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Fats Waller was one of my idols. 
I dug the way he was a master 
musician and a master panto¬ 

mime artist. I patterned my career after 
that. It wasn't a buddy-buddy thing, but 
I knew Fats. I loved him and he loved me, 
though we never did hang out together. 
Fats Waller influenced me not only 
through his music, but his whole person¬ 
ality, because he was funny, and then you 
could sit him down at the piano and 
close his mouth and he’d play. This 
niggah could eat up a piano. 

Everybody respected him. Art Tatum, 
james P. johnson, Earl Hines, all of them 
respected Thomas Fats’ Waller. That's 
right! All you have to do is listen to 'Ain’t 
Misbehavin’’ or "Honeysuckle Rose.’’ 
Those tunes will last forever. (Take) the 
bridge in "Misbehavin’. ” Where did he 
get that from? Boy, I bet all the piano 
players right now love it. That (harmon¬ 
ic progression) will last. That’s some hip 
shit. I haven’t heard anything in music 
since that’s more hip, harmonically and 
logically. Dizzy Gillespie 

(From To Be Or Not To Bop) Fats Waller must have been a 
recording supervisor’s delight. By 
today's standards, his output in 

the Bronx studios of Associated Tran¬ 
scriptions on March 11, 1935, is gargan¬ 

tuan: Ten mini-radio programs each 
timed just right; a total of 31 selections, 
properly varied in tempo and mood, no 
less than 15 of them his own composi¬ 
tions. We know from his music that Fats’s 
sense of time was remarkable; these pro¬ 
grams tell us that his sense of timing was 
equally so. 

Fats was used to doing short ("sustain¬ 
ing”) radio broadcasts, but here the task 
was something else again, for the real 
transcriptions would have been about 
15 minutes long, but these transcriptions 
averaged only half that length. Neverthe¬ 
less, each segment leaves the listener 
with a feeling of completeness, and there 
is never any sense that Fats is "under the 
clock.” As always, he seems utterly 
relaxed, as if he were at home in his living 
room playing for friends. Even his spoken 
introductions and asides have that off- 
the-cuff quality; there was no need for 
timing, scripting and run-throughs. Fats 
sat down at the piano, and he was on. 

I’M CRAZY BOUT MY BABY, by Fats 
and Alex Hill, was our man’s first real 
vocal on records in 1931 (two versions— 
with just his own piano, and with Ted 
Lewis). I know about RED HOT DAN with 
Morris’s Hot Babies in 1927, but I'm talk¬ 
ing about Fats really putting his vocal 
personality across, and this was the 
number that did it. Here he adds some 

new vocal fillips; as always, he starts with 
the verse, and a fine one it is. TEA FOR 
TWO, which we already heard again (as 
we will BABY) in the 1939 set, offers a fine 
oppurtunity to compare Waller interpre¬ 
tations of a favorite standard. I think I like 
this one best, but there are so many 
differences, great and small, in the three 
TEAS that it’s hard to decide. The ad lib 
verse here is a treat, and the riffs and 
breaks in the third chorus are stirring. 
BELIEVE IT, BELOVED is one of those 
trifles Fats liked to do, and since his 
Victor version was my first Fats record, 
it has a special place in my heart. The vo¬ 
cal is Fats at his greatest, notably the 

second time around, 
when he really impro¬ 
vises—a la Louis, but in 
his own way. And what 
an ending! 

SWEET SUE, one of 
Fats’s favorite musical 
girls, opens with a fine 
speech, and comes in 
for treatment compara¬ 
ble to the grand Victor 
version. There are three 
choruses—one vocal, 
two piano—and the last is 
a miniature compen¬ 
dium of Waller licks 
and phrases. SOME¬ 

BODY STOLE MY GAL, another Waller 
favorite, is more relaxed than in the ver¬ 
sion with the Rhythm, and the ensuing 
HONEYSUCKLE ROSE is certainly the 
most mellow of Fats’s many versions of 
his evergreen. He has fun here, and look 
out for that first bridge—a honey—and 
the lovely ending. 

NIGHT WIND, a pleasant pop tune 
which Fats had done for Victor a few 
months earlier, features a fine piano cho¬ 
rus and a superb vocal. . . Fats managed 
to get something out of any lyric. AFRI¬ 
CAN RIPPLES, one of the greatest Waller 
piano specialties, shows a marked Lion 
influence, especially in the first strain, 



which Waller borrowed from his earlier 
GLADYSE. Again, this version is quite 
different from the earlier Victor. BE¬ 
CAUSE OF ONCE UPON A TIME, 
another pop of the day also etched for 
Victor, consists of just one perfect chorus 
of solo piano. 

WHERE WERE YOU ON THE NIGHT 
OF ]UNE THIRD?, a contender in the lon¬ 
gest song title race, is a pop not done 
elsewhere by Fats, though his rival on 
Decca, Bob Howard (not much of a con¬ 
test, but Howard had Teddy Wilson and 
Benny Carter on this one) did record it. 
This version has two vivid vocal choruses 
separated by piano, and a spoken in¬ 
troduction. The mood changes for 
CLOTHESLINE BALLET, yet another 
great Waller piano piece, again quite 
different from the Victor version; for one 
thing, the composer’s approach to the 
second strain, with its pretty melody, is 
less openly romantic. Comedy comes to 
the fore in DON’T LET IT BOTHER YOU. 
Fats had Harry Dial’s help for the open¬ 
ing patter on Victor. He does very well 
without assistance here, and offers some 
delightful scatting in the second vocal. 

The next "program’’ gives us a com¬ 
plete mini-recital of Waller originals for 
piano. He opens with his E-FLAT BLUES, 
a relaxed excursion notable for a perfect¬ 
ly held trill and the chorded passages 

that follow. ALLIGATOR CRAWL, a piece 
first recorded by Armstrong’s Hot Seven, 
hews closer to "as written’’ than 
customary—Fats had this one down pat. 
He closes with ZONKY from his Load of 
Coal score, recorded by many others 
(McKinney’s Cotton Pickers, Mary Lou 
Williams’s Six Men and a Girl, etc.) but 
just this once by the composer. It’s a 
stride feast with a terrific Waller beat. 

Ready for some serious piano playing 
by now, Fats opens the next segment 
with a spectacular HALLELUJAH—his 
first recorded version, and a chorus 
longer than the 1939 one. Semi-ad lib at 
first, he moves into stride, adds some 
fancy right-handed embroidery, and 
winds up in grand style. (A trick of rhyth¬ 
mic suspension that appears midway 
through the last chorus will be familiar to 
Eubie Blake fans.) Time for some singing: 
DO ME A FAVOR stems from Fats’s very 
first "Rhythm’’ date for Victor, and we get 
some of that fine piano, too. CALIFOR¬ 
NIA, HERE I COME is mostly piano, save 
for some vocal asides reflecting Fats’s joy 
in demolishing this old vaudeville chest¬ 
nut. This is another singular item in the 
Waller discography. 

Next, another all-Waller medley, this 
time of standards; three of his greatest in 
the show-tune genre. I’VE GOT A FEE- 
LIN’ I’M FALLIN’ has one of those mar¬ 

velous Wallerian bridges, almost inevita¬ 
ble in its logic. Fats also treats us to the 
verse, and takes us by surprise in coming 
up with a second chorus after changing 
gears as if for a transition, and slowing 
the tempo. When the real transition to 
MY FATE IS IN YOUR HANDS does 
come, it’s a beauty. So is the song—one 
of his most moving and original melo¬ 
dies. He does it all rubato here, excepting 
four bars in the middle. Another fine 
transition leads to his biggest (and first) 
hit song, from Ho( Chocolates (introducing 
Louis Armstrong to Broadway au¬ 
diences): AIN’T MISBEHAVIN’. This 
unique and charming version, a chorus 
each of piano and vocal, has Fats singing 
"don’t got no place to go’’ instead of the 
usual turn of phrase, and also introduces 
the novel construction "misconducting." 
The cadenza recaps MY FATE. 

Fats was truly mellow by the time the 
final "program" rolled around. YOU'RE 
THE TOP is yet another one-time item. 
The Cole Porter tune might seem an odd 
choice for a piano solo (it’s a singer’s 
vehicle), but Fats shows us why he picked 
it as he teases out the melody at a gen¬ 
tle tempo and then parades his patent¬ 
ed arpeggios for a rippling finish. What 
happens next shows that Fats was pret¬ 
ty tired by now (or pretty well-oiled)—as 
well he might be after such long and hard 

creative work. He begins to play, some¬ 
what tentatively, HOW CAN YOU FACE 
ME (from program one), holds on to it for 
16 bars, then switches to the bridge of 
BLUE TURNING GREY OVER YOU 
(another great original tune of his), and 
stays with it through the final eight of the 
chorus. The supervisor (there was no 
such title as "a&r man" then) was none 
the wiser, and Fats moves on to another 
one-of-a-kind performance, his own RUS¬ 
SIAN FANTASY, which uses (as Mike Lip- 
skin pointed out) a strain from 
VALENTINE STOMP and ends with 
echoes of Rachmaninoff. Fats probably 
made up this piece on the spot, for a dra¬ 
matic finish to his long day in the studio, 
and to show that (minor gaffe notwith¬ 
standing) he still had plenty in reserve. 

Need we add that it’s great to have, for 
the first time, this Waller solo marathon 
available in exact recording order, with 
every note and word? 

Dan Morgenstern 
Director, Rutgers Institute of Jazz Studies Fats Waller—piano and vocal. 

Those four nouns pack plenty of 
jazz and jocularity. While the first 

volume in this series, FATS WALLER: HIS 
RHYTHM, HIS PIANO (Stash ST-CD- 
528), concentrated on Waller’s radio 
transcriptions with his immortal five 



piece band and other horns, this set con¬ 
centrates on Waller on his own. No 
matter—Fats hardly needed additional 
musicians to turn on his brand of jive. Just 
as his piano was a whole orchestra unto 
itself, his own vocals constituted the 
equivalent of any number of other 
singers. Though usually typecast as a 
clown, Waller the singer could also func¬ 
tion superbly as both a balladeer and a 
bluesman. 

We’ve supplemented the solo numbers 
from the 1935 Associated session (the 
tracks with Rudy Powell’s reeds were 
included on the previous volume) with 
other rare samples of the great man at 
the ivories. To the best of our knowledge, 
the two on-air Waller perennials I’M 
CRAZY BOUT MY BABY and TRUCKIN’ 
are dated February 2, 1936, and from a 
remote broadcast—very remote 
indeed—from Bluefield, West Virginia (he 
must have known to cover ground as he 
had done a commercial session in New 
York the previous day!). Slightly inferior 
in sound quality to the rest of the CD, 
these two unique tracks compensate 
with especially eubullient Fats. Recorded 
definitively with the Rhythm for Victor in 
August, BABY features those highly "ex¬ 
asperated’’ riff patterns that constitute a 
veritable lexicon of big band arranging 
techniques; TRUCKIN’ boasts a fabulous 

rubbery lipped vocal concluding with his 
own self-encouragement, "truck it on out 
there, son!” 

Waller’s 1939 tour of England resulted 
in the only items on this disc not related 
to radio, a private recording of two fur¬ 
ther Fats originals, YOU CAN'T HAVE 
YOUR CAKE AND EAT IT and NOT 
THERE, RIGHT THERE. While the first is 
a warm-up for the commercial version 
done three months later for HMV, the se¬ 
cond is the rara avis, being the only docu¬ 
ment of the composition. Both present 
Waller in the setting that one of his men¬ 
tors, Willie the Lion Smith, preferred: pi¬ 
ano and drums alone. 

The series of songs and patter from the 
George Jessel Show illustrate how useful 
Waller was to radio producers. In an age 
when comic performers entered a radio 
"scene” with much-repeated tag lines (as 
on A lien's Alley, for instance), note that 
Waller appears in a puff of notes on the 
keyboard and a cry of "Yeah!” Then, in 
barely a minute and a half, sets the whole 
place rocking with the shortest, most 
high-octane reading of the virtuoso show 
piece HALLELUJAH yet. 

The succeeding vocal-and-organ num¬ 
ber, BY THE LIGHT OF THE SILVERY 
MOON, a much performed Fats favorite 
in his last years, finds our hero making 
spontaneous commercial announce¬ 

ments for his record label. He introduces 
the piece with "don’t get married until 
the disc records have everything to do 
with it,” and concludes the first chorus 
with "By the light of the Victor-y moon.” 
On the second, he entreats the audience 
to join in with him. Needless to say, if you 
feel like singing, don’t! 

Here’s hoping that the jazz detectives 
of the world continue to unearth more 
previously unknown Waller treasures, 
although it’s frustrating that some of 
these rarities are now more readily avail¬ 
able than many of his regular commer¬ 
cial recordings, an unfortunately high 
percentage of which have been unavail¬ 
able since the '30s. Whether captured in 
the studio or on the road, Fats never fails 
to gas us like totally. Will Friedwald 
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FATS WALLER, piano and vocal. 

THE ASSOCIATED PIANO 
AND VOCAL TRACKS, 1935: 

1) I’M CRAZY BOUT MY BABY 
\#l] (2:14) 
(Fats Waller & Alex Hill, 1931) 

2) TEA FOR TWO (3:10) 
(Irving Caesar & Vincent Youmans, 1923) 

3) BELIEVE IT, BELOVED (2:03) 
(Johnson, Whiting & Schwartz, 1934) 

4) SWEET SUE, JUST YOU (2:10) 

(Will J. Harris & Victor Young, 1928) 

5) SOMEBODY STOLE MY GAL 
(2:17) 
(Leo Wood, 1927) 

6) HONEYSUCKLE ROSE (3:05) 
(Andy Razaf & Fats Waller, 1929) 

7) NIGHT WIND (3:17) 
(Rothberg & Pollock, 1935) 

8) AFRICAN RIPPLES (2:08) 
(Fats Waller, 1934) 

9) BECAUSE OF ONCE UPON 
A TIME (1:38) 
(Young, Stride & Maltin, 1934) 

10) WHERE WERE YOU ON 
THE NIGHT OF JUNE THE 
THIRD? (2:02) 
(Tobias, 1935) 

11) CLOTHESLINE BALLET (2:36) 
(Fats Waller) 

12) DON'T LET IT BOTHER YOU 
(1:16) 
(Mack Gordon & Harry Revel, 1934) 



13) "E” FLAT BLUES (2:28) 
(Fats Waller, 1935) 

14) ALLIGATOR CRAWL (2:15) 
(Fats Waller, 1927) 

15) ZONKY (1:42) 
(Fats Waller, 1929) 

16) HALLELUIAH [#1| (2:09) 
(Vincent Voumans, Robin & Grey, 1927) 

17) DO ME A FAVOR (1:50) 
(Peter Tinturin, 1934) 

18) CALIFORNIA, HERE I COME 
(2:32) 
(Joseph Meyer, Al Jolson & Buddy DeSylva, 
1924) 

19) I'VE GOT A FEELING I'M 
FALLING (2:50) 
(Billy Rose, Harry Link & Fats Waller, 1929) 

20) MY FATE IS IN YOUR 
HANDS (1:01) 
(Andy Razaf & Fats Waller. 1929) 

21) AIN’T MISBEHAVIN' (2:32) 
(Andy Razaf. Fats Waller & Brooks, 1929) 

22) YOU'RE THE TOP (2:24) 
(Cole Porter. 1934) 

23) BLUE, TURNING GREY 
OVER YOU (1:18) 
(Andy Razaf & Fats Waller) 

24) RUSSIAN FANTASY (2:16) 
(Fats Waller, 19351 

BONUS TRACKS: 
REMOTE BROADCAST FROM 
BLUEFIELD, WEST VIRGINIA, 

2 FEBRUARY 1936: 

ST-CD-539 

25) I’M CRAZY BOUT MY BABY 
|#2| (2:20) 

(Fats Waller & Alex Hill. 1931) 

26) TRUCKIN’ (1:51) 
(Rube Bloom & Ted Koehler, 1935) 

PRIVATE RECORDING SESSION, 
LONDON, 3 APRIL 1939: 

Add JOHNNY MARKS, drums. 

27) YOU CAN’T HAVE YOUR 
CAKE AND EAT IT (2:38) 
(Fats Waller, 1939) 

28) NOT THERE, RIGHT THERE 
(2:51) 
(Fats Waller, 1939) 

THE GEORGE JESSEL SHOW, 
NBC, 12 FEBRUARY 1939: 

29) Theme (STOMPIN' AT THE 
SAVOY) (2:06) 
Jessel's announcement of Waller, and 
Mr. Waller's dialogue with Mr. jessel. 

30) HALLELUJAH [#2] (1:36) 
(Vincent Youmans, Robin & Grey, 1927) 

31) BY THE LIGHT OF THE 
SILVERY MOON (2:16) 
(Edward Madden & Gus Edwards, 1909) 

Mr. Waller plays organ. 

TOTAL TIME: 70 MINUTES 
The remainder of the Fats Waller Associated tran¬ 
scriptions may be found on The Definitive Fats Waller, 
Volume One: His Rhythm, His Piano |ST-CD-528|. For a 
free catalogue of other jazz, big band, blues and 
nostalgia releases, please write STASH RECORDS, 
611 Broadway, #411, New York, NY 10012. Foreign 
customers please enclose $ 1.00 to cover mailing costs. 
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