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Bridging Japantown and The Fillmore through Jazz
By Darlene Coleman

In last month’s issue of HarlemWest, the Fillmore district was examined in an effort to spotlight the area from
a historic perspective as well as to gain insight as to what
has driven the community in the past and what drives it
currently, as well as what can be expected in the future
from this most unique and diverse San Francisco community. During this examination, the issue of the relationship
between the Japanese-American and African-American
communities in this district was briefly touched upon.
As stated in the August issue, the demographics of
the Fillmore and Japanese Town (as Japantown was
then known) changed dramatically during World War
II. While there had been a small African-American
community prior to the war, this demographic swelled
rapidly as wartime jobs were made available to Blacks
in the area. There had been some interaction between
the Japanese-American and African-American communities prior to the war, and while not a lot, those interactions were usually friendly. Upon returning from the
internment camps, many Japanese-Americans who had
not had the opportunity to transfer ownership of their
homes to someone of their own choosing, or to sell
their property before being forced out of their homes,
found that their properties had been foreclosed on and/
or sold by the banks holding the mortgages; some had
been seized by the government. Many of their homes
were now owned or rented by members of the growing population of Blacks in the community. Sadly, this
had happened without the original owners’ prior knowledge or approval. Friction developed between the two
groups. In an interview with Caridad Svich concerning his play “After the War”, Philip Kan Gotanda states:
“What’s interesting about that period is that while Japanese-Americans were relocated into camps, AfricanAmericans from the adjacent Fillmore District moved
in, establishing businesses and residences -- also an extraordinary jazz scene. Then at the end of the war, Japanese-Americans returned to their old neighborhood
now inhabited by African-Americans and an assortment
of other peoples. There ensued a unique period of intersection for the Japanese-American and African-American communities. At the time, there was growing discontent among African-Americans: GIs returned home
to find the same racism they had left, while workers lost
jobs as ship yards closed down. Japanese-Americans
had just returned from being imprisoned by their own
government, and there was confusion as to their place
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Playwright Philip Kan Gotanda (Photo by Diane Takei)

Musician, educator, bandleader, and author Dr. George Yoshida

in American society…this particular moment provid
ed a small window where these two communities might
have established some kind of bicultural community
based on their commonality of postwar marginalism.”
As the neighborhood evolved into San Francisco’s
premier destination for jazz enthusiasts, and a bevy
of notable jazz clubs sprung up across the neighborhood after the war, the two groups began to interact
once more as a result of their respective appreciation
for the music. Later, the groups were again divided as
a result of the ill-advised actions of the San Francisco
Redevelopment Agency in its attempt to “improve”
the area. The main cause of this division, and what
by some is considered the worst and most egregiously
dire of decisions made by SFRA, is what is

Bridging Japantown and The Fillmore (cont’d)
now commonly known as the “Geary Divide”, a stretch
of Geary Boulevard that passes through Japantown
and the Fillmore; it literally, as well as figuratively,
divides the two communities, and directs traffic, visitors, and commerce away from both communities rather than to them. In the past, jazz had played a major
part in bringing these communities together; it became
so popular as to inspire the Nissei generation of Japanese-Americans not only to listen, but to perform and
play it as well. This was the music of their youth as
much as it was anyone else’s in America at the time.
In its discussion of the issue of jazz and race, Jazz Times
magazine posed the questions: Whose music is jazz?
Who plays it authentically -- African-Americans or Caucasians? No mention is made of the Japanese. There is
little room to question the global impact of jazz or, with
regard to authenticity, by whom it was created. This music that had won the hearts of so many around the world
had also created a common bond between the Black and
Japanese communities in San Francisco they may not
have had without it. Jazz, being the infectious art form
that it is, crossed boundaries of all kinds, especially those
in place that separated people based solely on racial
background. The sad fact is we will never know what
kind of community the Fillmore could have been had it
been allowed to continue on the path started in the 1940s.
As stated previously, in addition to listening fervently to
this music, Japanese-Americans began to play it. They
formed their own swing bands; some even became members of some of the more noted jazz and swing bands of
the day. Dr. George Yoshida examines the contributions
that Japanese-Americans have made to the art form in his
book “Reminiscing in Swingtime: Japanese Americans in
American Popular Music”. Some of these artists began
their careers before WWII. Others developed their talent
while interned in war camps. The love affair the Japanese community had with jazz continued beyond the war.
Dr. Yoshida is a graduate of the University of California
in Berkeley and a former music educator for the Berkeley School District. He is also a saxophonist and drummer. When some question whether or not jazz is played
authentically by ethnic groups other than Blacks, they
especially question the ability of Asian musicians (in
general) to do so. Dr. Yoshida inadvertently but aptly
addressed the question of authenticity in his book, and
in doing so explained what any true jazz lover -- listener
or musician -- already knows: To play jazz authentically you must “feel” it. When asked why he played

drums Dr. Yoshida explained, “I feel a drummer’s basic
responsibilities are to keep consistent time, to lead the
band, and to listen to other members of the group to enhance the musicality. Another equally important factor
in jazz drumming is creating the element of ‘swing’…
fortunate are those who can feel it in their bones, and
it is “in the bones”. It is truly difficult to describe the
emotional and physical gratification I experience when
making music with others who embrace similar concepts
in jazz – people I can ‘groove’ with. The joy comes from
a magical chemistry that occurs when like human beings
join together to listen and play in concert with each other. It is often an occasion of serendipity; there is no assurance of its happening each time musicians converge.
Emotionally it can be a sensation of undiluted rapture.
Physically, the rhythm and sounds of the music naturally
move you. Behind the drum set I become a dancer moving synchronously with the music. Being in the groove
means that there is movement in my center, my hands
and arms, feet and legs, my shoulders and back, my bobbing head… Deep down inside, the soul dances, too!”

(Cont’d on Page 10)

Internment camp dance band The Music Makers
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Cool Happenings
Oakland Museum of California

School. He held clinics for the National Stage Band
Camps, giving private lessons and instruction. Among
the college and university teaching appointments that
followed were Rutgers University, Hampton University, Howard University, North Carolina Central Univer

The Oakland Museum of California will present “Experience on the the Green” on Saturday, September 13.
The line up features its share of musical delights including
Roberta Flack, Patrice Rushen, Ray Parker Jr., Michael
Henderson, and drummer Ndugu Chancler. In addition a
lifetime achievement award will be given to Donald Byrd.

sity, North Texas State, and Delaware State University.
He also earned a law degree between teaching appointments.

“Experience on the Green” Celebrates
the Work and Music of Trumpeter
Donald Byrd

A pioneer jazz educator on African- American college and university campuses, as well as general colleges
and universities, Donald Byrd has also been a leading
improviser on trumpet. Raised in the home of a Methodist
minister and musician, he learned music in the then highly
regarded music education system in the Detroit high
schools. Byrd went on to earn degrees from Wayne State
University and the Manhattan School of Music, eventually earning a doctorate from the University of Colorado
School of Education. He studied music with the famed
teacher Nadia Boulanger in Paris in 1963.

At Howard University, where he was chairman
of the Black Music Department, he brought together
a group of talented students to form Donald Byrd &
the Blackbyrds, a pop-jazz band that had a hit record
for Blue Note, and continued to record -- sans Byrd
-- for the Fantasy label. His recorded innovations also
included the use of vocal chorus, which resulted in his
popular recording of “Cristo Redemptor,” as well as
his engagements of gospel texts. (Source: National
Endowment for the Arts)

Byrd played in the Air Force band during 1951-52,
then relocated to New York. Some of his earliest gigs
in New York were with the George Wallington group at
Cafe Bohemia. He joined Art Blakey’s Jazz Messengers
in December 1955. Following his Messengers experience,
he worked in a variety of bands with Max Roach, John
Coltrane, Red Garland, and Gigi Gryce, refining his playing skills. In 1958 he co-led a band with fellow Detroiter
Pepper Adams, which continued for the next three years.
In the early 1960s, he became a bandleader of his
own touring quintet. During 1965-66 he was a house
arranger for the Norwegian Radio Orchestra. It was also
at this time that he became more active as an educator,
teaching at New York’s Music & Art High

Legendary vocalist Roberta Flack performs at Experience on the Green at the
Oakland Museum of California September 13.
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Theater

AfroSolo Arts Festival
Celebrates Its
15th Anniversary

in the African-American community. With the goal
of motivating participants to make positive health
decisions, the fair will provide health screenings,
demonstrations, and access to healthcare professionals, in addition to food, games, and prizes.

The AfroSolo Arts Festival is the brainchild of
Thomas Robert Simpson. It began as a performance arts party he held in celebration of his birthday in 1991. The party morphed into the AfroSolo
Arts Festival 1994. Over the years AfroSolo has
sponsored or held performances, exhibits, forums
and panels. This year’s theme RESILIENCE: My
Culture, My People, Me! will pay homage to and
explore the rich legacy of African-Americans and
people of African descent. This theme also provides
an opportunity to see how the stories of the AfricanAmerican culture connects and unites with people
of all cultures.
Two concerts, a visual arts exhibit, premieres
of four stage performances, and a comprehensive
health fair are planned. The Festival will take place
at various venues in San Francisco including The
Ella Hill Hutch Community Center, The Lush Life
Gallery, The Marsh, San Francisco’s Main Public
Library, Yerba Buena Gardens and Yoshi’s San
Francisco Jazz Club. Most of the events are free.
In February, AfroSolo presented the one-character play Walkin’ Talkin’ Bill Hawkins: In Search of
My Father, written and performed by W. Allen Taylor. The play concerned the issues of self-discovery
for one man as he searches for the father he never
knew. Using period rhythm and blues, gospel, and
jazz music as a backdrop, Taylor wove personal
stories of surrogate fathers with historical recollections of those who actually knew Bill Hawkins. The
play received recognition by the San Francisco Bay
Area Theatre Critics’ Circle when it was awarded
Beste Solo Performance in 2006.
This year, in collaboration with Supervisor
Ross Mirkarimi, California Pacific Medical Center,
MoMagic, St. Mary’s Hospital, and the San Francisco Giants Foundation, AfroSolo hosts a community health fair aimed at increasing health awareness
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Bay Area Cultural Scene
in 2001. This tribute will feature
members of his long-standing San
Francisco group, the famed Coast to
Coast Blues Band, who will perform
material from the Hooker songbook.
This momentous event will also feature guest appearances by John Lee
Hooker’s daughter, Zakiya Hooker,
his nephew, Archie Lee Hooker, Ron
Thompson and singer Kathi McDonald. “Nothing but the best. Later for
the rest.”

Bonnie Raitt and John Lee Hooker

36th Annual
San Francisco
Blues Festival
September 26 - 28
This year’s annual San Franciso
Blues Festival kicks off Friday, September 26, Noon – 1:30 p.m. in Justin Herman Plaza. Featured will be
a tribute to John Lee Hooker with
the Coast to Coast Blues Band with
Deacon Jones, Rich Kirch, Ron Perry, Lizz Fischer and Bryant Mills.
Plus special guests Zakiya Hooker,
Kathi McDonald, Ron Thompson
and Archie Lee Hooker.

Also starting on September 26
and running through October 2 at the
Roxie Theater (16th and Valencia)
will be the film Come and See About
Me featuring John Lee Hooker and
directed by Bob Sarles.
This entertaining film includes
interviews with John Lee Hooker,
plus vintage performances at the
Newport Jazz Festival, 1960, and
the 1965 American Folk Blues Festival in Europe. The Rolling Stones,
Bonnie Raitt, Carlos Santana, Van
Morrison, Ry Cooder, Charlie Musselwhite, Paul Butterfield, Foghat all
perform with Hooker.

To be shown along with Come
See About Me will be a 1971 Interview with Muddy Waters, plus
performance. This very rare short
film is made available through
John Lee Hooker was one of the
greatest figures in blues history, re- TopcatProductions.com. Muddy
cording over 75 albums in his life- is in top form. Showtimes are
time. Born in 1920 in Mississippi, 6:30 and 9 p.m. Bargain screenhe had his first huge recording hit ings are available on Saturdays
in 1948 – the million selling “Boo- and Sundays at 3 p.m.
gie Chillen,” which defined his guitar playing technique unique to the
blues as a droning, hypnotic, onechord electric, timeless sound that
would eventually become famous
the world over. Hooker moved to
the Bay Area in the late 1970s and
it remained his home until his death

Koko Taylor

Etta James

Past performers at the festival
include famed blues vocalists Etta
James, Koko Taylor, and Barbara
Morrison, and Tower of Power.
For more info visit sfblues.com.
(Information courtesy of sfblues.com; photos courtesy of sfblues.com and starpulse.
com.)
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Derek Hughes of Tower of Power

Literature

In this groundbreaking historical expose, Doug- account of a little-known crime against AfricanAmericans,
las A. Blackmon brings to light one of the most and the insidious legacy of racism that reverberates today.
shameful chapters in American history – an “age
of neoslavery” that thrived from the aftermath of
the Civil War through the dawn of World War II.
Under laws enacted specifically to intimidate blacks,
tens of thousands of African-Americans were arbitrarily
arrested, hit with outrageous fines, and charged for the
costs of their own arrests. With no means to pay these
ostensible “debts”, prisoners were sold as forced laborers
to coal mines, lumber camps, brickyards, railroads, quarries, and farm plantations. Thousands of other AfricanAmericans were simply seized by southern landowners and compelled into years of involuntary servitude.
Government officials leased falsely imprisoned blacks to
small-town entrepreneurs, provincial farmers, and dozens of corporations (reportedly including US Steel) looking for cheap and abundant labor. Armies of “free” black
men labored without compensation, were repeatedly
bought and sold, and were forced through beatings and
physical torture to do the bidding of white masters for
decades after the official abolition of American slavery.

Imprisoned indentured servants

The neoslavery system exploited legal loopholes and
federal policies that discouraged prosecution of whites
for continuing to hold black workers against their wills.
As it poured millions of dollars into southern government treasuries, the new slavery also became a key
instrument in the terrorization of African-Americans
seeking full participation in the US political system.
Based on a vast record of original documents and
personal narratives, Slavery by Another Name unearths
the lost stories of slaves and their descendants who journeyed into freedom after the Emancipation Proclamation and then back into the shadow of involuntary servitude. It also reveals the stories of those who fought
unsuccessfully against the re-emergence of human labor
trafficking, the modern companies that profited most
from neoslavery, and the system’s final demise in the
1940s, partly due to fears of enemy propaganda about
American racial abuse at the beginning of World War II.

Author Douglas A. Blackmon is the Atlanta Bureau Chief of the Wall Street Journal. He has written extensively on race, the economy, and American society. Reared in the Mississippi Delta, he lives
in downtown Atlanta with his wife and children.

HarlemWest would like to extend its gratitude to Karen Johnson and Tamiko Johnson of Marcus Books for their assistance
Slavery by Another Name is a moving, sobering
with literary recommendations.
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Bay Area Artist
HW: What was the music of your childhood like? What did you hear at home?
When out and about?

Linda Tillery
by Darlene Coleman
This month one of the Fillmore’s
own celebrates her 60th birthday. Linda
Tillery has been a mainstay on the Bay
Area Music scene for thirty-plus years
and has performed as both vocalist and
percussionist in a wide array of musical
forums and idioms.
She was born in San Francisco on
September 2, 1948 at San Francisco
General Hospital. Linda’s family lived
in the Fillmore at 290 Fell Street. HarlemWest sat down with Linda to talk
with her about her life in music and as a
Fillmore native.
HarlemWest: What was the SF of your
childhood like?
Linda Tillery: First of all, I lived
within a six-block radius of most of my
relatives and extended family. That part
was wonderful. In those days, you were
never “locked out” of home if you lost
or forgot your key. There was always a
place of refuge to go to. My friends and
I played outside – street play was a common thing in those days. We played kickball, jacks, marbles, paddle ball, made
coasters and had foot races – sometimes
against neighborhood adults.

LT: A major blessing in my life was that
my parents “loved” music. One of their
first major household purchases was a
HiFi console. I remember it well; I was
two years old. My folks began buying
78s and in their collection were recordings by Dinah Washington, Count Basie,
Roy Hamilton, Faye Adams, Clyde
McPhatter, Ruth Brown, Sarah Vaughn,
Gerry Mulligan, Errol Garner and
Hank Williams’ Your Cheatin’ Heart. I
loved Count Basie’s version of April In
Paris and memorized it note by note. I
couldn’t read yet so I’d identify my favorite songs by the artwork on the label.
At that time, almost all of the records we
listened to came from the Melrose Record Shop. It was on the corner of Eddy
and Fillmore and I spent a good amount
of time in that place. There were listening stations and huge posters of Billie
Holiday, Charlie Parker, and the Caravans. The woman behind the counter
was a close family friend so she kept me
up to date on what was new and “hot.”
HW: Tell us about the Fillmore then
versus Fillmore now from a resident’s
perspective. Good or bad? What is is
your opinion on the effort revitalize the
Fillmore Jazz District?
LT: The Fillmore is almost unrecognizable to me. There were lots of Black
owned businesses during the 50s and
early 60s; when urban renewal came in,
those businesses were shut down with
the promise that the City would provide
the means for these businesses to reopen
in newly built structures. That promise
was never fulfilled. So, instead of the
old Chicago Barber Shop we have tshirt shops; instead of Do-City Bar-BeQue, we have Subway sandwich shops.
I’d love to see the surviving merchants
who were driven out by the race toward
gentrification reopen their businesses
and reclaim the lost identity of this once
thriving Black neighborhood.
HW: Did you study music after high
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school? Where?
LT: It’s funny, I loved playing music in
high school. I attended Lowell and we
had great teachers. SF State was right
next door so we often had grad students come over to work with sections.
I played string bass and doubled as a
percussionist … and I took advantage of
the free sectionals. Later, I tried to fashion a college major in music at CCSF
but never really enjoyed the way music
was taught at the college level. I’d get
restless and bored, so I finally gave up.
I replaced classroom study with one-onone lessons with musicians I liked and
that was how I grew into who I am as
a musician. I spent a lot of time in the
practice rooms at SF State taking private
lessons.
HW: Any specific influences? Why?
LT: My influences are all over the place.
I loved and was greatly influenced by
the great R&B singers of the 50s and
60s I’ve already mentioned (but) I also
listened to a lot of instrumental music,
i.e. Louis Armstrong, Benny Goodman,
Phil Upchurch, Bill Doggett and so on.
But what really used to knock me out
were the women with big voices and
women who played instruments; Sister
Rosetta Tharpe and Vi Redd are two
standouts as are Kate Smith, Ethel Merman and Sophie Tucker
HW: Give us a bit of your career history.
LT: I’ve always considered it a stroke
of luck that I had some early training in
classical music as well as popular music. Being well rounded has always been
my goal and having eclectic tastes has
served me well. In my late teens I landed my first gig in a Berkeley based rock
and soul band called “Loading Zone.”
These were middle class hippies from
Berkeley who loved soul music and that
was our point of agreement. My life
as lead singer in a Berkeley rock band
was radically different from my life as a
young woman from an inner city neighborhood.
HW: You are both percussionist and

Bay Area Artist (cont’d)
vocalist. Which “speaks” to you most?

sus what you do with CHC?

LT: I’d have to say that being a vocalist is closest to my heart. I knew when
I was quite young that my voice would
open many doors for me and it has. I’ve
worked very hard over the years to develop my skills as a vocalist. You really
can’t rest on your laurels; the competition is very strong. A turning point in
my life as a singer came when I met and
worked with Bobby McFerrin in Voicestra. He challenged the singers to see the
voice as an instrument, much in the way
one would think of the saxophone or
trumpet. Most singers are taught to sing
in safe and structured patterns. Bobby
encouraged us to take risks and not be
afraid to make uncommon or unpleasant
sounds. As a result, instead of enjoying
being a singer I fell in love with singing.
Becoming a percussionist was a matter
of Grace. When I first heard Mongo Santamaria’s version of Watermelon Man, I
was hooked. I went out and bought his
recording called Soul Bag. I really tuned
into a conga player – I loved it. My first
set of congas were Gon Bops; it was
a thrilling moment when those drums
were delivered to Loading Zone’s rehearsal space. I practiced fiendishly so I
would be allowed to play with the band.
Later on, I bought three Valje conga
drums (no longer made) that were the
Bentley’s of congas. They were absolutely magnificent drums and I rue the
day that I sold them.

LT: The response to CHC has been beyond anything I could ever have imagined. First of all, the more esoteric the
approach, the larger the audience base.
There really are people who honor cultural authenticity and who have a taste
for roots music performed by people
from within a particular culture. Europeans and Canadians are amongst the
most ardent fans of the CHC. I never
expected to grow rich as a performer of
vernacular music and I definitely have
not become so. However, richness and
reward can’t always be measured in
monetary terms. How can you place a
price on having Odetta, Richie Havens,
and Wilson Picklett on your recordings?
The experience is the reward.

HW: Play any other instruments?
LT: (In the past I’ve played) flute, bassoon, tympani, and drums. I also play
harmonica. I play mostly for my own
enjoyment but every so often, I’ll play
on a recording or at a concert.
HW: CHC is a vocals and percussion
only group. What was your inspiration
for creating it and why vocals and percussion only?
LT: The CHC is a reflection of my two
great loves – voice and percussion. It’s
an unbeatable combination.
HW: Have you noted any differences
concerning audience response to the
type of music you did before CHC ver-

HW: You’ve traveled extensively during your career. What have you learned
about music’s impact on society here
and abroad?
LT: I’ve learned that music really can
be a unifier. I’ve participated in some
very extraordinary musical experiments
where four or five musical groups are
put together on the same stage, sight unseen and set loose to create a structure
that everybody can work within. It has
almost always been a win-win situation.
All that’s required are big ears and a diminished ego!
HW: How deep are the roots of African
music? What is the overall impact in
your opinion?
LT: I’ve had my belief confirmed that
African derived music is very compelling, and is possibly the most coveted
and appropriated music in the world. It
doesn’t matter whether the music is African, African-American (i.e., jazz, soul,
R&B, Blues, gospel or hip hop), AfroCuban, Afro-Brazilian, or Jamaican.
There are always opportunists waiting
to claim ownership of what isn’t theirs
to own. Even so, the likes of Muddy
Waters, Dizzie Gillespie, Howlin’ Wolf,
John Coltrane, Ella Fitzgerald, Miles
Davis, Sarah ... will always represent
the best of indigenous, African derived
music.
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HW: CHC is noted for preserving African-American music from the songs of
the past that contribute to the telling of
the story of the people’s existence here
in America from slavery and beyond.
One of the things, CHC also does, however, is incorporate some contemporary
compositions, and by artists such as Al
Green and James Brown. How did you
get there? What’s the connection?
LT: African people were brought to
the Americas for one reason – to work.
Therefore, the first order of business was
to create a group of work songs to help
break up the monotony of repetitive,
backbreaking work. I believe there is a
thread that connects the work song, field
holler, and the spiritual to the contemporary music of Black America. This is
particularly true of contemporary music
that comes from the American South. Al
Green and James Brown are perfect examples of the connection between ante
bellum slave music and 20th century,
southern soul music.
HW: As you observe your 60th birthday, what’s next for Linda Tillery and/
or CHC?
LT: Making it to 60 years old has
not been an easy feat. The good news
is that I’m here on the planet and still
making music on a regular basis. The
CHC is very close to finishing a recording we’ve been working on for over a
year and a half. Funding these projects
is always a challenge. We hope to have
it released by the beginning of 2009.
After that, I intend to record my own
solo project, a concept I call Sin and
Salvation. I’m involved in a project
that’s being sponsored by the Archives
of African American Music and Culture
at Indiana University in Bloomington.
We’re creating an exhibit that focuses
on Black musicians in rock music. The
exhibit and conference will take place in
late October of 2009.
For more information on Linda Tillery and the Cultural Heritage Choir
visit www. culturalheritagechoir.com.
Happy Birthday, Ms. Tillery!

Bridging Japantown and the Fillmore (cont’d)
In support of bridging Japantown and the Fillmore
through jazz, HarlemWest delightedly acknowledges
the history of Japanese-American jazz artists from San
Francisco in particular. Dr. Yoshida brings to the forefront several our own Nissei jazz performers in his book.
They include:
Paul Higaki - A prewar native of San Francisco,
Paul Higaki started playing the bugle as a Boy Scout,
and eventually learned to play trombone while in high
school. He became professionally known as Paul “Murphy” Lee. In 1942, he and his family were interned at
Merced Assembly Center. There, he organized his first
dance band, the Stardusters; when relocated to Amache
Detention Camp, he became a teacher at the Amache
School music department and directed a ten-piece dance
band. After volunteering for service in the US army in
1943, he was discharged for medical reasons. He went
on to work in a variety of swing dance bands, starting
with that of Jimmy Barnett’s in Sioux Falls, South Dakota and then on to a variety of other mid-western local
dance bands which included those lead by Lee Williams
and Bob Cross, and the Allen Reed All-Girl Band. He
ultimately became a member of Lionel Hampton’s band
for two years in 1949 and 1950. He described Hampton’s band as the “movingest thing in the world”. On
July 10, 1950 he was honored with “Paul Higaki Day”
in San Francisco. Higaki died in 1973 at the age of 49.
After the War had its main character based on Higaki.
Susumu “Tote” Takao - Takao was a vocalist whose
association with Lionel Hampton preceded that of Higaki’s. He reportedly had auditioned with Hampton’s band
in 1946 and was given a contract immediately, in spite
of his lack of professional experience. Takao was also
a San Francisco native and was described as passionate about singing, always singing or humming a popular
song. His early vocal solos included performances at a
variety of Japantown functions.

High School. The evening’s program will touch upon
several phases of jazz such as New Orleans jazz, the
blues, boogie-woogie, and modern day swing…”
The San Francisco International Asian American
Film Festival presented the film “Whispering Sidewalks” at the Castro Theatre in March of this year. The
1936 jazz musical highlighted the talents of Betty Inada,
a Japanese-American Nissei jazz singer, and other artists
including Saburo Nakagawa, a pioneer of tap dance in
Japan.
Many Japanese people the world over have embraced jazz wholeheartedly. Tokyo, like many other cities world wide, has its own annual jazz festival. Japan
has produced several notable Japanese jazz artists who
enjoy widespread success including saxophonist Sadao
Watanabe and pianist Keiko Matsui. Fusion jazz ensemble Hiroshima was founded by a group of JapaneseAmericans in the 1980s.
Today the Fillmore is home to Yoshi’s new location
in San Francisco. Yoshi’s has grown into the one of the
most prestigious and possibly most frequented jazz clubs
in the Bay Area. It is co-owned by Japanese immigrants
Yoshi Akiba and Kaz Kajimura, and African-American
developer Michael Johnson, of Em Johnson Interest, Inc.
Yoshi’s was included in the design and development of
what is now known as the Fillmore Jazz District with the
hopes that the Fillmore can once again become the jazz
destination it once was.

This month Anthony Brown, director of Anthony
Brown’s Asian American Orchestra will begin the orchestra’s inaugural season with a community outreach
effort to rebuild the ties between these two communities.
This effort will culminate with the orchestra’s inauguaral
performance at Yoshi’s on Thursday, September 11. The
theme for the evening is “Bridging Japantown and the
Fillmore with Jazz”. The Jazz Heritage Center will present an exhibit featuring and acknowledging this unique
The Tanforan Tooters - Formed during their internpart of the Fillmore’s history.
ment at Tanforan Assembly Center, the Tanforan TootAt Yoshi’s November 2007 opening in San Francisco,
ers organized early on during their internment to form a
Yoshi
Akiba stated the following with regard to rebuilddance band, as well as a sextet, and provided opportuniing
the
Fillmore and Japantown: “…I think both cultures
ties for residents to participate in a variety of other musical activities. Announcements were made to encourage will bring something very good. These two cultures will
their participation in a newspaper published for the cen- come together and create a special energy. We have to be
ter, the “Tanforan Totalizer”. On July 4, 1942 the paper changed. We have to be new. We have to have a new way
announced: “SWINGPOSIUM – Connoisseurs and stu (of living together). We have to take the best of what’s
dents of American jazz will sit down to a Swingposium happening around us…we have to wake up.”
Friday night, July 10 from 7 to 10 pm at the Tanforan
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Jazz and the Japanese

Yoshi Akiba and Kaz Kajimura of Yoshi’s

Drummer Danny Yamamoto of the Japanese-American fusion
band Hiroshima

Anthony Brown of Anthony Brown’s Asian American Orchestra
Japanese bassist. (Photo by Andrew Gray/Photosensibility.com)

Saxophonist and flutist Dan Kuramoto of
Hiroshima

Bassist Stanley Clarke and Japanese keyboardist
Keiko Matsui

Japanese-born saxophonist Sadao Watanabe

“We have to be changed...we have to have a new way of living together...” - Yoshi Akiba
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