same token, my bird in there-- He was sick 

three weeks ago.  We took him to the vet.  We had to take him 

all the way to Santa Monica, because most vets, you know, 

dogs and cats and that's it.  So we had to take him all the 

way out to Santa Monica, and the vet said, "I don't think 

he's going to live through the night."  He was singing when 

you knocked on the door.  [laughs]  That was three weeks ago. 

 He just eats, and he was singing his ass off. 

ISOARDI:  So you never know. 

SOLOMON:  So you never know.  Hopefully Charles will be able 

to sing again, too, even thought it doesn't look good now. 

ISOARDI:  What was it like going back with him after all those 

years? 

SOLOMON:  Well, one thing about Charles's band, he's always 

had that classy type of act.  He's a beautiful person to be 

around because there's no ego, no head trips.  He'll talk 

to everybody.  Don't make the mistake of shaking his hand; 

you say, "Charles, I really enjoyed your show," and you'll 
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be there for twenty minutes trying to get your hand back. 

ISOARDI:  He won't let go? 

SOLOMON:  He won't let go.  You know?  He just loves people. 

 He loves to talk.  He'll start telling his life's history, 

"Well, in 1947 so and so and so and blah blah blah."  One 

time we were waiting for Charles on the bus,  and Charles 

was inside, so somebody said, "Go get Charles so we can go 

to the hotel.  We're tired."  So the drummer went to see about 

Charles.  He came back on, and he said, "Well, he was up to 

1958."  So that meant another twenty years he had to run through. 

 But he's a song stylist.  They categorize him as a blues 

singer, but that isn't true.  Charles does everything.  I think 

they call him a blues singer because his early hits were the 

blues, and he has this mellow, croony, bluesy style of singing. 

 But the songs that we did weren't all blues.  Like a lot of 

old standards.  But his treatment of them is always his.  He 

would style them his way.  On our latest CD, which is up here, 

we've got a lot of old stuff on there that's been redone.  

Gerald Wilson and John Clayton did some of the charts, some 

of them with a big band.  It was recorded in San Francisco. 

 Then others were with the small band.  Then there was one 

that Charles did a single on, some gospel type of number. 

 So he's very versatile and an excellent pianist.  He's 
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not a piano player; he's a pianist.  And I don't mean he was 

the pianist because he drank the most beer.  Okay, I'll give 

you three more minutes and you'll get it.  [Isoardi laughs] 

 Do the Don Rickles thing:  "I think you'll have it in"--let's 

see, countdown:  ten, nine, eight-- "Oh, you got it!" 

 But it was always fun working with Charles, because he 

could play and he could sing.  Not as much as working with 

Ray [Charles], because you never knew where Ray was going 

to come from.  It was always a challenge, an enjoyable challenge, 

working with Ray.  Although Ray would admit that his early 

style was based on Charles Brown. 

ISOARDI:  Really?  He admits it? 

SOLOMON:  Yeah, he admits that.  Every time you read 

something-- Somebody writes asking, "Who is your early 

influence?"  "Charles Brown and Nat [King] Cole." 

ISOARDI:  Did they ever get together? 

SOLOMON:  To record? 

ISOARDI:  No, to perform. 

SOLOMON:  No.  Well, sort of.  We did a street scene in 

Birmingham, Alabama.  It was Charles Brown and then Ray Charles. 

 When Ray got there we had finished, because we were on, and 

then another band, and then, you know-- But it was on the 

same show.  We were supposed to do the festival in Montreal 
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this year and one in Chicago.  Those were canceled because 

of Charles's illness, but we were really looking forward to 

it.  As a matter of fact, the guys with Ray's band were looking 

forward to it.  The drummer [Peter Turre] had called me and 

said, "Man, all the guys were waiting on you and you didn't 

show up."  [laughs]  I said, "Well, Charles was sick, so they 

canceled the gig."  But like I said before, the guys on that 

band always stay in touch with me.  I had a good rapport with 

the guys, which is good.  You can always play music good together 

when the guys like each other. 

ISOARDI:  How is it working with Charles? 

SOLOMON:  It was fun.  It was a lot different from Ray, because 

Ray had this big band, and everything was limited.  Even though 

I was the musical director and I got some solos, a lot of 

times I wouldn't give myself solos when I called the tunes; 

you know, I let somebody else play.  But with Charles I had 

more exposure, because I soloed on everything.  It was only 

five of us.  So I enjoyed that.  I got to play more, and that 

was fun.  I always like to play.  Whereas I couldn't really 

get that opportunity; we were Ray Charles's backup.  We were 

his showcase.  But with Charles it was-- 

 One time Ruth Brown-- We were on this tour with Bonnie 

Raitt.  Ruth is sweet, but she had it all wrong.  Like she 
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said, "Everybody, you're all playing, soloing, and taking 

time from Charles."  Charles just said, "Ruth, we have a 

different tone.  You are the star of your show.  If you fired 

the whole band, the next band wouldn't nobody know it, because 

they're just there to back you.  But my band, we're all together. 

 We all support each other.  This is a musical unit.  I just 

happen to sing, but I'm the piano player."  [mutual laughter] 

 He got on Ruth's case and told her-- 

ISOARDI:  That's nice. 

SOLOMON:  --"Don't be saying that they're playing too much, 

because I wish they'd play more."  But it's a different type 

of unit.  We weren't a backup band like her band was backing 

her up.  We were a unit.  It just happened to be that he sung, 

too. 

ISOARDI:  Yeah. 

SOLOMON:  So he would encourage you, "Play another chorus." 

 You'd be playing, and he'd say, "Blow, man, blow!"  You know 

what I mean?  Keep on.  You know, don't cut it down.  Whereas 

with Ray Charles, if you got eight bars of solo you were lucky. 

 It was all Ray Charles.  He was the star.  Yeah.  So it was 

always enjoyable working with Charles, because you got a chance 

to play more.  Yeah. 

ISOARDI:  So the future now?  It's waiting to see what happens? 
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SOLOMON:  Yeah, well, I want to be optimistic, but I can't 

really be, because it doesn't look good for him.  We were 

supposed to play Saturday, and they had to cancel that.  They 

don't want Charles to fly anywhere because the doctors say, 

well, he's got this bad heart.  I look at it like, hell, if 

it was dangerous for people with bad hearts to fly they'd 

have hearses and ambulances at every airplane that landed 

in every airport in the world.  You know what I mean?  But 

like I said, his heart is too weak to cleanse his blood, so 

he has to have that dialysis.  He has to have it three days 

a week--Monday, Wednesday, and Friday.  Some people can have 

dialysis and it's not so bad for them, but with Charles it 

takes damn near the next day before he's together again.  

It debilitates him. 

 So I don't know what his future is going to be.  Like 

I said before, I hate to lose the income, but I also hate 

to lose a good friend, a longtime friend.  We go all the way 

back to 1950.  And then, too, my health isn't perfect, so 

I don't want to go out on the road and be out there doing 

one-nighters and all. 

ISOARDI:  Yeah. 

SOLOMON:  With Charles it was perfect, because we'd go play 

and come home, go play, come home.  We might do three or four 
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days here and come home or do a week here and come home.  

The longest we were gone was, in Mexico, we played for this 

multibillionaire, Sir James Goldsmith.  He was knighted by 

the queen [of England], and he had this-- It looked like as 

far as the eye could see belonged to him.  He had started 

a political party in France, and he had 

written books on the economies of the world.  A very heavy 

individual.  He had this beautiful Taj Mahal-looking place 

up there in Mexico.  The whole town worked for him. He had 

us there to play New Year's.  The money was very good.  He paid 

for our hotel.  Where he lived was about a thirty-minute ride 

from the seashore where we stayed.  It was like it was a paid 

vacation.  We were there for two weeks and we only played twice. 

ISOARDI:  You're kidding. 

SOLOMON:  Yeah.  That was the longest we were gone, but it was 

beautiful.  It was New Year's.  We went between Christmas and 

New Year's and stayed two weeks.  The weather was hot.  I got 

bored to death, man; there just wasn't anything to do.  But 

looking back on it, it was fun. 

 Charles thinks that's where he got-- Now, here's what 

he says.  He had bought some shoes, some huarachis or something, 

and wore some of the skin off his heel.  So he said he made 

the mistake of washing his feet in water and the bacteria got 
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in it and caused it to get sore.  Who knows?  It could be true! 

ISOARDI:  Yeah, it could. 

SOLOMON:  You know?  But he blamed it on the Mexican water. 

 So somebody would say, "Charles, we really enjoyed your show. 

 How's your foot?"  "Well, I'll tell you what happened.  I bought 

some shoes in Mexico, and then--" Then 

you've still got--  [inaudible]   

ISOARDI:  Watch, and he's telling the history, "And then the 

Spanish came and--"  [mutual laughter] 

SOLOMON:  Yeah, it happened so many times.  People would say, 

"Did you suffer from Montezuma's revenge?"  "Montezuma?  I 

didn't do nothing to him.  Why is he getting revenge on me?" 

 [laughs] 

 Once I was there, in Mexico, with Ray Charles.  I told 

the guys, "Well, don't drink the water."  Which they didn't, 

but everybody got sick.  What happened was that we played 

this festival up in the mountains.  It was like a festive 

type of thing.  There was food.  It was just happening.  So 

nobody drank water, but they drank the juice; they had the 

ice in it.  The ice was water.  So they still got the germ, 

still got the bacteria through the ice.  Everybody was sick 

except me. 

ISOARDI:  Why? 
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SOLOMON:  Because I didn't drink the juice, because I knew 

the ice was going to be in it.  I drank beer.  [laughs]  But 

I don't like to keep comparing Ray and Charles, because it 

was two different groups. 

ISOARDI:  Yeah, it seems very different.  If you could have 

your druthers now, what would you like to do? 

SOLOMON:  I would like for Charles to get well so we could 

play some more together. 

ISOARDI:  So that's kind of an ideal setup for you, then? 

SOLOMON:  Yeah.  Yeah, yeah.  He isn't a real huge-name person, 

because he never had anybody really handling him.  We finally 

signed with an agency-- We had been with an agency that was-- 

This guy, Lupe [DeLeon], he was also the agent for Etta James, 

so all of his time and energies went into promoting her, and 

Charles was an also ran as far as he was concerned.  So we 

finally bought him out and signed with the Rosebud Agency 

in San Francisco.  It was a great agency.  They really had 

everything happening, man.  There were a bunch of good gigs. 

 There was a lot of work.  And then Charles got sick, and they 

had to cancel everything.  All the time they were trying to 

get us with Rosebud-- When it finally happened, then this 

happened. 

 So my future?  I don't know really what-- 
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ISOARDI:  See what happens with Charles. 

SOLOMON:  Yeah.  Well, there are other people, too, but like 

I said, I don't want to go on any long tours.  But I still 

want to play.  Well, we'll see. 

ISOARDI:  Well, we've come up to today, and we've looked a 

little bit at the future.  Do you have any thoughts, I mean, 

looking back on Central Avenue and on your own career? 

SOLOMON:  Any thoughts? 

ISOARDI:  Any final thoughts?  Well, let me ask you 

specifically about Central.  I mean, we're spending time going 

back, trying to capture this history.  Why should Central 

be remembered?  Or how should it be remembered?  Or should 

it be remembered? 

SOLOMON:  Well, it should be remembered just like the Harlem 

Renaissance should be remembered, the clubs in Harlem and 

the politics in Harlem during that time.  Central Avenue was 

like the Harlem of the West Coast, you know?  San Francisco 

didn't have a Central.  Neither did San Diego.  Los Angeles 

was the only one that had a Central Avenue.  So it was like 

the heart of-- How shall I say?  The black renaissance in 

Los Angeles was Central Avenue.  Like I said, what we were 

talking about before, about the restrictions of where you 

could live and the whole schmear-- You asked me before what 
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caused the demise of Central Avenue.  Central's a street, 

but it was also like a district.  Central was like a river, 

and all the other streets were like tributaries that branched 

off.  So it was Central, and then going west was Avalon 

[Boulevard], but it wasn't-- Central Avenue was where it was 

at.  That's where all the people were, because you couldn't 

live anywhere else.  You could live on the west side, but 

the people on the west side would come to Central for 

entertainment.  People on the east side always felt people 

on the west side were sediddy.  [laughs]  Do you know what 

I mean by sediddy? 

ISOARDI:  No.  [laughs] 

SOLOMON:  Sediddy is a word that goes back a long way.  I guess 

it's like society, pseudo-society, you know?  Sediddy.  But 

it will never be reborn.  Central Avenue will always be there 

but the ambience won't be, because it's completely changed 

now.  All the buildings are gone.  The ones that weren't burnt 

down in the insurrection of 1965 were torn down or fell down. 

 [laughs]  The only thing left is the Dunbar Hotel.  That's 

the only thing left.  The only reason it was saved was because 

it was made a historic landmark.  But it will be there.  It's 

a museum now and a senior citizen home. 

ISOARDI:  Right. 
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SOLOMON:  Central was dying.  Its heyday was in the thirties 

and during the [World] War [II] years.  After the war was 

over, that's when Central started to pass on.  People had 

made a lot of money during the war, so they bought homes.  

Everybody was headed west then and then later on to other 

points.  But people lived on the east side because they couldn't 

really help it, you know? 

ISOARDI:  Yeah.  Any final thoughts, Clifford? 

SOLOMON:  If I think of any I'll call you and tell you. 

ISOARDI:  All right, deal.  Thanks very much. 

SOLOMON:  Well, thank you for asking me.  I'm pretty sure I'll 

come up with something that I overlooked. 

ISOARDI:  We can always add it. 

SOLOMON:  Yeah. 

ISOARDI:  Many thanks. 

SOLOMON:  Today isn't a good day for me, man.  I'll tell you, 

all week long, I've been very, very, very hurt and distraught 

over losing Betty Carter. 

ISOARDI:  Yeah. 

SOLOMON:  And then with Charles's condition as it is, maybe 

I'm not in so much a jovial mood thinking about that type 

of thing. 

ISOARDI:  Big losses. 
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SOLOMON:  Oh, yeah, yeah.  Well, Betty.  Oh, man, she was 

out-of-sight.  My big sister.  My mother hen.  My Jewish mother. 

 Because, I'll tell you, when I went with "Hamp" [Lionel Hampton], 

I didn't have any money.  I was eighteen years old.  Lou Klein 

had run off with the money, so I didn't have any money.  I 

didn't have a place to stay.  I didn't have any money.  I couldn't 

get a room.  I had no money.  She realized this, so she gave 

me a place to stay and fed me for the four or five days that 

I was there before I decided to take my butt back home and 

get my shit together.  Then I went back out later and joined 

Hamp. 

 She was like a big sister.  She was only two years older 

than me--I didn't find this out until later--but she seemed 

much older.  She had been out there with Hamp for a year or 

two before me, so she was a road rat.  A road rat is what 

we call musicians and people that have been on the road for 

a while and know the do's and don'ts.  We call them road rats. 

 So she was a road rat.  I don't know what I would have done. 

 I'd probably have starved to death.  I'd probably be buried 

under some cactus bush in New Mexico if it hadn't been for 

her [laughs], while one of the musicians would be standing 

over eating a hamburger, spilling mustard on his shirt.  "What 

happened to him?"  "He starved to death, asshole.  You wouldn't 
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help him." 

 But all that's changed now.  Musicians kind of look after 

each other more.  That's one of the reasons, I think, that 

in Ray's band, knowing this and having experienced it, when 

I had the position of musical director--the straw boss, lead 

boss, whatever you want to call it--I was a firm believer 

in us taking care of our own.  Nobody else would.  It was a 

family.  It was a big family.  Everybody was a family. 

 I remember it was a mixed-race band.  I remember one 

time some stupid reporter asked-- Well, they asked me because, 

being the musical director, they'd ask me questions.  Some 

of them were so stupid.  They were just dumb.  You've seen 

the type.  You'll see on the news, they'll ask somebody, "Well, 

how does it feel that your daughter was raped and murdered?" 

ISOARDI:  Yeah.  [laughs] 

SOLOMON:  "How does it feel?"  Somebody asked me, "Why does 

Ray have so many different races, so many different colors, 

in his band?  You know, you've got white guys, black guys, 

Latinos."  So I told him just like Ray would have told him. 

 I said, "Well, Ray can't see, right?  So he hires the instrument, 

and it doesn't matter who's playing it, as long as the instrument 

sounds good.  It doesn't matter if it's a Martian playing 

it.  He hires the instrument.  Whoever happens to play, it 
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doesn't really matter as long as he can play, because he can't 

see.  He can't see what color they are because he can't see." 

 So it was like a big family.  We got along.  There were 

no hassles.  It was the greatest school.  A lot of guys would 

come out of school and just needed the experience, so they 

would want to come on Ray's band for two or three weeks and 

leave and say, "I've been with Ray Charles."  But once they 

got there the camaraderie was so strong that guys who intended 

to split didn't.  There were quite a few that were run off 

by Joe Adams and his antics and assholeisticism.  [laughs] 

ISOARDI:  Assholeisticism?  [laughs]  That's a good one.  

You're coining the words. 

 

SOLOMON:  Yeah, we're coining them, man.  Oh, boy. 

ISOARDI:  Jeez.  Well, Clifford, thanks again very much. 

SOLOMON:  Well, you're very, very welcome.  My pleasure. 
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 TAPE NUMBER:  XI, SIDE ONE 

 SEPTEMBER 11, 1999 
 
 

ISOARDI:  So what would you like to add to the previous section? 

  

SOLOMON:  Well, not much, Steve, except I was reading this 

book that Michael Lydon did on Ray Charles called Man and 

Music, and there were a few things in there that woke up the 

memory banks in my head, you know?  Like one, for example, 

was like when we discussed some of the clubs that were on 

Central [Avenue] during that time-- There was a club that 

I had forgotten about completely; it was called the Zebra 

Lounge, and it was on Central near Manchester [Boulevard], 

which would be maybe the 8800 block or whatever.  But it was 

a very nice club.  It was a club where a lot of name bands 

played.  [Julian] "Cannonball" Adderley I think played there, 

and the last time I saw Scatman Crothers alive he wasn't appearing 

there but he came.  I was friendly with somebody; I don't 

remember who it was.  I can't even really remember the year. 

 I think it was '58--yeah, somewhere around there, '58-'59. 

 And Scatman came in and hung out.  He died not too long after 

that.  But I was out of town, and I heard the last band that 

played was Ray Charles.  It was missing in the book, but just 
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a brief little thing-- But if I remember correctly, the band 

was booked, but the money wasn't right or something, so Ray, 

from what I remember, didn't appear, but the band played.  

And the guy that owned the place was from Detroit.  I don't 

remember his name, but he ran the place, and his mother was 

sort of like the manager.  And like--I was out of town when 

I heard about this--she was murdered.  So the rumor went around 

that-- This guy was from Detroit, and his father was reputed 

to be a member of one of the families back there, you know? 

 And the club had lost some money.  As a matter of fact, when 

Ray's band played that day they lost money, from what I understand. 

 So I guess it was the same thing as Bugsy Siegel; you know, 

they thought he was losing them too much money.  His name 

was George.  The day of reckoning came and they couldn't find 

him, so they murdered his mother. 

ISOARDI:  Oh, man. 

SOLOMON:  Yeah.  And his father was supposed to have been a 

big man in Detroit.  So they never did, as far as I know, 

catch the perpetrators.  They probably came in, did it, and 

went on back to wherever they came from, you know?  So the 

club went out with sort of an ominous bang, if you know what 

I mean.  But since Ray Charles was the last one to play--his 

band--they say, "Well, Ray broke the place."  Well, he didn't 
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break the place; he didn't even appear.  He was supposed to 

have been there, but he didn't.  So that's the rumor.  I don't 

know how factual it is.  You can probably research the Zebra 

Lounge at the address I gave you. 

ISOARDI:  That address that you mentioned for the Zebra-- 

Now, this is what used to be a white area till the housing 

companies-- 

SOLOMON:  Yeah, yeah, well-- 

ISOARDI:  Because that's below Slauson [Avenue] and above 

Ninety-second [Street]. 

SOLOMON:  Yeah.  You see, between Slauson on south to 

Ninety-second Street, that was the "demilitarized zone," if 

you know what I mean.  But in the late fifties-- Well, even 

early fifties, there were-- Yeah, in the fifties, or not too 

long after World War II, even in the late forties, it started 

to integrate some.  So in '58 that area was no longer 

predominantly white.  You know, there were white families 

that stayed there, but they were cool, and they didn't make 

the flight, you know? 

ISOARDI:  Yeah, to the [San Fernando] Valley. 

SOLOMON:  Yeah.  So the area sort of integrated from, I would 

say, the late forties.  It was prior to and during World War 

II that it was really bad, but after World War II it wasn't 
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like that so much.  So in '58 it was very--   They'd had about 

ten years, maybe nine or ten years of integration in that 

area. 

ISOARDI:  Had the Zebra Lounge always been there, I mean, 

even in the earlier era?  Was it under another name? 

SOLOMON:  No, no.  You know, there were shops and storefronts 

and-- There was a big market there at the corner of Central 

and Manchester--it was on Central at Manchester--and it was 

a big store they had where people used to shop, and it was 

like a few doors north of the market.  I don't remember the 

name of the market, but it was a big market.  It was like 

a forerunner to today's supermarket.  And the only thing, 

you'd get food there--  Like the markets now, where you can 

go get plumbing supplies, you couldn't do that then.  The 

stores weren't set up like that then, you know?  But the Zebra 

was a few doors north of this market.  I guess it would be 

easy enough to get the name of the market from interviewing 

some of the old people that are still in the area.  Or some 

of the old businesses, most of those businesses, people have 

either died or retired, but a lot of those businesses were 

turned over to their kids.  You know, they're probably old 

now themselves but might remember.  Not that the name of the 

market is that important, but it does have a sort of an historical 
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thing, you know?  

ISOARDI:  What kind of a club was the Zebra Lounge?  What was 

it like inside? 

SOLOMON:  It was a very nice club.  It was plush, and it was 

a jazz club, basically a jazz club. 

ISOARDI:  It was jazz. 

SOLOMON:  Yeah.  And they used some name acts.  Like I said, 

Cannonball Adderley appeared there.  They used name acts, 

and then they used some good local acts, too.  But it was 

sort of like a place that musicians and entertainers would 

go just to see who was there, you know, just to go hang out. 

 It was just like the clubs in Hollywood where you might go 

in a club and see movie stars and people in the entertainment 

field.  But this place,  most of the people that frequented 

it were players.  It was in a residential neighborhood, so 

to speak, but the neighborhood people hardly frequented it. 

 It was the people from other parts of the city--entertainers 

and entertainers' friends and-- The players, you know.  And 

it was a very nice club, a very nice club. 

ISOARDI:  Mixed audiences or--? 

SOLOMON:  Oh, yeah, of course.  Most of the clubs at that time 

that were in or near Central Avenue were mixed.  I remember 

there was a club called the York Club.  I think there were-- 
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ISOARDI:  York? 

SOLOMON:  York Club.  I think it was either Manchester    and 

Broadway or Florence [Avenue] and Broadway.  But it was the 

York Club.  Last time I saw Gene Ammons he was there.  And 

Nat Adderley was there that night, the night that I went.  

Let's see, this was-- I was living out that way, and my late 

wife [Bess Brazle Solomon]-- It was in the late sixties.  

I don't remember exactly, but it was the late sixties when 

Ammons was there, I think one of his last appearances before 

he died here in California.  Nat Adderley was on the scene 

that night.  And Grover Washington Jr. was there, and he was 

such a disciple of Ammons that he was sitting on the side-- 

He had his horn out.  He didn't play it; he was just holding 

the horn and fingering it.  [laughs]  And he had albums and 

stuff out, but he was totally involved in listening to "Jug," 

which is what we called Ammons, you know.  And Jug did it 

that night.  He was playing his ass off, which he always did. 

 I'm surprised he could walk with no ass, because he played 

it off.  [mutual laughter] 

ISOARDI:  How long did the Zebra Lounge last? 

SOLOMON:  You know, at that time I was in and out of town, 

so I don't remember.  I don't think I was here when it opened, 

and, like I said, I was gone when it closed. That's when the 
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rumor was out that they came and whacked George's mother instead 

of him because he wasn't able to be found.  But all this stuff 

is rumors.  I don't really know-- I wasn't here.  But a couple 

of years, maybe.  A year or two.  I'm sure there are people 

around who remember.  Buddy Collette would know, I'm sure. 

 But it was a good club. a good club.  A lot of musicians 

that were considered legends of the day used to go by there. 

 You know, if they didn't play there they'd go by it and see 

who was, because it was a hangout.  Whereas musical stuff 

that was happening on Central in the forties--I don't mean 

the years, I mean the numbers, you know, from Vernon [Avenue] 

on back, like the Last Word, the Downbeat [Club], the [Club] 

Alabam--all those clubs, they were gone.  They were still 

there, but they weren't functioning, right?  So the Zebra 

got a lot of the people that used to go to those clubs. 

ISOARDI:  Sounds like it was probably one of the last big 

clubs on the avenue. 

SOLOMON:  Yeah.  It just didn't last a hell of a long time, 

plus it was down near Manchester, so it wasn't near the "scene." 

 By the scene I mean from Vernon to Jefferson [Boulevard] 

and Martin Luther King [Jr. Boulevard].  It was Santa Barbara 

[Avenue] then, where they ran together.  That was the club 

scene.  You know, the Last Word, the Downbeat-- The Alabam 
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was in its death throes at the time.  People would rent it. 

 They'd have affairs and functions, but it was gone. 

 In front of the Dunbar Hotel there was a taxicab stand 

called Black and White Cab.  I remember when I was a kid it 

was supposed to be two cabs, but I only saw one.  And the 

guy--it was always the same driver--he would be parked out 

there.  Like the cap on, and his black-and-white cab.  He was 

right in front of the Dunbar.  I think it was a one-cab operation, 

but it was supposed to have been two.  But, you know, the 

other one was either always on a run or a call. 

ISOARDI:  Yeah, one of those. 

SOLOMON:  Yeah.  And in some of the old pictures of the Dunbar 

I never saw that cab stand in front, but it was.  You might 

want to mention that. 

ISOARDI:  That's a nice touch, nice touch.  Okay, anything 

else you want us to get down? 

SOLOMON:  Turn it off a minute while I think. [tape recorder 

off]  Okay, I had mentioned on the previous interview about 

the Crystal Tea Room, and it was a footnote on the transcript 

that said-- The Crystal Tea Room was owned by Curtis Mosby's 

wife.  There was a footnote that said, "Was that Esvan [Mosby's] 

or Curtis Mosby's wife?"  Well, we all assumed it was Curtis's 

wife,  but Esvan was his younger brother who was a little 
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bit closer to-- Curtis was more of a standoffish-type 

businessman, whereas Esvan-- Well, you'd see him all the time, 

because he managed the Last Word.  And sometimes he would 

call and say, "Hey, man, get a group together.  I want you 

to play for a party" or something.  So he was more in touch 

with the guys than his brother was.  His brother was pretty 

standoffish, you know, a big businessman.  Esvan had a club-- 

Well, it wasn't a club.  On 103rd Street in Watts there was 

this upstairs ballroom, I guess you'd call it.  I don't remember 

whether it was the Masonic [Lodge] or the Elks or whatever 

name it had, but-- 

ISOARDI:  It was at 103rd and Central? 

SOLOMON:  No, it was 103rd in the heart of Watts.  Well, the 

business district was between Wilmington and then on west 

to Compton.  That's where all the stores and the shops, the 

theaters and the-- It was like a smaller version of Central 

Avenue, you know?  Remember I told you about where you'd get 

hot dogs for a nickel at Coney Island on Central?  Well, there 

was a place on 103rd called Frank's where you could get the 

hamburgers and hot dogs and tacos for a nickel as well.  So 

a lot of people didn't have to go downtown, because everything 

was there.  It had its own shopping, theaters, everything 

was there. 
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 So this club--I keep saying "club," but it wasn't really 

a club--it was just sort of a dance hall upstairs, and Esvan 

would have stuff there on weekends, Friday and Saturday.  

And I remember one time I played when Roy Porter was playing 

drums.  And they had these shake dancers.  These shake dancers 

came out, and Roy was so good on these tom-toms that the dancers 

were carried away and you could hardly get them off.  They 

were shaking everything.  [mutual laughter]  You know, even 

the ears were wiggling.  Roy had it going, man.  [mimicks 

Porter's tom-tom rhythm]  And the chicks were trying to catch 

all of his downbeats with parts of their anatomy that shook, 

you know, like the jello dance, right?  They never did have 

big, big crowds.  That was the only thing about the place. 

 You never did have these big, big crowds at these clubs in 

Watts.  You had a lot of people that lived in the area, the 

young players, but the average working people that had the 

money, they hardly went out too much at night, because they 

had to go to work in the morning.  Not like it was on Central, 

where you had people that made their money other than getting 

up in the morning and going and getting-- You know what I 

mean?   

ISOARDI:  People going to bed in the morning. [laughs] 

SOLOMON:  Yeah, yeah.  But this club, this dance place, dance 
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hall or whatever--because they had dances up there, too--Esvan 

ran the place.  And he was a pretty good guy.  ISOARDI:  All 

right.  Okay.  So that will do? 

SOLOMON:  Did you ever talk to [Cecil "Big] Jay" McNeely?  

ISOARDI:  Oh, yeah.  He was one of the first people we 

interviewed. 

SOLOMON:  Okay.  Well, Jay will probably remember the name 

of the place. 

ISOARDI:  Yeah, we'll have to see-- That was ten years ago. 

 I'll have to see if he talked about it. 

SOLOMON:  Yeah, yeah. 

ISOARDI:  All right.     
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Berman's House of Style, 
40-41 
Bernal, Gil, 138, 139 
Bihari, Jules, 251 
Bill Robinson Theatre, 37, 
 171 
Billy Berg's (club), 104, 
111, 181, 184 

Birdland West (club, Long 
Beach, California), 337 

Black and Tan Club (San Diego, 
California), 121, 124, 125 

Blakey, Art, 68, 103, 187 
Blanchard, Terence, 122 
Booker T. Washington Hotel 
(New York City), 222-23 

Boyd, Chuck, 268 
Braddock Hotel (New York 
 City), 11 
Brass Rail (club), 296 
Brehm, Simon, 140 
Brinkley, David, 95 
Broady, Earl, 87 
Brown, Charles, 53, 66, 68, 
75, 83, 90, 102, 124, 
126-27, 130-35, 138, 143, 
161, 178, 188, 190, 192, 
207, 222, 224, 232, 234, 
254-57, 269, 308, 311, 
313-14, 350, 356-68, 371 

Brown, Clifford, 1, 122, 140, 
141, 239, 244, 354 
Brown Derby (restaurant), 
291 
Brown, James, 280, 313 
Brown, Ray, 66, 106 
Brown, Ruth, 357, 363-64 
Brown, Wilbur, 111 
Browne, Samuel, 71, 90-91 
Bryant, Bobby, 93 
Bryant, Clora, 227, 230, 231 
Bryant, Paul, 336 
Bullock, Alline, 270 
Burton, Clifford, 58, 228 
Burton, Minnie Hightower, 
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58, 228 
Butler, Frank, 185-86 
Byas, Don, 61 
 
California Club, 268, 295 
California Eagle (newspaper), 

31  
Caliman, Hadley, 56, 111, 116, 
212-15, 216, 217-21, 222-26 
Callender, Red, 100 
Calloway, Cab, 55, 264, 265 
Canned Heat (musical group), 

189, 241, 280, 286, 287, 
315 

Caribbean Lounge, 334-35 
Caron, Danny, 165, 239, 354-55, 

358, 359 
Carr, Lady Will, 232 
Carruthers, Wilbur 

"Shedrick," 56, 215  
Carson, Johnny, 94, 301 
Carter, Benny, 254 
Carter, Betty, 357, 371-72 
Casa Mañana (club), 167 
Cato, Lawrence, 256, 259 
Cavalcade of Jazz, 295-96 
Celebrity Club, 175 
Chambers, Paul, 105 
Chappelle, Gus, 181-83 
Charles, Edgar, 335 
Charles, Ray, 96, 130-31, 175, 
189, 194, 196-97, 198, 200, 
206, 219, 221, 222, 233-34, 
241, 245, 250, 285, 286, 291, 
294, 296, 302, 303-9, 310-12, 
314-16, 317-20, 321-31, 347, 
348-54, 362-64, 367, 373, 
375-77; Raelettes, 314-15 
Chicken Inn (club), 112-13 
Cinegrill (club), 337 
City Slicker Room (club), 345 
Claiburne, Deszon, 136 
Clark Hotel, 12, 13-14, 168 
Clayton, John, 361 
Cleveland, Jimmy, 242 
Clifton's Cafeteria, 40 
Clinton, William J., 135, 136 
Club Alabam, 10, 11, 46, 110, 
145, 148, 151, 168, 290, 381 

Club Savoy, 299 
Cohen, Mickey, 40 
Cole, Nat King, 53, 130, 362 
Coleman, Ornette, 114, 156 
Coles, Johnny, 318, 326, 327, 
350 
Collette, Buddy, 53, 59, 100, 
148-49, 228, 381 
Coltrane, John, 105, 120, 
159, 187, 313 

Coney Island Chili Parlor, 
38-39, 64, 289, 383 

Cooper, Leroy, 304, 317, 
330-31, 350 
Cosby, Bill, 273, 350 
Cravens, Gene, 79-81, 97, 
215 

Crawford, Hank, 304, 337 
Crayton, Pee Wee, 75, 113, 
124, 125, 103, 133, 151, 
255, 261 

Creath, Charlie, 10-11 
Crescendo (club), 296 
Criss, Sonny, 53, 63, 74, 
93, 298 

Crothers, Scatman, 111, 375 
Crystal Tea Room, 148, 151, 
159, 294, 382 

Crystal White Hotel 
 (Houston), 66 
 
Daniels, William "Boogie," 
55, 61, 111, 116, 215 

Danson, Ted, 135, 136 
Davis, Bill, 337 
 
Davis, Maxwell, 249, 251-56 
Davis, Miles, 82, 104, 105, 
122, 187, 229, 327 

Davis, Sammy, Jr., 175, 
264-65 

DeFranco, Buddy, 161 
DeHort, Laura, 18 
DeLeon, Lupe, 368 
Devil in a Blue Dress (film), 
32-33 

Dimitriou's Jazz Alley (club, 
Seattle), 224 

Dixon, Floyd, 126-27, 130, 
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133, 138 
Doggett, Bill, 337 
Dolenz, Mickey, 94 
Dolphin, John, 297 
Dolphin's of Hollywood 

(record store), 297-98, 300 
Dolphy, Eric, 72, 78, 80, 
113-15, 157, 159 
Donegan, Dorothy, 186 
Dorsey, Jimmy, 39, 46, 148, 

149-50 
Dorsey, Tommy, 46 
Downbeat Club, 46, 75, 106, 

150, 151-52, 155-56, 381 
Dunbar Hotel, 5, 13, 14, 36, 
48, 103, 109-10, 168-69, 370, 
381-82 
Dunes Hotel (Las Vegas), 
262-64 
Duvivier, George, 265 
Dynamite Jackson's (club), 

185, 336 
 
Earl Carroll Theatre, 291 
Earle Theatre (Philadelphia), 

100 
Earls of '44 (musical group), 

54 
Eastwood, Clint, 137 
Ebony Showcase Theatre, 187, 

344 
Eckstine, Billy, 9, 250, 297, 
353 
 
Edison, Harry "Sweets", 317 
Edwards, Teddy, 53, 54-55, 

56, 66, 70-71, 73, 93, 106-7, 
132, 151, 157, 298, 299 

Eldridge, Roy, 66 
Elks auditorium, 31, 290, 291, 

299, 383 
Ellington, Duke, 31, 46, 66, 
83, 96, 110, 112, 117, 182, 
204-5 
Ellington, Mercer, 96 
Elman, Ziggy, 43-46 
Ennis, Andy, 197, 317 
Ennis, Skinnay, 42 
Escovedo, Coke, 220 

Escovedo, Pete, 220 
Eskin, Sheldon, 89 
Estell, Oscar, 256, 258 
Evans, Thelma (aunt), 115 
Evans, Gil, 327 
Evans, Herschel, 61, 84, 119, 
147 
 
Fain, Elmer, 99 
Fairmont Hotels, 349 
Farmer, Addison, 72, 90 
Farmer, Art, 72, 90, 102, 
141-42, 158, 242 

Farrell, Tony, 272 
Fat Albert Show (television 
series), 350 

Fears, Vivian, 231 
Feather, Jimmie, 249-50 
Fifth Street Dick's Coffee 
House, 338, 341 

Fitzgerald, Ella, 66 
Five Four Ballroom, 159, 174, 
188, 189-90, 333-34 
Florence Mills Theatre, 172 
Floyd, Buddy, 257-59, 262 
Foster, Emily, 115 
409 (club, San Pedro, 
California), 64 

Four Tops (musical group), 
271 

 
France's Drive-In (club), 
187, 344-45 
Frank Sebastian's Cotton 
Club, 167 
Frank's (restaurant), 383 
Frank's Place (restaurant), 
175-76 

Franklin, Aretha, 342 
Franklin, Carl, 33, 35 
 
Gaillard, Slim, 111 
Gaines, Earl, 44-45 
Gaines, Roy, 340 
Gasca, Luis, 220 
Gaye, Marvin, 268-69 
Getz, Stan, 136-37 
Gillespie, Dizzy, 9, 10, 62, 
82-83, 104, 107-9, 110, 161, 
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187, 262 
Gleason's Show Bar 
 (Cleveland), 304 
Goldsmith, James, 365-66 
Gonsalves, Paul, 204-5, 312 
Goodman, Benny, 43-44, 46, 

52, 185 
Gordon, Dexter, 56, 61, 69, 

75, 81, 90, 103, 146, 150, 
155-56, 185, 202, 214-17, 
227, 239, 263, 292, 347 

Grant, Earl, 174-75, 190-91, 
297 
Granz, Norman, 295 
Gray, Wardell, 65-66, 69, 81, 
103, 150, 156, 161 
Greco, Buddy, 90 
Greek Theatre, 357 
Green, Grant, 313 
Green, William, 59, 148-49, 

334 
Grey, Al, 116 
Grier, Pam, 2 
Grier, Roosevelt, 2 
Griffin, Johnny, 200, 233 
Griffith-Joyner, Florence, 

346-47 
Gross, Felix, 121 
Gryce, Gigi, 140, 141, 241-46 
Guilbeau, Phil, 350-51 
Gullin, Lars, 140 
 
Haig (club), 181 
Hallberg, Bengt, 140 
Hamel, Charles, 88-89 
Hamel, Herschel, 88-90 
Hamilton, Chico, 265 
Hampton, Gladys, 102, 139-40, 

141-42 
Hampton, Lionel, 2, 11, 68, 

82-83, 100, 102, 107, 115-16, 
138-43, 147, 151, 156, 184, 
188, 222, 241, 242, 259, 
261, 371 

Hancock, Hunter, 297, 301 
Hanks, Tom, 136-37 
Hard Rock Cafe, 90 
Harrelson, Woody, 136 
Harris, Prince, 215 

Hart, George, 140 
Hartley, Keef, 287 
Hawes, Hampton, 64, 74, 185, 
263, 298 

Hawkins, Coleman, 61, 63, 
119, 146, 147 

Hawkins, Erskine, 83 
Hearne, Larry, 294-95 
Henderson, Fletcher, 2-3, 
8, 147 
Henderson, Horace, 2-3, 8 
Henry, Shifty, 124-26, 256 
Henry, Walter, 97, 124 
Higgins, Bill, 338 
Hightower, Alma, 57-59, 60, 
66, 76-77, 90, 228 

Hillcrest Club, 344 
Hines, Earl, 9 
Hirsch, Elroy "Crazylegs," 
216-17 

Hodges, Johnny, 63, 337 
Hole in the Wall (club), 
111-12 
Holiday, Billie, 57, 186 
Holloway, Red, 187 
Holoman, Frank, 175-76 
Holtzman, Marvin, 245 
Hooker, John Lee, 286 
Hope, Elmo, 181, 183 
Horne, Lena, 264-65 
Horton, Evelyn 
(grandmother), 3-5, 8, 
14-15, 51 

Horton, James (grandfather), 
8, 14, 15-16, 27, 39, 51, 
173-74 

Howard, Joe, 111, 117 
Howard, Paul, 57, 97 
Howard, Sue, 57 
Hubbard, Freddie, 219-20 
Hughes, Dana, 324 
Humphrey, Paul, 96 
Hunter, Ivory Joe, 261 
 
Ike and Tina Turner Review, 
93, 157, 168, 188, 189, 
241, 253, 255, 267, 268-71, 
275-78, 280, 284, 285, 308, 
315, 336, 342; Ikettes, 
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270 
It Club, 186-87, 344 
Ivie's Chicken Shack (club), 

112 
 
Jack's Basket Room, 104 
Jackson, Alford, 286, 326, 

330, 331, 332 
Jackson, James, 258 
Jackson, Milt, 68, 103, 104 
Jacquet, Illinois, 119, 250, 

259, 313 
James, Etta, 368 
Jarvis, Al, 297, 301 
Jazz at the Philharmonic, 296 
Jazz Crusaders (musical 

group), 268 
Jefferson High School, 71, 

78, 85, 90, 214 
Jimbo's Bop City (club), 222 
Joey Bishop Show (television 

series), 272 
John, Willie, 174 
Johnny Otis Show, 124 
Johnson, Mack, 280 
Johnson, Plas, 334 
Johnson, Rudolph, 330 
Johnston, Johnny, 216 
Jones, Bill, 185 
Jones, Davey, 94 
Jones, Max, 248 
Jones, Quincy, 140, 141, 
241-46, 261, 262, 309 
Johnson, Buddy, 82 
Johnson, Sonny, 242-43 
Jordan, Clifford, 1 
Jordan, Louis, 31, 32 
Jordan High School, 54-55, 

85; Hep Cats (musical group), 
55 

 
K and H Records, 62, 83 
Kareem, Abdul, 259 
Kelso (also Kelson), Jackie, 

139, 256, 257 
Keyes, Calvin, 311 
King, J.D., 54-55, 70-71 
Kinnard, Pete, 61-62, 63, 
82-84 

Kirby, George, 266 
Kirk, Andy, 31, 83, 254 
Kirkland, Rick, 322-25 
Kirkwood, Johnny, 230-31 
Klein, Lou, 115, 371 
Knepper, Jimmy, 158 
Knight, Jessie, Jr., 270 
Krupa, Gene, 67 
 
La Criss (club), 294-95 
Laine, Frankie, 244 
Lane, Morris, 151 
Largo Theatre, 63, 73-74 
Last Word (club), 75, 125, 
151-52, 212, 381, 382 

Lee, Peggy, 174, 274 
Lee, Perri, 230-31 
Lewis, George, 55, 56 
Liggins, Joe, 258 
Lighthouse (club, Hermosa 
Beach, California), 181 
Lincoln Theatre, 5, 31, 46, 
111, 172 

Linda Theatre, 63, 73-74 
Liston, Melba, 227-28 
Liston, Sonny, 269 
Little Richard, 173 
Loew's State Theatre, 39 
Long Beach Municipal 
Auditorium, 107 

Los Angeles High School, 63, 
84, 85-88, 96 
Los Angeles Sentinel 
(newspaper), 31 

Los Angeles Theatre, 39 
Los Angeles Times, 290 
Louisiana Club (Las Vegas), 
264, 265 

Lucci, Dominic, 272 
Luke, Sherril, 87 
Lunceford, Jimmie, 9, 31, 
46 
Lydon, Michael, 375 
 
Madison, Paul, 55, 60-61, 
82, 233 
Majestic Hotel (Cleveland), 
 304 
Manne, Shelly, 181 
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Manson, Charles, 305 
Marable, Larance, 225-26, 337 
Marciano, Rocky, 162  
Marsalis, Wynton, 122 
Marty's (club), 334 
Marty's on the Hill (club), 

334, 335-36 
Matthews, Onzy, 92, 94, 95, 

96, 119 
Maverick's Flat (club), 

341-43 
Mayall, John, 189, 198, 200, 

232-33, 234, 236, 241, 280, 
286-88, 311 

McClain, John T., 186-87 
McDaniel, Hattie, 170 
McDuff, Jack, 337 
McGhee, Howard, 53, 54, 106, 

110, 117 
McGriff, Jimmy, 224, 337 
McMahon, Ed, 94, 301 
McNabb, George, 162-63 
McNeely, Cecil "Big Jay," 53, 
55, 74, 151-52, 251, 298, 299, 
384-85  
McShann, Jay, 63 
Meeks, Nat, 108, 229 
Memory Lane (club), 295 
Mesner, Eddie, 134 
Milburn, Amos, 158, 313 
Miller, Johnny, 53 
Millinder, Lucky, 83 
Million Dollar Theatre, 40, 

43, 109-10 
Milton, Roy, 188, 232, 241, 

256-61, 262 
Mingus, Charles, 53, 326-27 
Mitchell, Blue, 189, 235, 236, 
238, 287 
Monk, Thelonious, 118-19 
Monkees (musical group), 93, 
272 
Monroe, Marilyn, 196 
Montgomery, Monk, 242, 246 
Montgomery, Wes, 116, 187 
Montgomery, Eugene, 150, 
156-57 
Moody, James, 108-9, 187, 327 
Moore, Archie, 162 

Moore, Cesar, 215 
Moore, H. Randolph, 87 
Moore, Johnny B., 358 
Moore, Leon, 64, 74, 298 
Moore, Oscar, 53 
Moore, Phil, 196 
Moore, Phil, Jr., 196 
Moorehead, Baron, 99-100 
Morgan, Frank, 102, 121, 203 
Morgan, Lee, 122, 158 
Morris, Joe, 145 
Morris Hotel, 12, 102, 109-10, 
168 

Mosby, Curtis, 145, 148, 
382-83 
Mosby, Esvan, 151, 382-84 
Moulin Rouge Hotel (Las 
Vegas), 264 

Murza, Rose, 166 
 
 
Nardoni-Bates Music Store, 
72, 84, 214 

Nathan, Syd, 259 
Navarro, Fats, 121-23 
Nesmith, Mike, 94 
Newman, David "Fathead," 250, 
304, 311-12, 314 
New Orleans Jazz and Heritage 
Festival, 239 

Normandie Hall, 160 
Norman, Gene, 295, 296, 301 
Norwood, Thomas, 270 
 
Oasis (club), 160-61, 179, 
184, 185 

Onyx Club (Pasadena, 
California), 108 

Orpheum Theatre, 31, 39, 42, 
43, 254 
Ortega, Anthony, 2, 53 
Otis, Johnny, 189, 230, 233, 
234, 255, 273, 280, 348, 
349-50, 352-56 

Otis, Shuggie, 273 
Otsuki, Koji, 177-78 
Owl Drugstore, 40 
 
Paramount Theatre, 39, 43, 
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46, 138 
Parisian Room (club), 187, 

344-45 
Parker, Charlie, 9, 62, 75, 

79, 82-83, 117, 119, 123, 
137, 146, 157, 161, 202, 
215, 259, 263 

Pasadena Civic Auditorium, 
107 

Patterson and Jackson (comedy 
team), 66 

Perrson, Åke, 140 
Peterson, Oscar, 66-67 
Phillip Morris Superband, 327 
Pigaille (club), 175, 296-97, 
302-3, 
Pitts, Rudy, 115 
Plater, Bobby, 116, 140 
Poindexter, Pony, 234-35 
Poitier, Sydney, 117, 335 
Porter, Roy, 54, 71, 78, 80, 
110, 113, 116-18, 120, 155-58, 
217, 227, 232, 290, 383-84 
Powell, Bud, 83, 105-6, 181, 

344 
Pozo, Chano, 107 
Pratt, Eddie, 197 
Presley, Elvis, 162, 250 
Preston, Billy, 191 
Prysock, Arthur, 83, 297 
Purdom, Edmund, 302 
 
Raitt, Bonnie, 356-58, 363 
Rawls, Lou, 92-93 
Ray, Floyd, 121, 123-24 
Redd, Alton, 229 
Redd, Buddy, 229 
Redd, Vi, 228-29 
Redding, Otis, 95 
Red Velvet (club), 272-73 
Reed, David, 87 
Reese, Lloyd, 59-60 
Renaissance (club), 181 
Rhodes, Sam, 94-96, 271, 273 
Rhythm and Blues Foundation, 

135 
Rice Hotel (Phoenix), 115 
Rich, Buddy, 67, 317 
Richardson, Soko, 284 

Rickles, Don, 361-62 
Righteous Brothers (musical 
group), 216 

RKO Theatre, 39 
Roach, Max, 242-43, 247 
Roberts, Evelyn, 262-63 
Roberts, Tommy, 262-63, 264 
Robinson, Edna Mae, 134 
Robinson, Freddie, 287 
Robinson, Leroy 
 "Sweetpea," 71-72, 77,  
 79, 84, 97, 113-15, 157-
 59, 214 
Robinson, Sugar Ray, 184 
Rogers, Jimmie, 251 
Rogers, Johnny, 259 
Rolling Stones (musical 
group), 275-77 

Rollins, Sonny, 68, 103 
Rose, Pete, 303 
Rosebud Agency (San 
Francisco), 368 

Rosolino, Frank, 309 
Ross, Robert, 117 
Round Midnight (film), 292 
Rubaiyat Room, 179, 186, 336 
Rumsey, Howard, 181 
 
Sam and the Good Timers 
(musical group), 93-95, 
271-73, 278, 342 

Sampson, Bill, 105, 297-98 
Santamaria, Mongo, 218, 219 
Saturday Night Live 
(television series), 329 

Savoy Theatre, 36, 37, 38, 
64, 171, 288-89 

Sax, Adlophe, 146-47 
Scott, Clifford, 1, 311 
Scott, Shirley, 337 
Scott, Tom, 312-13 
Selicoe, Ron, 287 
Selmer, Maurice, 200 
Sheila E., 220 
Shelly's Manne-Hole (club), 
181 

Shep's Playhouse (club), 104 
Shifty Henry and the Stars 
of Swing (musical group), 
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124 
Short, Elizabeth, 50-51 
Showcase (club), 187 
Siegel, Bugsy, 376 
Simon, Freddie, 124, 126 
Simpson, O.J., 33, 34 
Sinatra, Frank, 302 
Singleton, Zutty, 11 
Slater, Vernon, 231 
Smith, Jimmy, 301, 337 
Solomon, Bess Brazle (former 

wife), 278, 311 380 
Solomon, Clifford, Sr. 

(father), 2-3, 8-9, 10-11, 
12, 14, 18-19, 24, 41, 46, 
57, 84, 86, 127, 150, 167 

Solomon, Djamila (daughter), 
253, 271-72, 278, 340 

Solomon, Evelyn Horton 
(mother), 3, 8, 11, 14, 16, 
22-26, 51, 57, 86, 153, 188, 
232 

Solomon, Maki Hayashi (wife), 
177, 291, 349 

Solomon-Psalms, Djatoi 
(granddaughter), 253-54, 
278, 351 

Soul'd Out (club), 272-73 
Spector, Phil, 275-76 
Spencer, Freddie, 68, 103 
Steele, Larry, 265 
Steenburgen, Mary, 135, 136 
Stein, Maury, 44 
Stein on Vine (music store), 

44 
Stewart, Dorothy Horton 

(aunt), 5, 8, 15, 16, 22, 
26, 59 

Stewart, Leon, Jr. (cousin), 
6-7, 15, 19, 51 

Stewart, Leon, Sr. (uncle), 
5-8, 15, 22, 26, 59 

Stewart, Maurice (cousin), 
59-60 

Stewart, Nick, 187 
Stitt, Bobby, 304 
Stitt, Sonny, 187, 304 
Stone, Joseph, 227 
Stone, Sharon, 352 

Streets of Paris (club), 104, 
181, 184 
Strip City (club), 185-86 
Supremes (musical group), 
271 

 
Tapscott, Horace, 92 
Taylor, Larry, 287 
Temptations (musical group), 
271 

Tharpe, Rosetta, 83 
Theus, Sonship, 213 
Thomas, Jimmy, 268-69 
Thompson, Chuck, 185-86, 
263-64 
Thompson, Lucky, 81-82, 104 
Three Blazers (musical 
group), 53, 131 

Tiffany (club), 105, 181, 
343 
Tiki (club), 185 
Tivoli Theatre, 37, 171 
Tonight Show (television 
series), 94, 272 
Tork, Peter, 94 
Town Tavern (Las Vegas), 264, 
265-66 
Trenier Twins, 175 
Turnabouts (musical group), 
270 

Turner, Ike, 44-45, 269-71, 
275, 277-84, 285 

Turner, Joe, 187 
Turner, Tina, 270, 277-80 
Turre, Peter, 323, 362-63 
Turrentine, Stanley, 250, 
312, 313, 337 
 
Unchained (film), 216 
University Club, 153 
United Service 
Organizations (USO), 
120-21 

 
Vantrease, Ernie, 317 
von Streeter, James, 299 
 
Waiters, Cooks, and 
Bartenders' Club, 153 
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Walker, T-Bone, 75, 113, 
124-25, 130, 133, 151, 255, 
256 
Wallace, Fats, 161 
Washington, Denzel, 32, 34 
Washington, Dinah, 161, 

181-84 
Washington, Grover, Jr., 380 
Watkins Hotel, 65, 168 
Watson, Diane, 176 
Watts, Ernie, 248 
Watts 103rd Street Rhythm Band, 
273 
Welk, Lawrence, 96 
What's Love Got to Do with 

It (film), 278-80 
Whiskey A Go Go (club), 287 
White, Slappy, 161 
Whitaker, Forest, 137 
Wilkerson, Donald, 204, 250, 

311-15, 319 
Williams, Claude, 285 
Williams, Devonia, 230 
Williams, Johnny, 53 
Williams, Walter, 256, 258-59 
Willis, Edgar, 317 
Will Mastin Trio, 175 
Wilson, Gerald, 245, 361 
Wilson, Henry, 267-68 
Wilson, Ronald, 353 
Witherspoon, Jimmy, 151, 175, 
224, 337 
Woodard, Rickey, 330 
Woodson, William "Buddy," 74, 
298 
World Stage (concert venue), 

338 
Wynn, Jim, 255, 256, 261, 268 
 
York Club, 379-80 
Young, Alice, 230 
Young, Lester, 66-70, 118, 

119, 146, 147, 150, 339 
Young, Martha, 230 
Young, Trummy, 56 
 
Zebra Lounge, 375-81 
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