
Digital: Antelope Audio Eclipse 384
Korg Mr200

Weiss Saracon Sample Rate Conversion Software

Weiss POW-r Dithering Software

Analog: Studer 810 Reel to Reel with 
JRF Magnetics Custom Z Heads & Siltech wiring

Aria tape head pre-amp by ATR Services
Retro Instruments 2A3 Dual-channel tube program equalizer
Sontec MEP-250EX  Parametric EQ

Cables:Purist Audio Design, Siltech, Speltz Anti-Cables

VPI Classic Turntable w/ Benz Wood Cartridge
Emotive Audio Custom Phone pre-amp

Power Sources: We use a PS Audio P10  Power Plant
and Power Plant 300

Power Cords: Purist Audio Design, Essential Sound Products,
 Speltz Anti-Cables

Vibration Control: Symposium Acoustics Rollerblocks,
Ultra platforms, Svelte shelves

Sonic Studio CD.1 Professional CD Burner 
using Mitsui Gold Archival CD's and Archival Gold DVD's

MASTERING EQUIPMENT 

Recorded in San Francisco, 1958
 Producer – Norman Granz 

Recorded by Verve

HIGH DEFINITION TAPE TRANSFERS

    Double Bass – Charles Oden
    Drums – Jesse Sailes
    Guitar – Frank Haggerty
    Piano – Cedric Haywood

    Trombone, Vocals – Kid Ory
    Trumpet – Teddy Buckner
    Woodwind – Caughey Roberts

Album Players



Kid Ory was the original "tailgate" trombonist: his enormous brassy sound, audacious glissandi and loud sense of humor came to de�ne the New 
Orleans trombone sound. A key element in the groups of King Oliver, Jelly Roll Morton and Louis Armstrong, Ory led the �rst African-American 
ensemble to record jazz, and he composed many early jazz hits, including "Ory's Creole Trombone" and "Muskrat Ramble." In the 1940s, he was a 
leader of the Dixieland revival movement.
Edward Ory was born in La Place, Louisiana on December 25, 1886. Ory began playing music with his friends there, about 30 miles West of New 
Orleans, when he was eleven years old. He started a string band out of makeshift instruments that became well-known around La Place. He would 
occasionally visit his sister in New Orleans, where he was exposed to the nascent sounds of early jazz. He saved up to buy a trombone from a New 
Orleans music shop at age 13, and was o�ered a job with cornetist Buddy Bolden. His family, however, insisted that he was too young to play with 
Bolden and so he remained in La Place until 1907.
After his 21st birthday, Ory left La Place to start his music career in New Orleans. Along with his fellow musicians in his string band, he performed 
mostly at Lincoln and National Park. They were soon joined by Johnny Dodds on clarinet, when Ory o�ered him enough money for him to quit his 
day job working for the local streetcar company. At the same time, his violinist switched to cornet, and the band's instrumentation changed to 
resemble the current traditional jazz template. The band quickly became one of the most successful in New Orleans and sustained Ory for another 
seven years.
In 1914, Ory and Dodds left for Chicago, where he recruited Joe Oliver to play cornet in his new band in New Orleans. Ory said he was the �rst to 
dub Oliver "King," which he later explained was a promotional strategy. He billed Oliver as the "King of the Cornet" and featured him in all the 
band's numbers. When Oliver left the band in 1916 to return to Chicago, Ory replaced him with local cornet prodigy Louis Armstrong.
Three years later, Oliver o�ered Ory a position with his band in Chicago. Ory accepted the o�er, but planned a vacation to California in the 
intervening months. During his time in Los Angeles, he was o�ered a job at the Cadillac Cafe, and since the money was better than what Oliver was 
o�ering, he stayed. In California, he had his �rst music lessons and began to learn to read music. His new group also played regular engagements 
in San Francisco and Oakland.
In 1922, Ory made a historically signi�cant set of recordings in Los Angeles. Ory recorded "Ory's Creole Trombone" and "Society Blue" for Reb Spikes 
under the pseudonym "Spikes Seven Pods of Pepper Orchestra." The two sides were the �rst ever recorded by an African-American jazz group.
Ory's music continued to �nd success in California until 1924, when he disbanded the group and moved to Chicago to join Louis Armstrong at the 
Dreamland. A few months later, he left Armstrong to �nally joing King Oliver in the Erskine Tate band. While in Chicago, he began taking trombone 
lessons regularly with renowned classical trombonist Jerry Chimera.
Ory continued working with Oliver and his associates in Chicago, and in 1926 was recruited by Armstrong to record on the OKeh label with a group 
Armstrong called his Hot Fives.
Ory's recorded work with the Hot Fives, which includes "Heebie Jeebies," "Savoy Blues," "Hotter Than That" and "I'm Not Rough," has since become 

recognized as some of the �nest in early jazz. "Struttin' With Some Barbecue" features a solo by Ory which type�es his style at the time.
Ory performed and recorded extensively with Oliver's Dixie Syncopators, Jelly Roll Morton's Red Hot Peppers, and other prominent ensembles. 
Examples of his work with Oliver include "Snag It" and "Wa Wa Wa," both recorded in 1926. "Original Jelly Roll Blues," "Doctor Jazz," "Black 
Bottom Stomp," and "Dead Man Blues" are examples of his work with Morton. "Steamboat Stomp" features a solo by Ory where he employs some 
of his signature tailgate e�ects.
The trombonist made his �rst trip to New York City in 1927 with Oliver's band, where they perfromed at the Savoy Ballroom. Ory soon returned to 
Chicago, where he performed with Dave Payton. A year later, he returned to the Savoy in New York, this time with Clarence Black.
Ory did not take well to New York, however, and yearned to return to California. Late in 1929, Ory returned to Los Angeles to perform with his 
longtime associate Mutt Carey. Afer a few months of various club dates around Los Angeles and San Diego, and San Francisco in 1930. As the 
depression deepened, however, making a living in music became more di�cult. After a frustrating encounter with bandleader Freddie 
Washington regarding payment issues, Ory decided to leave the music business altogether in 1931.
Ory instead chose to invest some of his earnings from music into a chicken farm near Los Angeles, and he remained out of the public eye for most 
of the 1930s. He ran the farm with his brother until 1939.
Interest in Ory's brand of traditional jazz began to revive in the late thirties, and he decided to leave the farm to resume his music career. His 
musical comeback was in full swing by 1942. Based in Los Angeles, Ory convinced some of his fellow Dixieland-era musicians to join him. With the 
help of Crescent Records producers Marili Morden and Neshui Ertegun, Ory's group got their big break working for Orson Welles's radio broadcasts 
in 1944. In 1946, Kid Ory and his Creole Jazz Band began performing in San Francisco as well as Los Angeles.
Ory was a very astute marketer for his ensemble, and played into the developing notion of traditional jazz as "New Orleans Folk Music." For 
example, Ory booked the band to play at the Lifelong Learning Folk Music Festival at the University of California, Berkeley in 1948 to a packed hall.
His centrality in the Dixieland revival movement, however, made Ory a lightning rod for criticism from other areas in the jazz community. 
Dixieland's newfound success as folk music coincided with the emergence of bebop, a very di�erent style with di�erent musical aesthetics. The 
emerging debate between bebop fans and proponents of Dixieland caused a schism in the jazz community immortalized by Leonard Feather's 
derisive moniker for Ory and his fellow Dixieland musicians: "moldy �gs."
Still, Ory was supportive of modern music and did not criticize his bebop contemporaries. "I don't condemn modern musicians," Ory said in a 1956 
interview with Down Beat magazine. "I don't condemn any style of music. I love to see any style go over." Ory even shared the bill occasionally 
with modern jazz out�ts, such as a concert in 1950 with Bill Russo in Chicago.
Despite the criticism, Ory managed a long and fruitful second career as one of the main exponents of traditional jazz and the tailgate trombone 
style. He led his own bands in California for nearly two decades, but health issues forced him to stop recording in 1961 and he retired completely 
in 1966 and moved to Hawaii. He did record one �nal time in New Orleans in 1971. He died from heart failure on January 23rd, 1973. 



 Please Note:  In the interest of preserving the superb sound quality of these historic recordings, they have been preserved in their original,  pristine state for maximum 
�delity. Transferred from commercially released, analog reel-to-reel tapes (some of which are more than 50 years old), the recordings themselves can be subject to certain 

"artifacts" which are an inseparable part of the original analog recording process, such as tape "hiss" or other defects, and these may be audible on certain music tracks.  
 Because your CD or DVD-A was individually "burned" in order to realize superior sound quality to stamped, mass-produced versions, microscopic cosmetic blemishes may 

be visible. Please regard these tiny marks as  evidence of the "human touch" in the care and individual attention that each and every HDTT disc receives during its very 
demanding  manufacturing process.
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Transfered to digital using a Studer 810, Aria Tape Pre-amp, KORG MR2000 Originally mastered to 
DSD (Direct Stream Digital) then converted to PCM using Weiss Saracon Sample Rate Conversion Program

1-Aunt Hagar's Blues   
2-St. Louis Blues   
3-Harlem Blues   
4-Friendless Blues   
5-Joe Turner Blues   
6-Way Down South Where The Blues Began   
7-Yellow Dog Blues 

Original DSD �les available for download
at our  www.highdeftapetransfers.com
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