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ORNETIE COLEMAN 
Of Human Feelings 
New excursions with the 
founder of "harmolodic 
funk"'. Ornette's first dig
ital recording features his 
current touring band 
Prime Time. 

ANTHONY BRAXTON 
Six Compositions 

Quartet 
A beautiful exploration 
by one of contemporary 
music's most far-reach
ing improvisors with help 
from Ed Blackwell. Mark 
Hel i a s  a nd Anthony 
Davis. 

JOANNE BRACKEEN 
Special ldendty 

A brilliant trio recording 
from the highly acclaimed 
talent critics have com
pared to Keith Jarrett and 
Chick Corea . Features 
Jack DeJohnett e and 
Eddie Gomez. 

THE PHIL WOODS 
QUARilT 

Birds of a Feather 
Perennial poll winner 
Woods. fans the flames 
of bebop with his quar
tet featuring Hal Galper. 
Steve Gilmore and Bill 
Goodwin. 

BEN SIDRAN 
Old Songs For the 

New Depression 
Ben's own story of the 
piano greats tided "Piano 
Players" highlights this 
pure quartet lesson of 
less bei� more featuring 
Marcus Miller. Buddy 
Williams. and Richie Cole. 

BIREU IAGRENE 
ENSEMBLE 

Routes to D)ango 
This marks the recording 
debut of the 15 year-old 
European Gypsy guitar 
sensation who many are 
comparing to the late 
Django Reinhardt. 

a. C,%£ll@ 
A division of Island Records, Inc. 

THE HEATH 
BROTHERS 

Brotherly Love 
An infectious and straight 
ahead set from the first 
family of jazz. Percy and 
Jimmy lead a spirited 
quintet featuring Stanley 
Cowell. Tony Purrone 
and Akira Tana. 

AIR 

80" BELOW '82 

AIR 
80° Below '82 

An innovative version of 
Jelly Roll Morton's Chi
cago Breakdown shows 
why this group won the 
Rec ord of t h e  Year 
Downbeat Critics Poll 
1980. AIR is Henry 
Threadgill, Fred Hopkins 
and Steve McCall. 
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sat in with a band, years ago at the Cellar 
Club. I tried this pattern and I was amazed 
that, whatever they played, the pattern fit 
right through it. Since then everything that 
I've played has been completely original. But 
I need a strong band, and Don Thompson on 
piano, and Claude Ranger on drums, fit the 
bill; and different bassists - Rick Homme, Gene 
Perla, Dave Young. As a pianist, Don plays the 
kind of chords that I like; I need someone with 
big hands, to play big chords. Because I might 
go outside the chord one way or another, 
outside above it, outside below it, or I might go 

right through it, so I need a lot of room. 
Nothing that I've done on record so far 

really pleases me, except maybe a couple of 

cuts on the Sackville record; but that, and the 
Don Thompson record, were both leased from 

the CBC for a certain period and now they're 

out of print. There's another CBC album, "Sun 
Song", on RCI, and now a record on PM. That's 

about it, except for a few tracks with Moe 

Koffman, one track with John Handy on a 

"Spirituals To Swing" concert album, a thing 

with a couple of other guitar players on a 

Jimmy Dale record for Capitol, and a small disc 

for the CBC, with the Rob McConnell big band 

with strings, which was quite a while ago, and 

is now discontinued. 

I think one reason I haven't recorded more 
is because I'm Canadian. Years ago I did a lot 

of things with organists, in the same areas that 

guitarists in the States were working in, but I 
think I was a little more advanced, but being in 
Canada I didn't get a chance to record any of 
those things. 

I did work in the States with John Handy a 

lot in the mid-sixties; that came about basrcally 
by getting a phone call out of the blue. It was 

the quartet with Terry Clarke on drums and 
Don Thompson on bass. The guitarist who was 
with them was leaving and Don had heard of me 

when he was still out on the West Coast. I 

didn't know Don at all, but I got a phone 

call from him and decided to do it. It was 

kind of a strange time for me to join John 
Handy, because I took over the role of playing 
chords behind him - just at a time when I was 
starting to work out more of a front-line melody 

of my own - so I found that it was interfering 
with what I was trying to do. So although he's 
a nice guy and everything, John would try and 

stop me from playing too much - because it 
wasn't his concept of what should be happening 

in the music - and we would definitely have 
our differences of opinion. 

Right now I'd like to get some performances 

happening outside of Toronto and Montreal, 

where I usually play. I'd like to play in the 

States - Max Gordon has invited me to the 
Village Vanguard, but so far that hasn't hap

pened. I played at the Vanguard before, after 
I left John Handy. I had Jack DeJohnette on 

drums, Jimmy Garrison on bass, and some peop

le sitting in, like Benny Maupin. At that time 
I had a recording date for Milestone coming 
up, with Joe Zawinul on piano. We had the 

contracts drawn up and everything, but then 

my card ran out and I had to come back. 
In that time, 1967, I also did a Hank Mobley 

session for Blue Note, with Lee Morgan, Cedar 

Walton, Billy Higgins; me playing their music. 

That record never came out until just recently, 

but I haven't heard it yet and I'm not that 

interested in hearing it either. I remember that 

session as being a bit un-together. It was my 

first session, although I knew everybody there; 
Kenny Burrell was in the control room; I wasn't 
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familiar with the music, it was something that 
they called me to do. But it was fun, and they 
were all such nice guys. Lee Morgan got me to 

that session; he was one of the first to push my 

name in the States, along with Horace Silver. 
I had an offer to go to Japan with Wayne 

Shorter at one time, just before he joined 

Weather Report. From Gary Burton too, which 
was very generous of him, but I .didn't feel 

that was my kind of music. And Miles Davis, 

but I knew that wouldn't happen because of 

the trouble that a Canadian musician has getting 
into the States, although I think that's become 

a bit easier now. 
I think John Coltrane influenced me a lot; 

not just in his music, but when I met him, the 

first time I saw him the power in him came 
across to me. He had a big gallon of fruit juice 
that he was drinking all the time, and he was 
saying that he wanted to live completely cleanly 
and spiritually, and that influenced me a lot; I 
decided to do that myself. Of course he hadn't 

done that when he was younger, and that's 
the same as myself too. When I was playing all 
that rhythm and blues I was drinking every 

night and it wears you down. I felt the need 
to get into a more clear space, and once I 

began to do that I found I could go deeper 

inside myself, and bring out what it was I 
wanted to express. The more clarity I had as a 

person, the more I could see into the music; 
and the more I could relate to people. So that 

now I don't consider myself just a "musician" 
as "musicians" go - when I come out to play 

it's to play what I have learned, to the people, 
to try to give them this feeling that I've gotten 

myself. 

I really depend on the musicians that I play 
with to help me in this. Don Thompson knows 
what I want and Claude Ranger knows what I 
want, and they have the ability to help me 
with it, and there are a number of bass players 
who can always do it - Gene Perla, Dave 
Young. They know me, so I don't even speak 
about the spiritual side of it, I just say this is 
what I've got, this time, and then we just go 
into it. In his own band, I think Claude is 
trying to go in the same direction so he's 
always ready for me, practicing and getting his 
diet together before we play. 

I relate it to boxing - getting in shape to 
do the things I have to when I go to play. You 
work and train for a certain point of your 
ability, and find to your amazement that you 

have that point in you - you can sharpen 
yourself up. I do that before every performance. 
First of all I usually go out to a park or some
thing and start right there. I start taking it all 

in - the nature, the sky, the trees - go deeply 

into it and when I come to play I've got that 

all there. Lately I've thought to add words to 

the music, so I'm writing songs, and I've added 

a voice - a vocalist not just to sing words, but 

to be a part of the sound. For example, I want 

to express things like Chrysalis - the transform

ation from the caterpillar to the butterfly, or a 

better description is from the moon side of nat

ure to the sun side; the awakening rather than 

the sleeping intelligence, because it's a sharpen

ing of your intelligence. Everything that I stud

ied came down to a cleaning up of yourself, a 

sharpening of your intelligence, so that you 

don't get caught in the things that bog you 

down. I think Coltrane was saying that: it's 

like a cleaning of the mirror; you see more 

and more; if you're looking at yourself you see 

yourself better, and other people better. 
I never did play with Coltrane - perhaps it's 

better that I didn't. I sat there in the audience 

in Montreal for a week once and never played 

with the band, even though I knew McCoy and 

Elvin. When Miles was here in Toronto at the 

Colonial I played with him - some nights I 

would play and some nights I wouldn't, it was 

up to him. He's an interesting person, Miles -

he can direct the musicians in his band even 

when he's not playing, just by sitting in the 

audience, through the energy that he has as a 

person. Maybe that's leadership quality: that's 

a qua I ity I don't feel in myself, but maybe 

other people feel it from me. 

There are times when I'm not performing, or 

even playing the guitar; I think of those periods 
as studying. Just recently for example, I didn't 

touch the guitar for a year and a half, and there 
were other times before that. I study other 

things, until I'm ready to put this all onto the 

guitar and come back again. Then, if I listen 
to what I did the year before, I can't stand it! 

I've had trouble getting my guitar sound 

recorded properly, but now they have new 

techniques that seem to be able to handle it. 

I made a tape with Ed Bickert for the CBC 

recently, and on that it seems they've got the 
sound. When I made the Sackville record, years 

ago in Montreal, the engineer had so much 
trouble getting the sound that finally he put 
the microphone beside the amp I ifier instead of 

in front of it. For one thing, it's a very electric 
kind of sound; I'm not into a lot of the acoustic 
stuff that's happening nowadays; Larry Coryell, 
Phillip Catherine and that kind of thing. 

I used the same I ittle amp for years and 
years because I was afraid to change it. John 
Handy used to try to get me to get a bigger 
amp - in fact he offered to pay for one - be
cause he was scared that something would 

happen with this little amplifier. And some
thing would happen, I was playing with Denny 
Zeitlin once in San Francisco and it blew out 
in the middle of a set. But I could never find 
an amp with the right sound. I played in 
Carnegie Hall with that little amp and in that 

hall, it sounded fantastic. But I've finally found 

an amp that has exactly the sound I want - a 
Stage amp, made in New Jersey. 

So I think I've got the tone together now, 
but I've still got things to do with getting what 

I can get out of the amp I ifier, and working with 

overtones. I think I'm a very simple person, 
really. If you come up and ask me complicated 
things about the guitar, I can't tell you them, 
but I can play them. 

I play a wide range of music in an evening -

from ballads like Belle Of The Ball and It 

Might As Well Be Spring to very fiery, very free 

pieces. It's like an ocean - you have to have 

the two things, the storm and the calm that 

comes after, and one thing helps the other 

express itself. That's the idea of my music, and 

what you give to it, as a listener, determines 

what you get back from it. I can't be out there 

just playing a "song" because life isn't like that. 

I play Leroy Anderson's Belle Of The Ball be

cause it's a beautiful song, it should be played. 

So you can't pinpoint my music as avant garde, 
it's just music that has a spiritual basis to it -
which is trying to make people happy, make 
them feel good. Not some kind of a preaching, 
but a feeling of beauty that I have, that I 

express so that someone else can feel it -

trying to uplift them somehow. 

Adapted from interviews with Sonny Greenwich 

done by Ted O'Reilly for CJRT-FM, on August 

29, 1979 and February 25, 1981. 
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PMR-006 BERNIE SENENSKY - "NEW LIFE" with Michel Donato and Marty Morell. Lolito's 
Theme, Another Gift, Little Waltz ... , B.B., New Life Blues, Ronnie, Poochie, Beloved Gift. 

PMR-007 DOUG RILEY - "DREAMS" with Michael Stuart, Don Thompson and Claude Ranger. 

In My Life, Chunga's Revenge, Earth, Blue Dream, Dreams. 

PMR-008 DON THOMPSON - "COUNTRY PLACE" with Gene Perla and Joe LaBarbera. A 
Country Place, For Chris Gage, Sasha's Delight, Second Voyage, Full Nelson, Song For Sonny. 

PMR-009 PAT LABARBERA - "PASS IT ON" with Richard Beirach, Don Thompson, Gene Perla 

Joe LaBarbera. Pass It On, Princess Rd, Up Loose, Little Lady, Cellar Muse, Aurobindo. 

PMR-010 ED BICKERT - Trio with Don Thompson and Terry Clarke. Come Rain Or Come Shine, 
Where Are You?, When Sonny Gets Blue, It Might As Well Be Spring, Nancy With The 
Laughing Face, Manha De Carnaval. 

PMR-011 FROM CANADA WITH LOVE - an anthology of selections from 006 to 010. 

PMR-016 SONNY GREENWICH - "EVOL-UTION, LOVE'S REVERSE" with Don Thompson, 

Gene Perla, Claude Ranger. Time-Space, Prelune, Emily, Nica's Dream, Day Is Night To 
Some, Evol-ution. Love's Reverse. 

PMR-017 KATHRYN MOSES - "MUSIC IN MY HEART". Lucky Duck, Music In My Heart, More 

Than Ever, Katrina, Love To See You Smile, It's Spring, Shine On Me, Shd Be Ancient History 

PMR-019 BUG ALLEY - vocal polyphony in the tradition of L H & R, with Karen Young, Steve 

Cole, Liz Tansey, David Thompson, Andre White & friends. Bop Follies, Down For The 
Count, Bijou, Art's Oregano, Steppin' Around, Boswell Medley (Dinah/Heebie Jeebies/ 

Everybody Loves My Baby), Sancho Suite, Footprints, Daybreak, Milestones. 

PMR-021 BERNIE SENENSKY - "FREE SPIRITS" with Terry Clarke, David Piltch, Don Alias. 

Free Spirit, No More Tears, Silver Trane, Homeland, Adam, In Love Again, Reunion. 

DISTRIBUTED BY: Phonodisc Ltd., 30 Malley Road, Scarborough, Ont. M1 L 2E3 

416-751-9610 
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H. RAY CRAWFORD: I remember the first 
impact Charlie Parker made on music. He was 
playing tenor saxophone with Earl Hines, and 
all of the guys in the band were so amazed at 
what was going on when he was playing that 
they'd just sit there and look at him. They 
didn't know what he was playing but they knew 
it was good. They knew where it was going but 

they couldn't figure out what it was. At the 
time I was playing with Fletcher Henderson's 
band. I was playing saxophone myself and had 

hopes of making some kind of name for myself 
as a saxophonist, until I heard Charlie Parker. 
Then I said to myself, "Well I 'II never be an 
innovator, because this certainly will displace 
anything that is happening," and it did. 

MARK WEBER: Did you ever see Charlie 

Christian? 

RAY: No, that was before my time. See I 
didn't pay too much attention to the guitar in 
those days. I was playing saxophone with 
Fletcher. Clarinet and tenor. Would you 
believe I was playing alto clarinet, man? 

MW: How did you come to get involved with 
Fletcher Henderson? 
RAY: In 1941 or so he was looking for a band. 
We had a nine piece band in Pittsburgh - I was 
born and raised in Pittsburgh - and he happ
ened to hear us and he made us an offer we 
couldn't refuse. We did a tour with him. And 
he added pieces to the band to make it big 
enough for his purposes. We traveled with him 
for a while. 
MW: Was Sun Ra in the band at this time? 
RAY: Sun Ra was just beginning his band in 
Chicago at the time. I don't know anything 
about his relationship with Fletcher at all. I 
know Sun Ra and I know some of the guys in 
the band, but I don't know about his activities 
musically until after he formed that band. I 
can remember very clearly the band because 
they had a very different kind of projection, 
musically, which I liked very much. I would 
always go and hear the band rehearse if I could 
or go hear them play because they had a very 
different approach to music. I would like to 

hear him the way he sounds now. 
While I was with Fletcher Henderson's 

Orchestra I had tuberculosis, and I had to go to 
a sanatorium for two years. That ended my 
scene with the saxophone, and Fletcher Hender
son and began my scene with the guitar because 
that's where I learned to play guitar. When I 
came out of the hospital I was able to play 
enough to where I could play jobs. No chords 
just solos. 
MW (reading album cover): Ahmad Jamal says 
that he put together his first trio in May 1951. 

Was that in Chicago? 
RAY: We put the trio together in Pittsburgh 

and then went to Chicago about the same year, 

or a year later. I was with him six years, then I 
left the group around 1956 and decided I would 
do some things on my own. That's when I 
came to New York City. I stayed in New York 

from 1956 to 1960, then I came to California 
and I've been here ever since. After leaving 
Jamal I played with Tony Scott, Buck Clayton, 
different groups around New York. I had a 
group of my own that played for a while at 
Min ton's Playhouse and places Ii ke that. As a 
matter of fact when I was playing there Teddy 
Hill had Charlie Christian's amplifier. He was a 
personal friend of Charlie's. I enjoyed those 
years very much, then through my playing 
around New York, Gil Evans decided he wanted 

me to play with his group. So we rehearsed and 
talked about what he wanted to do musically. 
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This seemed like a good way to get involved 
with big bands, especially his band which was 
the greatest on the jazz scene as far as I was 
concerned, which was the opinion of many 
others too. Right then he was doing all of these 
great things for Miles , My Ship and those big
band things that Miles was doing and had 
already established himself as an arranger of 
note. 

I did some things with Jimmy Smith for 

Blue Note in the late 50s, at least one album 
that I know of for sure. It was done in New 

Jersey, at Rudy Van Gelder's studio out on the 
highway at Englewood Cliffs. That's where Gil 

and I did our stuff. 
MW: Was the band that made "Out of the Cool" 
a working group? 

RAY: Yes, we did sixteen weeks straight at the 
Jazz Gallery in New York before we did the 
album. We played all of the tunes every night, 
and we played a lot of the original arrangements 

that he wrote for Miles. Then he wrote those 

things for "Out of the Cool." Before we made 

the album he had me sit down at his house and 
just play. He'd give me eight bars and I'd say 
"Where's the music?" and he'd say, "You don't 
need any music, just play." The one that I like 
is the La Nevada theme, it was my best effort 

with a big band. I like playing with big bands; 
it is more or less my orientation because I 
always played saxophone in sections and always 

felt at home. This particular album almost won 
me the Downbeat poll, man. 
MW: How about that Lydian chromatic piece, 
Stratusphunk? 
RAY: Yeah, I did a lot of playing on that. It 
was a 12 tone thing. You could establish any 
kind of a tone center in it, so I established an F 
tone center and Ron Carter picked it up behind 
me and then we started playing the blues behind 
it. It had about fifteen different roots, differ
ent tonics and the one that stuck in my mind 
was the F. Gil told me that when I started to 

play my solo to just establish a tone center and 
go ahead and blow. I said, "What do you want 
me to play?" and he said, "Play anything." 
That was written by George Russell, a nice 
tune, I like it. Jimmy Knepper did that thing 
where he sounds like he's playing under water 
on Sunken Treasure, beautiful, mournful kind 
of interpretation. 
MW: I always thought using two drummers was 
a good idea. 
RAY: Great idea, because he had two different 
things that he wanted done. He wanted those 
big stretches on those chords and interpretive 
sounds behind that which for that you couldn't 

beat Elvin Jones, and for just strict jazz funk 

time, keeping the tempo together, you couldn't 
beat Charlie Persip man no matter what happ

ens, he is always right there whew! That cat is 

like a metronome! I can dig using two 
drummers, because I like hearing a drummer 

play fills all of the time without interrupting 

the flow, without messing with the meter, 

there are drummers who can do that. So if you 

have two guys, one always keeping the meter 

strong for you, I don't mean loud but strong, 
then the other cat can do the fills, which takes 

an imagination. 
MW: Gil had a different session for each one 
of these compositions? 
RAY: Right, he took his time doing it. What 

happened was Van Gelder would just set the 

tape and go home. He had five hour tapes. He 

set it at that real slow speed. He had quite a 

studio, it had a real high vaulted ceiling, 

specially designed for jazz. And the sound that 

he gets out of his studio you don't get out of 
any other studio. When you hear it on albums 
you can tell it was made in Rudy's studio 
because of that high ceiling probably. He 
would set the tapes, you know make sure the 
balance was cool and put the mikes where they 
belonged, set the band up, make sure everybody 
was tuned up and then he would split, and from 
all of that they would put together the album. 
MW: You were with the Gil Evans Orchestra 
for a couple of years then, participating on two 
albums, one from early 1959 and the other 
from late 1960. 
RAY: Right. But in the meantime things were 
kind of disenchanting for me in New York 
except for this one particular point. I had been 
to California in 1953 for a visit and I liked it 
well enough and I always wanted to move back 
to live. So I chose this particular time to move 
to California (February 1960). About 1961 I 
went back to New York to play the job at the 
Jazz Gallery and then do the date with Gil. 
MW: You had a record date for Candid as a 
leader around that time? 
RAY: Yes, immediately after the "Out of the 

Cool" album came out they called me to do the 
date wham! just like that. I said, "Well when do 
you want me to do this?" and they said, "Soon 
as you're ready." So I immediately went to 
work and furiously wrote arrangements and 
this that and the other. And soon as I had the 
arrangements written I picked the guys that I 
knew that could read and could play right away 
and we had one rehearsal and it came out 
fabulous man! So we went right to the studio 
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and did the album. And the cat paid us off 
before I left New York a couple of days later. 
And I came back home, and I sat around in 
California for months waiting for it to be 
released. It never did come out, except in 
pootleg. I've seen it in Chicago! A guy came up 
to me wanting an autograph, but it was the 
wrong title, that's how I knew it was a bootleg 
album. It was called something like "I Know 
Ray," one of the cuts on the album was I Knew 
Prez. The name of the album was "Smooth 
Groove," a play on words. I'd like to have a 
copy of that, I've tried to get copies of tapes 
because I just want to hear the music. It was 
with Junior Mance, piano; Cecil Payne, baritone; 
Frankie Dunlop, drums; Ben Tucker, bass; and 
Johnny Coles, trumpet, and myself. 

I do a lot of things from a musical stand
point because I know what blends. I know the 
trombone will blend with the baritone, and the 
baritone will blend with the trumpet and guitar. 
And I know Cecil could play solos so I didn't 
need a tenor, you know, and everybody is 
playing tenor, and besides that Cecil is under
rated. He didn't get his chance to play like he 
should, and he can play, man! Fantastic! And 
Frankie Dunlop! 

During the sixties Rav showed up on man v 

sessions, listed in the Jepsen discographies with 

Sonny Stitt; Lou Donaldson; Lorez Alexandria 

albums that include Wynton Kelly and Jimmy 

Cobb; a Curtis Amy Orchestra album that 

includes Jack Wilson and Dupree Bolton; Lou 

Rawls; Perry Lee; a Ben Tucker Quintet with 

Vic Feldman, Larry Bunker and Tommy Tedes-

co; a reunion album of the Ahmad Jamal Trio 

with Joe Kennedy; etc.; and in a July 19, 1962 

Downbeat profile by John Tynan, Ray spoke of 

his group of that time, "The group is different 

from anything else that's been done. Its 

projection is in playing softly but swinging, 

always swinging." 
MW: I saw Stanley Cowell a couple of months 
ago with the Heath Brothers. 
RAY: Stanley used to live in L.A. I 1962-63 at 
USC), he was in that group playing piano and 
John Carter was playing alto and reeds, Henry 
Franklin on bass. My group, my book. 
MW: John has dedicated all of his time to the 
clarinet now. 
RAY: That figures because John is a dedicated 
musician. We opened and played for several 
months at the Tiki Island Cafe. It was the same 
year that President Kennedy was assassinated. 
I've been back and forth from there many 
times, it's on Western Avenue just north of 
Jefferson at 43rd Place. It was called the Kon
Ti ki Lounge, back in the 50s when I visited. 
Oscar Moore and Carl Perk ins and Joe Comfort 
worked there as a trio. 
MW: Carl Perkins used to play with his left 
forearm parallel with the keyboard walking his 
fingers. 
RAY: I don't know if he had to do that or 
what, anyway that's how he played. He was a 
bad man! Just out of sight. This club had a 
Hawaiian motif, like that, and when you sat at 
the bar, it had a big bell back there. It looked 
like a ship bell. Whenever this cat would ring 
the bel I on you, you had to buy a drink, it had 
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something to do with some gimmick they had 
going. Right behind the bar in the· corner was a 
bandstand and that's where they would play. 
Oscar Moore would be playing these big pretty 
chords on his guitar, Joe Comfort hmmm. And 
Carl would be playing all of this piano. 
MW: How about Wes Montgomery? 
RAY: Wes was a friend of mine. He used to 
come and see me play. And he'd bring all of 
the guys with him that were guitar players. He 
would just sit and listen for about an hour, and 
then they'd go to some other place. 
MW: The way he plays, with the octaves .. .. . 

RAY: Well, his thing was, actually all guitar 
players use octaves but not to the extent that 
Wes used them. He used them constantly. Most 
guitarists use octaves for effect. Wes Montgom
ery had a way of feeling the instrument. The 
higher you go on the guitar the thinner the 
note gets and he knew just exactly where to 
double the note and make it pick up and be just 
as fat as the one just before it. So it made al I of 
his solos fat and round and pretty and thick all 
the way up and all of the way back down. And 
if he was playing ballads where it was only one 
note every bar or something like that then he'd 
start doubling the note. He used all kinds of 
intervals, but he employed mainly the octave. 
Especially if you're playing with a big band and 
you're playing one note on an E string up 
around C or C sharp or D you can't even hear it. 
When there's five brass behind you it's hard to 
hear it so if you double the string and they are 
perfectly in tune, it's going to set up overtones 
and then you can hear it. 
MW: What type of strings do you use? 
RAY: I use D'Angelico gold wound if I can get 
them, actually D'Aquisto, Jimmy D'Aquisto 
used to work with D'Angelico before he died. 
Now he has his own shop in Farmingdale, New 
Jersey, and he makes custom made fabulous 
guitars. He also makes the strings to go with 
them, and the strings are very good on other 
instruments so I use his strings when I can get 
them. My guitar is the Tai Farlow Gibson. 
Right now I'm using Fender amplifiers but I'd 
like to switch to Polytone. I should change my 
strings every week when I'm playing every night, 
but I don't, because I tune the instrument 
electronically. If the harmonics are true then I 
leave the strings on the box. Gold wound 
strings are expensive and they don't last long. 
MW: What did guitarists do fifty years ago? 
Like Robert Johnson, did he change his strings? 
Cou Id he afford to 7 

RAY: He'd just play out of tune. Old strings 
just won't come into tune, man. You've got to 
accept the fact that modern day electronics are 
so exact and so precise that you can't help but 
see the deficiencies in things the way they were. 
I used to play out of tune all of the time. Why? 
Because I didn't have a decent enough instru
ment to play on, and I tuned it the best that I 
could, tuned the strings to one another. Before 
I played the second tune they'd be out of tune 
again. I have a chord tuner now. With this I 
could tune up and by the second tune it's down 
again. it's underneath but not enough for your 
ear to tel I. But Ii ke tonight when I get to the 
intermission it's down a quarter tone almost. 
So it makes a difference now. Those guys 
played out of tune, Django Reinhardt played 
out of tune all of the time. Charlie· Christian 
played out of tune, man. They didn't have any 
choice. If you're pulling on the string like this 
on the string, ding, ding, every time you do that, 
unless you have $50 pegs on your instrument 
you move the peg a little bit more. Now you 
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can buy German pegs or Grover pegs that don't 
move an inch, they'll break before they move. 
They didn't make pegs Ii ke that 20 years ago. 
MW: Did you ever hear Eddie Durham? 
RAY: I not only heard him but I knew Eddie 
very well when he was musical director for the 
Sweethearts of Rhythm. As a member of the 
Fletcher Henderson Orchestra we did a tour 
with the Sweethearts of Rhythm. He was musi
cal director for the band, he rehearsed the band 
and kept them in shape musically and all that 
sort of thing. 
MW: He is attributed with being the first 
jazzman to record electrically amplified guitar, 
on the Kansas City Five and Six sides from 
1938. And before that with the Lunceford 
Orchestra the first to record amplified guitar in 
1935 on Hittin' the Bottle. He used some sort 
of aluminum resonator that fitted under the 
strings in the sound hole which was about the 
size of a 45-rpm record, with the microphone 
real close. 
RAY: Really? I didn't know that, I understand 
he was a great rhythm guitar player. But I ike I 
said my focus back then was on the saxophone. 
Now if I had been playing guitar, or had 
thought about electrifying the guitar when I 
was a youngster I would have thought about 
putting something under the strings. Because I 
always figured that the strings made the sound, 
which isn't altogether true you know. After I 
became a guitarist I found out that a lot of the 
tone is attributable to the types of wood in the 
instrument. And that to electrify an instrument 
means to lessen its qua I ity. It means to do 
something to the sound which is less than good. 
A good electric box does not have to be made 
out of good wood, it has to be made ou_t of 
good electronics. With a tried and true kind of 
uniformity between each and every quarter and 
each and every note, so that things are perfectly 
in tune at all times. I don't think you get much 
sound out of wood through a string electroni
cally, I just don't think you can. 
MW: Do you play much acoustic guitar? 
RAY: Well, up to a little while ago I had a 
Barnabe made by a student of Ramirez, it was 
about a $2500 box. It was a great experience 
with a good instrument. Right now I'm using a 
Gibson, which is a good guitar, very straight 
neck on it, and the wood is very good in it and 
it sounds great. And the strings are not steel 
strings. They are either gut or they're plastic 
strings, to give the wood a chance to vibrate. 
MW: It has a lot to do with the sides of the 
instrument? 
RAY: The face, the very top of the box, and 
the type of wood that it's made out of. So on 
one side of the instrument you wil I either get 
the extremely sharp high or the extremely 
mellow high depending on what you like. Now 
if and when you cut holes in an instrument to 
put pickups in it you take away some of the 
quality. And it just doesn't seem very plausible 
to me to expect to pick up the quality of the 
wood through a steel string. What you hear is 
two different things. When you're playing a 
good instrument with pickups on it and steel 
strings first you are hearing steel strings and 
then you are hearing some of the sonoral 
sounds of the wood. But you're hearing two 
different things together. So when you put the 
amplification on, all you're going to pick up is 
strings. Now if you don't have good strings on 
it you're in trouble. If you have gold plated 
strings on it, it's going to sound like bells. 
Can't sound anything but good. It could be a 
cigar box with gold strings on it and it would 

SCODA 

sound good, because all it's picking up is the 
strings. What we're supposed to look at is the 
box, but you and I know better, we're not 
looking at it, we're listening to it. So the instru
ment is limited. That's why I play so many 
other things. John Phillips recently loaned me 
a sax and I went nuts. Nuts! Nuts! Nuts! 
That instrument feels like home to me. That's 
the way I play guitar, I ike a saxophone. What I 
want to hear and play, that's the way it comes 
out. On the guitar I'm not always that sure. I 
can't always get what I want. The saxophone is 
more intimate, warmer, because you blow your 
breath in it. I don't think I like guitar as much 
as I like saxophone, to tell you the truth. 
MW: That's very revealing. So you alternate 
the flute and the organ on gigs. Do you do 
much studio work? 
RAY: I do some. The last studio date I did 
was a month or so ago with Tom Waits. We did 
the "Blue Valentine" album together. 
MW: Does he life that life that he portrays in 
his songs? 
RAY: I don't know if he lives that life as much 
as he dreams it. He's a real talented guy. Wears 
real slim tight pants and long pointed shoes. 
Man when he comes into a room he's a sight to 
behold! Plays guitar like this (displaying a one 
finger technique), and he can play! When he 
comes to the session he comes in and says in 
that voice of his, "Hey, H. Ray," and has me 
tune his guitar for him. 

But I have turned down studio dates. I'm 
not one of these people who are looking for
ward to staying in studios from morning until 
night. Because I do not chase money and that 
is what you do that for. I'm just not that kind 
of musician. I prefer the creative end of music. 
It doesn't pay a rot of money but it does pay a 
great deal of satisfaction. Which makes me just 
as wealthy. So when I tell people on the 
bandstand that I'm rich I guess they think I'm 
talking about a lot of money. 
MW: So how do you like California by and 
large? or jazz-wise? 
RAY: I think California's great, manl just 
wish they'd hang up these earthquakes! Spiri
tually speaking I've been more satisfied creative
ly here in California than I've been anywhere. 
My jazz experiences have been greater both 
monetarily and otherwise. Because in California 
I found out that if you could play, you could 
use your talent to become something here. 
Whereas on the East Coast, and I'm speaking 
mainly of New York City, the Big Apple so to 
speak where everything is happening it was who 
you knew first and what you knew afterwards. 
I found in California that if you could do what 
was expected of you, you could get what you 
were looking for. I know ultimately you aren't 
going to achieve what you're looking for here, 
but if you're an artist, they respect you to a 
certain extent. I especially like the Bay Area. 
But you see I'm a rural type person, I prefer the 
open areas. The further out I get the better I 
like it, but I like to be able to come back when 
I want to. You can't get any satisfaction 
playing to the rocks and the stones and the 
lizards you know. But I have great times in 
areas like that too. I like guns anq I do a lot of 
shooting. I use 44 magnum, these are both 
hand guns, and a .357 magnum, and out in the 
open it's fantastic shooting, man 1 Flat shooting 
for at least 300 yards. 
MW: So you've been with Jimmy Smith three 
times, in the middle 50s, the middle 60s and 
now in the 70s. 
RAY: This last time since 1971 till now, nine 

years. Five albums worth. 
MW: You were in the house band at Jimmy 
Smith's Supper Club the whole time? 
RAY: Right. Except for about three months. 
MW: Who was the drummer there? 
RAY: Couple of drummers, Joe Brancota or 
Kenny Dixon, three drummers and the guy who 
used to run the jam sessions. 
MW: What would be some of the classical music 
that you I isten to? 
RAY: Well I have some things that I'm very 
partial to. And they don't point toward any 
particular thing. The Fountains and The Pines 

of Rome I like by Respighi. Also some Sibelius 
things. Soma Bartok things naturally because 
they point toward jazz music .. And of course 
I'm very partial toward Bach because he played 
a lot of jazz music. He improvised a great deal. 
If anybody is studying to be an improviser 
they should listen to a lot of Bach and play a 
lot of Bach. He knew what to do with chords. 
And Hindemith and those types of composers 
if you want to be an arranger, because they 
know what to do with chords, especially mod
ern chords. I have some things by Mehegan 
who is a modernist who takes us into modern 
concepts of playing left hand things for piano, 
but this is pointed more toward jazz and im
provisation. What I'm trying to say is this: 
they are all intermingled together, it's hard to 
see the demarcation lines between classics and 
jazz, for me at least. As a matter of fact, I can 
go from one to the other without any hesita
tion; I can improvise on both. Because actually 
classics are not built on complex chords. And 
if you can understand what the chordal struc
ture is, all you have to I isten to next is what's 
going on above it. Whereas jazz is very hard to 
understand because the chord I ine and the 
rhythmic conception are the hardest points to 
listen to, because you have two things to listen 
to at once - as far as I'm concerned, and I'm 
opinionated about this. The improvisational 
viewpoint in jazz is involved with all kinds of 
complex chords, and to analyse some of the 
things that you hear would amaze you that you 
could play some of it. If you compared this 
with a classical selection on the same level -
you would find that the classical selection's 
chordal level is quite simple. I'm not saying 
that one is simpler than the other I'm just 
saying that understanding one is like under
standing the other. They're both the same, all 
of it's music. 

For the purpose of classification if nothing 
else I can use the word "jazz" because people 
will know what I am. Actually I would prefer 
using the term "creative musician," but then 
they wouldn't know if I was creating classical 
or what, jazz? There we are again, we're back 
to it. You know I have a clearer understanding 
of what's happening with classical music now. 
Whereas before I guess I was so caught up with 
jazz, trying to be a part of that, and trying to 
make a success out of it, that I just didn't really 
have the time to look into any other kind of 
music. 

But I think that whoever appreciates jazz 
should go and hear it more often, and support 
it, and make sure that it doesn't get displaced 
by something less. Because it is a pure Ameri
can art form that has always been here, doesn't 
belong anywhere else in the world but here. We 
should all try to understand it more and 
support it. 

- Pomona, California, February 26, 1980 
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JAZZ 
LITERATURE 

DJANGO REINHARDT 

by Charles Delaunay 
Da Capo Press, New York 

There are still people around who regard 
Django Reinhardt as a brilliant but eccentric 
gypsy guitarist. He was in fact not only a jazz 
soloist of the first rank - perhaps the greatest 
exponent of his instrument - but one of the 
great innovators of the music. His playing is in 
the main stream; and, had he never played, the 
development of the guitar as a jazz instrument 
would not have been the same. His work takes 
its start from Eddie Lang, who established the 
guitar as a jazz solo instrument in the middle 
twenties: the Reinhardt/Grappelli partnership, 
whatever its historical origins, surely betrays a 
debt to Venuti and Lang. Reinhardt was 
admired by Charlie Christian; and in solos like 
I'll See You In My Dreams from 1939, one can 
hear Reinhardt phrasing like a saxophone in a 
style that was so important to Christian's 
development of the guitar as a front line solo 
instrument. 

Charles Delaunay's book is one that I have 
enjoyed for many years, continually dipping 
back into it for its colourful anecdotes. It gives 
a very strong sense of Reinhardt's personality 
and of its roots in the social life of his gypsy 
people, of which he remained a part even in his 
years of greatest fame. One is accustomed to 
jazz players of prodigious gifts being unable to 
read or write music: Reinhardt could scarcely 
read or write at all. One of the most memorable 
stories in the book is of Eugene Vees, another 
gypsy guitarist who had joined the Ouintette 
of the Hot Club of France, carried by elevator 
to the wrong floor of a London hotel and 
helplessly searching for his room because he 
could not read the floor numbers in the elevator 
or the room numbers when he got out. 

Reinhardt was an extraordinarily difficult 
person to work with because he carried with 
him from his gypsy heritage a small regard for 
regularity in keeping engagements and a com
pletely unrealistic sense of money. When asked 
how much he would want to sign a contract 
to go to the United States after World War 11, 

he asked how much Benny Goodman was 
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making. On the other hand, he would lose very 
large sums of money - generally all he had - in 
games of chance or skill - most often by 
giving ridiculously high handicaps in games of 
billiards. He departed for England without a 
passport because he considered that he and his 
companions were celebrities and the British 
would know them. 

The anecdotes are the strength of Del au nay's 
book. He drew on the memories of a large 
number of people who knew Reinhardt, and 
much of the book is told in their words. This 
gives it authenticity and an immediacy of feel. 
However, as is often the case with books 
so constructed, the narrative line is not always 
clear, and quite a lot of important events are 
not dealt with. Some of the famous record 
sessions are remembered and discussed, but 
others are passed over. The great shortcoming 
of the book is that, while it gives considerable 
insight into Django Reinhardt as a personality, 
it gives I ittle or no sense of what he did 
musically or how he came to do it. 

We hear how he started to play, of his 
taking up the banjo, of the early groups he was 
with, of the fire that burned his one arm, 
turning inward the last fingers of the hand used 

for fingering. Only a few remarks give us any 
sense of what lay behind the playing. We are 
told that he could analyse any chord he heard 
played: his ear was quite extraordinary. He 
had little concern for the melody of tunes, 
hearing them in terms of their chords. The 
existence of two other guitarists in the quintet 
was reportedly much to his liking: he wanted 
to have two rhythm guitarists behind him as he 
soloed. 

In his treatment of the tune in terms of its 
harmonies and in his preference for a full 
rhythm support as a soloist, we come close to 
the heart of Reinhardt's music. Moving on 
from Lang's example, he was the first to treat 
the guitar wholly as a melody instrument 
when soloing with the quintet. His playing has 
much in common with that of Lester Young; 
and, like Young (on the Jones/Smith Lady Be 
Good), Reinhardt emerges with his style fully 
formed on the first of the Ouintette of the Hot 
Club of France recordings, Dinah for Ultra
phone in December 1934 (available on GNP 
9031). 

His tone on that record is astoundingly full; 
and it is hard to believe, considering the way in 
which the notes are bent and the tone is 
maintained over long notes, that we are listen
ing to an unampl ified instrument (some photos 
show him seated with the microphone placed 
close to the strings of his instrument). The 

octave chording admired by Wes Montgomery 
is in evidence on this first recording; so too are 
many effects that are thought of as innovations 
that Lester Young brought to the jazz vocabu
lary (though Young did not record until two 
years later). Reinhardt will drag a phrase for a 

moment; he reduces the tune to a riff, and then 
repeats this with a variety of rhythmic empha

ses and in a variety of relationships to the 
chords of the tune; he quotes Moten Swing in 
his Dinah solo. So much of the Swing Era is 
there in Reinhardt's playing before that era had 
begun. 

The Da Capo reprint of Delaunay's book is 
by photocopy of the original. This means that 
the exemplary discography of twenty years ago 
is reprinted as is. I have found it over the years 
an excellent reference guide, though many of 
the microgroove reissues listed in it have 
receded further into history than the subject of 

the book. Max Abrams's "The Book of Django" 
( 1973) purported to be an up-to-date bio
discography and certainly involved research that 
went beyond Delaunay's discography. I am not 
unfortunately familiar with this book, but its 
existence would point to the fact that much in
formation on records has come to light since 
1961, when Delaunay's book was first pub
lished. Unsuspected material, such as the 
broadcast with Ellington, has been issued since 
then. One third of Delaunay's book is taken up 
by the discography, which cannot in itself be 
seen as having "historical" interest, in the way 
in which the author's original "Hot Discography" 
has. The photographic reprint brings back into 
currency a worthwhile book - though one 
wonders whether anyone offering the first 
edition for sale would go much over the 
US$22.50 that Da Capo have to ask. The book 
is nicely produced, though not so brightly as 
the original: this is particularly the case with 

the photographs. In all, then, one is drawn to 
question the appropriateness of the photogra
phic reprint in this case, when it involves 
reproducing an out-of-date discography that is 
so large a portion of the book. Nonetheless, if 
you are a Reinhardt collector, you will not 
want to be without this book. 

Note: Since the above review was written, 
Ashley Mark Publications in England have 
brought out a new edition of the book with a 
revised discography and eighty-five pages of 
photographs, many of them new. At 8.95 
pounds hardcover or 5.95 softcover, it sounds 
like a better buy. - Trevor Tolley 

JAZZ AWAY FROM HOME 

by Chris Goddard 
Paddington Press, New York & London 

As American soldiers returned from overseas 
after World War I they left behind a revolution 
in music. Jazz had left home at just the right 
time. It hit Europe on a tidal wave of social 
and cultural upheaval and provided the perfect 
musical accompaniment to an era of change. 
Hundreds of American musicians, dancers and 
singers crossed the Atlantic to play their part in 
Europe's jazz age. 

In this pioneering view from the "other 
side", British musician and documentary film
maker Chris Goddard shows that early jazz made 
almost as great an impact in Europe as in 
America. While documenting how when and in 
what form jazz reached Europe (with research, 
interviews and reminiscences of those who made 
it away from home), he also examines the diffi

culties Europeans had in understanding and 
assimilating the new music, particularly in 
France and England. 

In its early days, Goddard points out, jazz 
provided an interesting diversion for the elite 
of European society, spawning glamorous night 
spots in Paris and London with jazz as the main 
attraction. Black musicians, in European eyes, 
were essential to the exotic atmosphere of these 

clubs. But white players (like the Original 
Dixieland Jazz Band, visiting London in 1919, 
and its local imitators), got the opportunities 
to record. While this produced a "pro-black 
prejudice" in Paris, Britons (depending mainly 
on records) preferred white Dixieland-style 
music - a characteristic that seems to have 
lingered to this day. 



The standard of many of the early jazz 
bands, black as well as white, was very low. 
Drummer Bert Marshall, recalling how he joined 
the E.E. Thompson band in Paris in 1926, 

thought the band was "pretty lousy" but had to 
stick it because "there was a lot of pro-black 
prejudice in Paris. If you were black, they 
thought you were great even if you were terrible 
.... The band was so lousy that when we went 
on stage (at the Folies Bergeres with Josephine 
Baker) we had to pretend to play while the 
pit orchestra played for us and we just mimed 
it." 

Yet "pro-black prejudice" also brought some 
important jazz bands and musicians to Europe, 
notably Sidney Bechet with Will Marion Cook's 
Southern Syncopated Orchestra. (Cook, whose 
band played strictly from written scores, con
sidered Bechet illiterate, but needed him to play 
the new "hot" music. Six· years later, Sam 
Wooding - whose band toured Europe - re
jected Bech et because he cou Id not read music). 

Several of Cook's musicians formed splinter 

groups (like Benny Peyton's Jazz Kings); others 

worked with British bands (Goddard lists sever
al) though recorded evidence of their contri

butions is negligible. (Peyton's band recorded 

Tiger Rag and High Society for Columbia in 

London in February 1920 with Sidney Bechet, 
but the sides were never released and the masters 
disappeared). In fact, it is hard to assess the 
influence American bands and musicians had 
on European groups because only a small 
number of Europeans recorded before the mid
twenties. 

As jazz developed from a gimmick into real 
music, it began to decline in popular appeal. .. "It 
is ironic that hardly had jazz established itself 
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as the dominant new force behind European 
popular music than interest in the real thing 

waned to the point where it was just short of 
being a musical fringe benefit supported by a 
handful of musicians, critics and intellectuals." 
Jazz had come to stay, but on new terms. 

The important fact about European jazz, 
says Goddard, is that it arrived by means of 
the gramophone record. Records alone account 
for the fact that Europeans were way ahead of 
Americans in appreciating the artistic signifi
cance of Negro music. At the same time, the 
fact that jazz for most Europeans was a record
ed and not I ive experience colored their attitude 
toward it and governed every aspect of the way 
they tried to play it. 

Reviews in various jazz publications - and 
their reviewers - were just as important. The 
Melody Maker, the first and foremost English 
language paper to devote extensive coverage to 
jazz, faithfully reflected the attitudes and opin
ions of European jazz enthusiasts from 1926 

to 1929: Bix Beiderbecke, Joe Venuti, Eddie 
Lang, Adrian Rollini and Arthur Schutt "were 

the finest players of this type of music." The 

California Ramblers produced records which 
were "as hot as they can make 'em - even in 
America'" Red Nichols' recording of China 

Boy was "the best hot record ever made" ... and 
so on. 

To the credit of the Melody Maker, how

ever, it must be stated that its perspective of 
jazz was broadened with the hiring (in 1931) 

of a new hot record reviewer Spike Hughes 
(writing as "Mike"), an excellent and percep
tive writer and musician, and (in February 1932) 

as its American correspondent John Hammond, 
who knew more about black music and its 

best players than perhaps any other journalist 
at the time. 

Hughes and Hammond, says Goddard, were 
almost alone in being able to keep pace with the 
rapid change of events. "The tight cultural ship 
of which jazz critics had so recently boasted 
seemed to founder. Then, almost before they 
knew it, the classical mould on which Europeans 
had tried to cast their jazz was I iteral ly blown 
apart by Louis Armstrong's arrival in England in 
July 1932." 

Armstrong's impact on European jazz audi
ences and musicians has been well documented 
and Goddard adds to it by quoting British re
cording star Nat Gonella, one of several music
ians who laboriously tried to imitate Louis: "My 
copying tactics have improved me immeasurably 
as a dance player. If my playing (even when I 
do originate) is inevitably flavored with Louis 
Armstrong, I am quite content. Short of being 
a musical genius (which I certainly am not), to 
my mind the next best thing is to model 
oneself on the lines of somebody who is." 

Goddard rounds out "Jazz Away From 

Home" with interviews with Mabel Mercer, 

Claude Hopkins, Bricktop and several European 
jazz pioneers, who helped shape the history 
of jazz in Europe. Special tribute is paid to 
Django Reinhardt - perhaps the outstanding 
European jazz instrumentalist on an internation
al scale - by the musicians who knew him 
best. An on-the-spot report on the Nice Jazz 
Festival brings things up to date. A hundred 
rare photos of visiting and local jazz bands 
and musicians add to the appeal of this book, 
which should be of immense interest to jazz 
fans on either side of the Atlantic. 

- Al Van Starrex 
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FROM RUSSIA WITHOUT CONSENT 

OANELIN ° TARASOV ° CHEKASIN 

In October 1980 Ganelin's trio from the Soviet 
Union (Ganelin-Tarasov-Chekasin) gave a per
formance during the Berlin Jazz Days. Joachim 
E. Berendt wrote in Down Beat (February 1981, 
page 54): "With three musicians playing 
approximately 15 instruments with a breath
taking intensity, building their set to a euphoric 
climax, it was the wildest and yet the best 
organised and most professional free jazz I've 

heard in years." 
In April 1979 Ganelin's trio had appeared in 

East Berlin and was recorded live. The record
ing subsequently found its way to the West and 
Leo Records had the honour of publishing it 
(Ganelin/Tarasov/Chekasin, "Live in East Ger
many,'' Leo Records LR 102). 

The following conversation between the 
members of the trio and the pub I isher of the 
Soviet jazz magazine Chorus, Barban, took 
place in April 1979 in Leningrad. This conver
sation has been translated and published with
out either the knowledge or the consent of 
those involved. 

BARBAN: Let's sum up your experience of 
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playing together for 8 years - it is a long time 
by any criteria. Has there been any progress in 

your musicianship, are there any problems in 
your creative activity? 
GANE LIN: As far as progress is concerned it is 

difficult for me to judge. Perhaps, before 
Chekasin's "fall" (he broke his finger in Decem
ber 1978) we played even better than today; 

we did not work for three months or rehearse. 

As to any problems, we cannot enumerate them 
all. But the main one, probably, is lack of 
instruments for realisation of our musical ideas. 

We need, for example, tubular bells, marimba, 
tum-tum. We'll never get them. There is a 

solution: to record in a studio (because a 
studio has all the facilities), but there is also a 

problem. We recorded our second record a year 
ago, but it is still being "released." When we 
record we use methods which cannot be used in 
a live performance. Generally, recording in a 

studio solves a number of problems. Some 

problems could be solved by having a synthesi
zer. We want to have one - but at the same 
time we don't. There is something in it which 
vulgarises, it already has commercial associa-

tions, and when I listen to it it seems to me that 
it has a dehumanising effect. 
CHEKASIN: I reckon that the standards of our 
music are falling all the time: the music we 
are playing is increasingly decadent . . .. 
GANELIN: If we are to compare it with our 
music of 1972, then we have, of course, 
changed; perhaps our music today is simply an 
expression of the same ideas, but the form it 
takes is more confident. 
BARBAN: Are you a studio group or a concert 
ensemble? It has always seemed to me that a 
live performance in front of a live audience is 
an essential part of your creative image, that the 
audience response is very important for you, 
and that many of your artistic principles are 
based on the possibility of just such spontane

ous stage behaviour. 
GANE LIN: At the moment we are recording in 

the studio not because we want to, but because 
we have no possibility of getting hold of new 

instruments. Recording in a studio has its 
disadvantages, but there are also advantages: 

we can make use of the technical possibilities of 
a recording for our artistic ends - dynamic 



effects, the effects of super-imposed recordings, 

etc. In the studio our group expands to become 
more people, who do not, and never will, exist 
on the stage. 
BARBAN: Every year you introduce new 
instruments into your music. Perhaps, it would 
simply be better to enlarge the group - take in 
two or three more people. 
GANE LIN: In a large group musical interaction 
is very difficult. It is possible in a trio, and 
impossible in an octet. 
BARBAN: As we have already mentioned 
your second record ("Concerto Grosso"), tell 
me what's happened to it and what is going to 

happen. 
GANELIN: The director-general of Melodiya, 
comrade Shabanov, did not want to release this 
record. A meeting of the artistic committee 
was called to discuss its fate. The composer 
Eshpai was in the chair. Witnesses recount that 
what happened was very interesting. They sat 
down specially to listen to the recording. Even 
before he had heard it Eshpai said that he knew 
the music of the trio and the composer Ganelin 

from his operas. When the record was put on 
Eshpai was astounded. But even after the 
hearing, he did not change his opinion. He said 
he liked it, and that it was the music of the 
future. The committee supported him. Then 
comrade Shabanov stood up, smiled and said: 
"Do we really have to be in advance of the 
West, even with avant-garde music? No, our 
people don't need this kind of music." In 
short, Shabanov held back our record. "It can 
wait," he said. 

The record turned out to be very emotional, 
there is a great deal of emotion in it and no 
formalism at all. In this sense it is jazz. But 
this sort of music is possible only on a record. 
Even unplanned elements create an artistic 
effect; on one side of the record we use the 
effect of superimposition. 
BARBAN: How do you prepare a piece for a 

concert? 
CHEKASIN: A piece can arise spontaneously 
during a rehearsal, and then we polish it up; but 
a piece can be created mechanically: we take a 
structure and then work over textural elements, 
colouring, and special characteristics. On the 
whole, this is the traditional technology of 

composers. 
BARBAN: But what about the idea of free 
improvisation? What percentage is there of this 
in your music? 
CHEKASIN: We strictly control the aleatoric. 
It is essentially a performance of a chamber 
work which has already been created. Every
thing we play can in principle subsequently be 
recorded. We already have the whole piece in 
our heads. To tell the truth, we are not 
spontaneous in the generally-accepted sense of 
the word. Our improvisations are the filling out 
of the bones of the structure. The basic 
structural elements of the piece have always 
been thought out in advance. 
GANE LIN: Our pieces are strictly worked-out 
compositions. But they are ours - if they 
were to be performed by other people it would 
be completely different music. In our music 

the individual characteristics of the trio are a 
part of the general artistic effect. 

BARBAN: But how would you define your 
style? What kind of music do you play? 
CHEKASIN: Our music is fairly remote from 
West European jazz. 

GANE LIN: Our music is very remote from it. 

We are not at all in the mainstream of the 

avant-garde. 

CHEKASIN: We borrow some elements not 
only from jazz, but also from chamber music, 
folk music, and other genres. Sometimes we 
even use "naive" childish tricks which create 
very interesting combinations, fresh and previ
ously unheard. Children do it very well. 
GANELIN: Children do it naturally and 
brilliantly. Sometimes we specially use non
musical objects and instruments, introduce into 
music, as it were, non-musical elements of form, 
and these elements fit in very wel I with the 
music. 
BARBAN: But what do you call your music? 
GANELIN: That is not even important. 
Let's call it "musion" - an analogue with 
"fusion." In principle, of course, it is in the 
mainstream of jazz, but we synthesise many 
elements from different styles. 
BARBAN: So, your music, then, has the 
general tendency of contemporary music to 
synthesis? 
GANE LIN: I think so; of course ... . 

CHEKASIN: A tendency to make a tendency 
of the tendentions transcendental. .. Ha-ha-ha I ... 
BARBAN: How do you compare your music 
with Western music as far as quality is con

cerned? 

GANE LIN: Everybody who is involved in some 
way in art thinks secretly that he alone is doing 
something significant and hopes to discover 

something previously unseen or unheard of. 
BARBAN: But without false modesty .... 
personally feel that many elements of your 
music are not "previously unheard"; some of 
them can be found in the music of Braxton, 
others in Cecil Taylor's music, and yet others in 
the Bennink-Mengelberg ensembles. I don't, of 
course, think that you are borrowing them 
consciously. The similarity arises rather as a 
result of common aesthetic principles by which 
both you and they are guided. And it is precise
ly these central, fundamental features of your 
music which bring you all together in one 
artistic trend - free jazz. 
GANELIN: I think that the basic quality of 
our music is the absence of any purely rational 
"dry" elements. There is always an organic, 
natural driving force in our music, and audi
ences pick up very well the lack of any affecta
tion. But it often seems to me, that in the 
music of Braxton, Chadbourne and Bailey there 
is an element of affectation ... 
CHEKASIN: When I am piaying I could get 
under a table, but Braxton never could. He has 
a completely different approach to the spirit of 
music, he is too serious about what he is doing. 
All this inevitably shows even in the musical 
intonation. 
BARBAN: Since when has seriousness in art 
been considered a defect? If you mean a certain 

pretentiousness in the music of the musicians 
you have named, then this is just exactly what 

is lacking in it. Pretentiousness is always the 
result of inflated empty-headedness - philoso

phising in shallow waters, creative bankruptcy, 
the artist's inability to bring to life any serious 
intention, to realise a profound idea with the 

help of an original and well-worked-out form. 

How can you reproach a musician for being 

serious about his aesthetic convictions, if they 
seem significant, even if only to him? Of 
course, the real, objective value of his music is 
another matter. If the pretentiousness is a 
result of an attempt to utter banalities in a 
significant manner, then a classic example 
wou Id be the music of Keith Jarrett - the hero 
of the international community of enlightened 
philistines. 

If we are talking about parody, satire and 
other imitative or comic (so-called "unserious") 
forms of play-acting, then it can be said that, as 
has been shown by the history of art, they 
usually proliferate at moments of crisis in the 
evolution of culture, at times when artistic 
trends are aesthetically exhausted, at times 
when the artist or society has lost the basis for 
development in terms of spiritual resources and 
ideas. 

I think that your present style has very 
mannered features: elements of a mixing of 
genres, an intentional reduction of emotional 
charge, paradoxical and grotesque formulae, a 
heightened expressiveness (even ecstasy), "mu
sical sophistry," a dissonant wit - jn general, an 
obvious escape from clear conceptual ism to
wards dark metaphors. Affectation as a style 
in European art came into being at the inter
faces of cultures, artistic tendencies, and was 
evoked by the need of art to rethink its 
aesthetics. Everything points to the transitory 
nature of your present aesthetic state. 

I have known Chekasin for quite a long 
time and in many different situations, so I shall 
be bold enough to explain his passion for 

eccentricity on the stage. He is, without doubt, 
the least bourgeois element in your group. He 

instinctively opposes the cliches of fetishist 
bourgeois consciousness. His "kicks" are an 

obvious attempt to divide up a musical piece as 
an aesthetic "thing," to make fun of the sacred 
values of bourgeois, philistine ideas about art 

as a serious artistic business, conducted by 
"respectable" professionals with great social 
prestige. It is precisely this bourgeois idea of 

music as a part of goods-production (trade), 
and the musician as an inspired priest or 
respectable businessman who is successfully 
exploiting his talents - it is this that Chekasin 
is defying when he blows his saxophone. 

Perhaps this zeal for "playing under the 
table" is caused by the fact that, for you, jazz 
concerts are in the nature of a hobby? You all 
have jobs, you give concerts fairly rarely and all 
this is simply some sort of psychological 
dilettantism (I don't mean your technical skill). 
What is stopping you from leaving your jobs 
and devoting yourselves entirely to jazz? Could 
you make this decision? 
GANELIN: Tarasov is the only one who wants 
to do this. I personally am afraid of it. This 
kind of life has its disadvantages. And we soon 
get bored with our programmes. 
CHEKASIN: For me our trio is not my main 
work. For me it is no more than collecting 
stamps. 
GANELIN: I don't agree. Chekasin himself 
plays the saxophone as a part of his main job. 
Perhaps for him his clowning on the stage is a 
hobby. For me it is not a hobby. 
CHEKASIN: But you ask Ganelin - would he 

give up writing music to devote himself entirely 
to jazz? 

GANELIN: Never. Chekasin also would not 

give up his writing, teaching in the conservatory 

and directing his orchestra. 

CHEKASIN: Why should one live for one thing 

only? If a man works in many creative spheres 

and interested in many problems, he will be 

much more significant as a person. 

BARBAN: So you, Vladimir, do not consider 

yourself a jazzman 7 

CHEKASIN: In principle, no, if a jazzman is a 

man who plays only jazz. 
GANELIN: We are interested in the widest 
range or musical genres. A man can't eat one 
sort of food all his life .... 

. 
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TARASOV: For a long time I have been trying 
to persuade them to live just by what we play. 
Our programmes are always under-prepared. 
We don't work them through - we never have 
any time. 
GANELIN: Our compositions bore us before 
we have time to work them through. Jazz is 
not a hobby for me. It is not a hobby for 
Chekasin either. He is just "showing off" again -
it's probably the most serious thing in his life. 
CHEKASIN: For me jazz is just one of many 
ways of self-realisation. 
BARBAN: What others are there: sex, the 
composition of non-jazz music, teaching, body
building, leadership .... Perhaps it's all a question 
of a desire for power? Perhaps you are simply 
suffering from an unsatisfied "leadership com
plex" - that's why you don't want to leave 
your other (or main) jobs and occupations, 
where you are in complete control? 
CHEKASIN: That's rubbish. Neither one nor 
the other is true. It has nothing to do with a 
desire for power. Since I was 18 I have been 
teaching and learning, and have been a leader 
for many years. All my life I have suffered 

from the fact that everything I write is always 
played wrongly by everyone. All my life I 
have taught the musicians with whom I play, 
and that's why I have my "teacher's complex." 
The majority of the musicians can't even make 
sense of the printed music and can't produce 
the right sound. 
BARBAN: Is this also true of your colleagues 

in the trio? 
CHEKASIN: No, not them. My teaching is 
essentially the purest altruism. I simply am 
able to find satisfaction in the fact that, for 
example, the children in the music school are 
learning something from me and are beginning 

to play. The pay there is appalling, so I'm 
hardly doing it for that. 
BARBAN: What kind of music do you actually 
write? Jazz, avant-garde, classical? 
CHEKASIN: Stylistically it's difficult to classi

fy. It's both non-jazz and half light music. 
BARBAN: Is that like the trio's music? 
CHEKASIN: No, in the trio we have a different 
approach. It's Tarasov who makes the music . . 
TARASOV· No, I just accompany you. Our 
music consists entirely of accompaniment. 
BARBAN: It seems to me that I sense in your 
conversation a note of disillusionment with 
contemporary avant-garde and non-jazz music. 
Or am I mistaken? 
GANE LIN: There is a sort of stagnation of 
ideas. I think we need a new person to appear 
and announce a "new word." Or, perhaps, 
several people - like after Miles Davis. 
CHEKASIN: This is probably only a temporary 
thing. Perhaps we don't have al I the informa

tion we need, in fact we certainly don't. But I 
also feel that there is no "new word" which 

could really convince us. Everywhere I hear 
old methods being used. Obviously at the 
moment jazz is going through the period of 
waiting for the Messiah. But perhaps this is 

only our feeling. 

BARBAN: It seems to me that you are wrong

ly exaggerating your own, subjective feeling of 
crisis, and foisting it on to all new jazz. That 

you see in your own situation a reflection of 
the whole jazz scene. But, actually, during the 

past few years the neo-avantgarde scene has 

experienced an unusual creative upsurge. There 

are many new original voices, and music is being 

created, the quality of which is quite unprece
dented in jazz. It is obviously a question of the 
"stuffy" atmosphere in which you are working, 
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of a certain amount of isolationism in your 
creative work. How do you yourselves see our 
jazz scene? 
GANELIN: The older I become, the sadder I 
become. Some fishes do seem to be coming to 
the surface even in our jazz pond - Chizhik, 
Kozlov, Levinovsky .... but for some reason these 
fishes produce no ripples on the surface of the 
pond. 

BARBAN: During the last few years our jazz, 
real jazz, has been played for the first time on 
the stage in public. 
GANE LIN: But the jazz appeared on the stage 
in a sickly state, as if after tuberculosis and said 

in a quiet voice: "I am alive," and was given 
some medicine. 
CHEKASIN: But on the whole Soviet jazz is at 
the moment on a real high: Levinovsky, 

Goloshchekin, Brill, etc. 
GANELIN: But one feels all the time that 
there is no centre to the jazz. We need a 
federation. There is no stimulus for jazzmen -
not to mention payment rates. 
BARBAN: Look who's complaining.. I am 
sure that each one of you is earning three times 
as much as the average engineer. 
GANE LIN: There's no need to exaggerate. My 
main income in 1978 came from the music for 
three films. Jazz accounted for hardly a tenth 
of all my fees. 
TARASOV: I work in a State Lithuanian 
Symphony Orchestra and earn less than any 
drummer in the most wretched restaurant. 
One mustn't think that quality always coincides 
with quantity. 
BARBAN: O.K., O.K. - I take back all I said. 
Ganelin, you tell us what our most respected 
audiences can expect in the near future - what 
are you working on at the moment? 
GANELIN: I simply can't recover after Cuba, 
my blood pressure has even gone up... At the 
moment I am finishing a symphony with a 

voice - a kind of "Sympholudia." Two more 
operas have been commissioned· one - a 
comic sketch, with the provisional title of 

"Tango," and the other "Objects in Revolt" 

from Mayakovsky. And, of course, we shall be 
renewing our trio programme. 
BARBAN: And finally, gentlemen, something 
compromising about each other? 
GANELIN: Tarasov has a passion for expensive 
restaurants, his pipe, coffee and some of the 
more "extravagant" sides of life. On the whole 
he knows how to live well. 
CHEKASIN: Ganelin is wonderfully lazy. 
Totally disorganised. He is never able to con
centrate on any one thing for very long. His 

affections and obligations do not help him at all 
in this matter. He writes less than he could. 
GANELIN: Oh, Vladimir, my problems are 
entirely creative, some sort of crisis in my 
thoughts, ideas, feelings .. 
BARBAN: The most respected public is longing 
for details from Chekasin's private life. 

GANE LIN: Unfortunately we don't communi
cate with him much. He is a very busy person. 
A law unto himself. Incognito. A phantom. 

I can only say that he has not yet ceased to 
amaze us. I think that there could be a theme 

for a gripping novel in it somewhere. 

BARBAN: Thank you for this fascinating 

conversation, but there is no more time - they 

will be raising the bridges soon. It's time to go. 

(Translated from the Russian by F. Cave). 

On July 27, 1981, a "historical jam session" was 

organized in Florence, Italy by producer Fran
cesco Maino, whose photograph of the partici
pants appears above. The music from this ses
sion is due to be released on an Italian label in 
the near future. The musicians are (left to 
right): Viaceslav Ganelin Sevelovic (piano), 
Mustafa Abdul Rahim (tenor saxophone), Vlad
imir Tarasov Petrovic (drums), interpreter Stef
ano Scarpa, Tony Smith (piano), Don Ayler 

(trumpet, alto saxophone), Vladimir Cekasin 
Nikolaevic (alto saxophone, trumpet, clarinet). 

GANELIN TRIO 

Live in East Germany 

Leo LR 102 

The release of this album by these three 
immensely talented Russian improvisors pre
sents a myriad of aesthetical, ethical, and legal 

issues that are anterior to any discussion of the 
album's content. Printed across the top of the 
back of the cover is the disclaimer: "Musicians 

do not bear any responsibility for publishing 
these tapes." In finer print less than a foot 
away from this remarkable statement, Leo 
Records, in reserving "All rights," informs the 

reader that the "Unauthorized duplication is a 



violation of applicable laws." Sti II, "Leo 
Records is grateful to all those people who had 

the courage to preserve and deliver the tape." 
And there is the eerie "Engineer: unknown" 
credit. If "Live in East Germany" is a boot
legged recording, the question of the end 
justifying the means is supplanted by the larger 
issue of the Russians' effective lack of recourse. 
Even if this tape has been issued with the 
unmentionable approval and cooperation of the 
musicians, the terms and accounting of com
pensation to the musicians would presumably 
remain unverifiable. 

Such issues, however, have always been of 

little concern to the consumer. The origins of 
the tapes and the compensation of the artist 
takes a back seat to the quality of the perform

ance. the recording, and the pressing. In this 
regard, Leo Records has committed no crime 
save the serving of its constituency. The music 
of Gane/in, Tarasov, and Chekasin is news and 
Leo Records has broken the story to the West, 
complete with the ear-witness account of Don 
Cherry, a man whose virtues are unassailable: 
"Music is a spirit that exists all around our 
planet earth. It does not belong to no one body 
but all sensitive ears can understand. I beleive 
this is improvised music (sic)." "Live in East 

Germany" is, subsequently. more than a docu
mentation of an exciting concert: it is a 
fingerprint. Improvised music has never experi
enced such cloak-and-dagger intrigues. 

Interestingly, the I istener who does not have 
the benefit of access to the accompanying 
interview will be at the marked disadvantage of 
not even knowing what instruments the respect
ive musicians play, let alone any substantive 
background information: Leo Records' service 
is glaringly deficient in this regard. The 
perspectives and attitudes of the musicians, as 

expressed in the interview, give their music an 
added, pertinent dimension. Admittedly, this 

is a consideration not usually granted to West

ern musicians, but without such information 

the music of Gane/in, Tarasov, and Chekasin 
poses more questions than it answers. Not only 

are they an anomaly because of their national

ity, but because of their music as well. A 

phrase from J.E. Berendt's 2/81 downbeat 

review of the trio's 10/80 Berlin Jazz Days 
appearance provides an adequate starting-point 

in the discussion of this recording: "the wildest 
and yet the best organized and most profession

al free jazz." A contradiction in terms or a 
duality that prompts further explication? Upon 
listening to this untitled, forty-minute perform-

ance, I emphatically support the latter. 
The duality suggested by Berendt's phrase is 

an extension of the age-old duality of content 
and form. Such a duality exists in this trio's 
music, as represented by this performance, 
resulting, to these ears, in a marked contrast 
between the music and the musicianship. It is 
in finding the former not to be as nearly as 
impressive as the latter that substantiates the 
need to know their background previous to 
hearing their music. The interview provides 
illuminating insight into why the ideas forward
ed on this recording vary from the engaging to 
the insipid, why their execution is so unwaver
ingly flawless, and why their music beads with a 
last-chance energy. 

The performance begins brilliantly. After a 
short warmup of collective fragments, Tarasov's 
rolls and stickings stretch and become more 
limber as Ganelin's arpeggios and percussive 
crescendoes gather steam and Chekasin's tenor 
darts about one moment and bellows the next. 
Ganelin displays his virtuosity in a short fugal 
solo, introducing a theme that bears some 
resemblance to the frantically paced sing-song 
lines Coleman has used with Prime Time. As 
Tarasov and Chekasin reenter, Ganelin incor
porates another keyboard for simulating bass 
lines, Chekasin, playing tenor and alto simult
aneously, puts a bluesy Kirkish tinge to the 
theme, setting a riveting alto solo that shows 
Chekasin to have the superb intonation and 
associative prowess of Arthur Blythe: the 
occasional return of the second horn during the 
solo is perfect in projecting slapstick asides. 
Ganelin follows with a succinct, yet powerful, 
right-handed solo. Tarasov, who, until this 
point, has pummelled his kit in fueling the 
others, is unleashed for a skillfully brusque 
moment, until Gane/in and Chekasin filter the 
theme back into the foreground. 

These seven minutes set a standard that fails 
to be surpassed for the entirety of the perform
ance. It is hard to believe that much that ensues 
could be the work of the same trio, as it ranges 
from the pedestrian to the banal. A second, 
lengthier solo by Tarasov is marred by mono
tonous rolls and bass drum thumping. Com
pared with the opening ensemble passage, the 
ensemble work towards the end of the first side 
is lacking, though Chekasin's bass clarinet is 

noteworthy. A high-energy, two-chord theme 
dominates most of the second half of the 
performance. While the interaction between 
Chekasin's searing bass clarinet and Tarasov is 
gloriously intense, Ganelin's comping is almost 
too trite to be believed. It proves to be a bur
den that even Tarasov and Chekasin can't bear 
for long, as quick refuge is taken in an 
inventory of coloristic effects. But to no avail, 
as Ganelin eventually picks up an electric guitar -

imagine Link Wray imitating Derek Bailey. 
Tarasov stokes the fires again and he and 

Chekasin take off, the latter playing two horns 
as effectively as before. Chekasin digs in on a 

pithy ditty, Ganelin finds his way back to the 

piano for a few good moments and the perform

ance winds down with another otherworldly 

interlude. Incidentally, the East German crowd 

goes bananas. 

A cherishable curio brimming with baffling 

music, "Live in East Germany" may provide an 
international forum through which the Soviet 
jazz community can improve their domestic 

situation and initiate a more regular dialogue 

with their counterparts in the West. Let's hope 

so, as I, for one, would love to see Chekasin 

"play under the table." - Bill Shoemaker 
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INTERVIEW BY TED O'REILLY 

ED BICKERT: I started playing guitar, just 

playing around the house, when I was eleven 

or twelve, gradually learning a few more grips 

here and there and that's how it came about. 

My dad was an old-time fiddler, and mum play

ed a few eh ords on the piano. They used to 

go out and play for country dances on Saturday 

night, and after I learned a few grips I joined 

the aggregation. 

This was in Vernon, British Columbia. That's 

a couple of hundred miles in from the coast 

and about a hundred miles from the U.S. bor

der. It was a fruit-growing and mixed-farming 

area, so the country folks were definitely 

country folks. We were just outside the city 

limits, the city being about twelve thousand 

population. We had a small chicken ranch, and 

my dad and mother both worked as common 

labourers in the orchards. I had a I ittle taste of 

that in the summer holidays. 

I have one brother and three sisters, and 

they're all musical, although they never really 

pursued it: although my brother, who is a I ittle 

older than I am, was the one who started me on 

the guitar. He showed me a few of the basic 

holds, but he played part-time for a number 

of years and eventually gave it up altogether. 

The interest in playing jazz started right 

in the home, because my father liked quite a bit 

of the jazz that was qoing on at that time: Louis 
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Armstrong and Duke Ellington and whatever, 
there were so many big bands in those days. 
My brothers and sisters would listen to it. 
Some of it was just dance bands which you 
wouldn't actually call jazz, but they certainly 
had a jazz influence. Even some of that music, 
and the way the guitar was used, appealed to me 
too. 
TED O'REILLY: You must have heard Charlie 
Christian and Django Reinhardt too, somewhere 
along the line. 
Bickert: No - because jazz records of any kind 
were not readily available in my home town -
so it wasn't until later that I listened to and 
appreciated Django and Charlie Christian. It 
was mostly orchestras that I heard, although 
there were some small groups: the Nat King 
Cole trio with Oscar Moore and later Irving 
Ashby. And Les Paul, I'm trying to remember 
some of the others .. 
O'Reilly: Would you have heard Alvino Rey? 
Bickert: Yes, I heard Alvino Rey, I used to see 
him in those funny movie shorts. There was 
another side to him too, he was definitely a 
good player. 

The bands had mostly rhythm guitar players; 
not a very essential part of the band, but 
definitely part of the sound of the day. When I 
first heard the electric guitar it was spectacular; 
it was so nice to be able to hear the thing com
ing through the band. My first guitars were 
very acoustic. I used to use heavy duty steel 
cables for strings and a wooden pick. I'm 
exaggerating, but I remember breaking a lot of 
strings and picks playing some of these country 
things: playing Orange Blossom Special and that 
kind of stuff. Even if I'd had an electric guitar 
it wouldn't have done any good because there 
was no electricity in some of these places: just 
Coleman lamps hanging from the ceilings. You 
can certainly get some stamina playing for danc
ers: they want to hear uninterrupted music for 
quite a while so they can get really steamed up, 
so you had to keep her going. 

O'Reilly: How did you make your way to 
Toronto? 
Bickert: In a 1935 Chev. This was back in 
1952. A friend of mine out there was an 
aspiring writer, and we used to tal k about trying 
to go someplace where you could get into the 
music and writing field and Toronto seemed to 
be the place to go. Los Angeles was closer, but 
I suppose we thought it would be a little too 
ambitious to get down to the real big time. I 
really wasn't that experienced or knowledgable. 
The other alternative might have been Vancouv
er but there wasn't really all that much going on 
there in the jazz field. But whenever you spoke 
to any musicians, Toronto would come up 
sooner or later. 
O'Reilly: So you had already made the decision 
to become a musician, to play music for a living. 
Bickert: It was certainly always a very strong 
desire, although in school the counsellors and 

teachers, every time the subject came up they 
wou Id say, oh you don't want to do that, you 
want to go on to university and use your brains 
and get into something respectable and all the 
rest of it. And maybe they were right, but the 
urge was always there. So we made up our 
minds to pack our stuff in the old limousine 
and head out here. I was nineteen at the time. 

So we drove across the country, stopping a 
lot because I was the only driver, my friend 
couldn't drive. Sleeping in the car because we 
were trying to get by without spending money. 
I had a full size bass-or I guess a three-quarter, 
which is the normal size bass - which I had 

been fooling around with at the time and I 
thought it might come in handy; and my guitar 
and an amplifier, plus luggage, all in this old 
car of mine so it was kind of cramped. We took 
it easy so it took us almost a week to get here. 

I had been working in a radio station in Ver
non, and the manager of the station gave me 
some names of people in the broadcasting busi
ness in case I wanted to do that sort of war k 
here. One of the names he gave me was some
body at CFRB, so I landed a job there as an 
operating engineer. Even though I don't know 
beans about engineering. It was mainly just 

putting on records and tapes and that sort of 
thing. If anything ever broke down I'd just 
have to turn out the I ights and go home. 

I did that for a couple of years while I 
was getting into the music, making some con
nections and playing with people, and eventu
ally got into "the biz". There used to be a 
place on Jarvis Street, just below Carlton in 
downtown Toronto, called Melody Mill. It was 
sort of a residence and studio space for music
ians, at very reasonable rentals. That's where 
there were a lot of things happening, always 
people playing in one room or another, all day 
and all night in this big old house. Some of 
the musicians were in the same position as me, 
but quite a few of them were established play
ers who had commercial gigs but who liked to 
go there so they could play jazz, unrestricted. 
There were so many people there - Norm 
Amadio, Ron Rully, Alex Lazaroff, Herbie 
Spanier, Don Thompson (the tenor player), 
that's where I met Rob McConnell. This was 
in the middle fifties. I eased into the scene 
here very slowly. 

The House of Hambourg was an after-hours 
jazz spot, and there were a few other places, 
coffeehouses, that were using jazz groups, and 
sometimes we'd just get together and play at 
somebody's house. 
O'Reilly: How well did you play then? 
Bickert: I don't know, it's hard to tell. There 
aren't really tapes around from that time, the 
whole taping thing came in a little later. It was 
the playing that mattered, I really didn't think 
about recording. Certainly in jazz all that play
ing activity is really a good way to learn. To
day's aspiring players are a little more studious 
and learning more about harmony and theory 
academically. That's all great stuff, but there's 
no substitute for actually getting down and 
playing. That's really where you learn the most. 
And listening to records, and I guess a lot of 
people start off by copying somebody else's 
licks and chord changes, and hopefully that 
leads into other things that you come up with 
on your own. I listened to a lot of guitar 
players. 
O'Reilly: I hear a lot of Jimmy Raney, and Tai 
Farlow, in your playing. 
Bickert: I certainly listened to both those guys, 
and a lot of others too: Johnny Smith, Kenny 
Burrell, Jim Hall, Herb Ellis, Barney Kessel. 
O'Reilly: How did you decide you were going 
to get out of the radio business and into "the 
biz"? 
Bickert: That came about a little later. I was 
part of a very commercial, cocktail kind of 
trio. We were playing for older people with 
lots of money in a fancy restaurant so we had 
to play, I hate to use the word, but it was 
definitely schlock. But it was a regular gig. 
The leader of the group was Jimmy Amaro, the 
father of Eugene and young James Amaro, who 
are very prominent on the Toronto scene now. 
He played saxophone and clarinet, Norm Amad· 

io played piano. No bass, no drums so I had to 
fill up a lot of holes with the guitar, but it's all 
good experience and it looked like kind of a 
steady thing, even though it wasn't quite the 
music I was bent on playing. I guess with some 
people if they're not playing the music they 
want they'd rather be driving a cab; someone 
like Lee Konitz is an outstanding example of 
that. 
O'Reilly: But that way, even if you're not 
playing the kind of music you want, at least 
you're keeping your skills intact. 
Bickert: That's true, but sometimes while you're 
keeping your skills intact you can wreck your 
head. If it goes against the grain that much it 
can really mess you up. I had the chance to play 
jazz after hours at the House of Hambourg and 
other places, just to keep on the path that I had 
started out. Eventually I got into a couple of 
groups, with Ron Collier and Norm Symonds, 
playing original music. That was a whole other 
thing, having to get into some reading, which 
up until then I had only done in a very slow, 
one-note-at-a-time kind of way. I had to develop 
that in order to play in groups I ike these. 
Somehow that led to a couple of studio, tele
vision recording things, and that evolved until 
it was mainly what I was doing, commercial 
music, TV shows. I still played jazz when I 
could and whenever I wasn't too tired, but I was 
pretty tied up doing studio things for a number 
of years. 

The late fifties is when I first met Moe Koff
man; he had been away in the States and came 
back to Toronto. I first played with him at the 
House of Hambourg and eventually he put 
together a group and I've been with him off 
and on for 22 or 23 years. I've been on most 
of his records; on some of them I didn't think I 
was going to fit in very well so I took a pass. I 
know my limitations, so when there are other 
people available who could do something more 
appropriate I'd just as soon step aside. 
O'Reilly: I've seen you work on record sessions, 
such as the Ruby Braff and Buddy Tate sessions 
for Sackville, where it's kind of an impromptu 
situation; but you seem to know all the tunes; 
I've never heard you stuck. 
Bickert: Well I've certainly been stuck; but I 
guess it's how I got into music in the first place, 
playing the pop tunes of the day when I was 
learning to play; and my sisters were always 
singing them. A lot of those songs became 
jazz standards and that's how I learned them. 
I learned some tunes from my dad that are still 
being played today -
O'Reilly: Like Honeysuckle Rose7 

Bickert: Yes, tunes of that sort. Fats Waller 
was certainly a favourite of my father's, so 
that's how that happened. 
O'Reilly: Now you've retired from a lot of 
studio work to play more jazz, and I think 
your fame has spread farther afield. Yet you've 
stayed pretty much in Toronto. 
Bickert: The last couple of years I've had a few 
boosts; the connection with Paul Desmond cer
tainly got me into a few other peoples' homes. 
O'Reilly: And we should point out perhaps that 
because of you Desmond came back playing 
again; he was really not playing for years after 

the Dave Brubeck thing. For three or four 
years he didn't play his horn at all; then he 
came back and played one little gig somewhere. 
I think it might have been with Jim Hall; and 
that it was Jim who urged him to go up to 
Toronto and play with Ed Bickert. He came 
up here and, I think, played his first club gig 
on his own, as a leader. 
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Bickert: Yes I guess it went down something 
like that; he felt he wanted to play again, and 
I think he was trying to connect up with Jim 
Hall, but Jim had other commitments or other 
plans, so Paul decided to come up and try the 
Bourbon Street gang and it worked out very 
nicely for everybody. 
O'Reilly: It was after you had played with him 

. here once. or twice that he arranged for you 
to go down and make the CTI record .... 

While the sound is very good on that re
cord, I don't know that it's your sound; you 
have a sound coming out of your speaker which 
is not necessarily the one that recording engin
eers like to hear. What kind of sound is in 
your mind, that you want to hear? 
Bicke.rt: It's hard to describe, but I don't like 
any kind of piercing, high frequencies, or a huge 
pedal-organ type bass either; it's definitely a 
middle kind of a sound. And as you say, 
engineers don't usually agree with that. 
O'Reilly: Your guitar is an old one: a Fender 
Telecaster. 
Bickert: It's not as old as it looks but it's had a 
hard life. I haven't spent as much time in 
cosmetic upkeep although it's still mechanically 
okay. From those occasional cold winter nights 
in the trunk of the car, and hot summers, the 
finish is lousy but the instrument itself is still 
good. I got used to the Telecaster while I was 
doing some of the studio work where I needed 
that more up-to-date sound. It has a longer 
sustaining quality than the more traditional 
hollow-bodied jazz guitars, and it travels well, 
because it's just a solid hunk of wood: the 
airlines haven't managed to mash it up yet. 
For years I used a Gibson hollow body guitar; 
the kind that Herb Ellis and Jim Hall and Joe 
Pass and a lot of good jazz guitarists use. I have 
a Gibson L5, which is a rhythm guitar for the 
occasional call you get to sound like Freddie 
Green. I have a few guitars left over from my 
more commercial days: a flattop and a 12-string, 
a classical guitar which was handy for some of 
the Latin things I would get called to do. I 
even have a banjo, and I think I still have a 
ukelele somewhere, because sometimes on a 
jingle they would want that sound. So far the 

ukelele has doubled as a home for one of the 
kid's hamsters for a while. 

Basically I stick with the Fender; I like to 
play something I'm used to so I don't have to 
think about how it works so I can concentrate 
on the music. 

The basic elements of jazz playing as I feel 
them are rhythm, harmony ... I think I've done 
more fooling around with chords than a lot of 
guitar players. A lot of them prefer to use it 
more as a horn, a melody instrument but I've 
always liked the sound of chords, whether it be 
a whole orchestra playing some gigantic chord 
that I could never hope to approximate, or a 
lot of nice things that piano players can do. 
I've listened to a lot of piano over the years and 
that's certainly where I got some of the chords 
that I play; even though you don't have as many 
notes to work with, you can pick out the 
essential ones. I rely very heavily on a bass 
player to pick out the root notes. If it's a bass 
player who wants to get a little fancier then I 
have to make some adjustments. It's not always 
easy because a lot of chords as I hear them 
definitely require that root and they require a 
bass player to do it, because I don't have 
enough fingers and strings to cover it all. 

Don Thompson does it probably better than 
anybody I've played with. He's such an all 
around musician that he knows how these things 
are supposed to sound. Even though he doesn't 
play strictly the root notes all the time because 
that would be kind of a bore; but he plays 
them in the right places, because there are 
certain places where they have to occur. 
O'Reilly: Because he's a pianist as well as a bass
ist he knows those chords as well. You work 
with a number of excellent bass players but 
there's a particular quality with Don I think. 
Bickert: I think so too. I've certainly enjoyed 
working with a lot of other bass players, but it's 
easier with Don. 
O'Reilly: You play everything from bebop
type blues to old pop tunes: what are your 
favourites? 
Bickert: When I have my own group I'm afraid 
I'm adopting the Milt Jackson approach to a 
set. He plays the three Bs in a set: Blues 

Ballad and Bop, and sometimes he'll throw 
in a fourth B, a Bossa. Those are the kinds 
of things I really enjoy playing, and that I do as 
well as I do anything. 
O'Reilly: Now you're playing more jazz gigs 
and less and less studio work - is that some
thing planned, or did it just happen? 
Bickert: If I'd seen how the rate of inflation 
was going to go I might have tried to hang in on 
the studio work a little more. But I'm certainly 
enjoying playing as much jazz as I do, and the 
studio thing was a mutual parting, because I 
wasn't keeping up with all the new stuff that 
was coming along. I never got into the machin
ery very much, so I was getting fewer calls, and 
at the same time temptation to play the kind 
of music I started out to play was getting strong
er, so the parting was mutual. 
O'Reilly: Are you getting more work as the Ed 
Bickert Trio? You're kind of a laid-back, quiet, 
mellow person and I can't see you out there 
aggressively getting gigs for your band. 
Bic"'9rt: Actually it would be a good thing if I 
were more aggressive. There would be more 
opportunities to play. It would certainly help if 
I had a business manager or a promoter or 
something, because I don't seem able to do that 
on my own. I'd definitely want to do it with 
my own group though. I think it's remarkable 
how some people are able to tour as singles and 
can play with anybody and it will still work out, 
because they have their own stuff together so 
well. I find I rely a lot on having the bass play
er and drummer of my choice. 
O'Reilly: You've really been isolated from the 
real world haven't you? 
Bickert: Well in some ways that's a good thing, 
in other ways it's not, because you can certainly° 
get too narrowed-into one thing. Playing with 
different musicians is certainly a broadening 
experience, even when it occurs in a negative 
way. I've really appreciated being able to play 
with some of these musicians who come into 
town: people like Red Norvo and Milt Jackson. 
You can't help learning from such fine music
ians. 
O'Reilly: Are there musicians you haven't play
ed with whom you would have liked to? 
Bickert: Yes, there are a few: one that stands 
out is Zoot Sims, because I've always loved his 
playing, yet we've never been able to work 
together for one reason or another. Another 
one is Lee Konitz,whom I've never been able to 
play with. But those things could still happen. 

This interview was recorded on November 12, 
1981 as part of the program "The Jazz Scene", 
and broadcast on CJ RT-FM. 

ED BICKERT: A Selected Discography 

Under his own name: 

Ed Bickert I Don Thompson 

Ed Bickert 

With Frank Rosolino: 

Sackville 4005 

PMR-010 

Thinking About You Sackville 2014 

With Ruby Braff: 
Ruby Braff with the Ed Bickert Trio " 3022 

With Paul Desmond: 

Pure Desmond 

Live! 

Paul Desmond 

CTI 6059 

2-Horizon 850 

Artists House AH2 

Ed Bickert can be contacted at 171 Birkdale 
Road, Scarborough, Ontario M1P 3R9; tele
phone (416) 759-8003. 



SACKVILLE RECORDINGS 

SACKVILLE INTERNATIONAL SERIES 
FEATURING CANADIAN MUSICIANS. 

2007 JIM GALLOWAY I DICK WELLSTOOD/ 
PETE MAGADINI: "THREE IS COMPANY" 
Jim Galloway (soprano saxophone, clarinet), 
Dick Wellstood (piano), Pete Magadini (drums). 
Minor Drag, Lulu's Back In Town, Broken 
Windmill, Sunday Morning, Blues Alley Bump, 
After You've Gone, Buddy Bolden Blues, I'd 
Climb The Highest Mountain, Let's Get Away 
From It All, Everything I've Got. 

2008 NIMMONS 'N' NINE PLUS SIX: "THE 
ATLANTIC SUITE" 
Phil Nimmons (composer/ arranger/ conductor/ 
clarinet) with his 15-piece orchestra featuring 
Herbie Spanier, Andy Krehm, Keith Jollimore, 
Dave Field and Art Ellefson. 
The Atlantic S'.lite (Harbours, Islands, Tides, 
Horizons), The Dorian Way. 

2014 FRANK ROSOLINO: "THINKING 
ABOUT YOU" Frank Rosolino (trombone), Ed 
Bickert (guitar), Don Thompson (bass), Terry 
Clarke (drums). Sweet And Lovely, Who Can I 
Turn To, Round Midnight, I Thought About You. 

3022 RUBY BRAFF WITH THE ED BICKERT 
TRIO 
Ruby Braff (cornet), Ed Bickert (guitar), Don 
Thompson (bass), Terry Clarke (drums). 
True Love, I've Got A Feeling I'm Falling, This 
Year's Kisses, The World Is Waiting For The Sun
rise, The Very Thought Of You, After A While, 
What Is There To Say, My Funny Valentine, 
The Melody Lingers On ;When I Fall In Love. 

3025 JAY McSHANN: "TUXEDO JUNCTION" 
Jay McShann (piano), Don Thompson (bass) 
Tuxedo Junction, One Sided Love, Robbins 

Nest, Froggy Bottom, Gee Baby Ain't I Good 
To You, Do Nothing Till You Hear From Me, 
Barre/house Bolero. 

3028 SACKVILLE ALL STARS: "SATURDAY 
NIGHT FUNCTION" 
Jay McShann (piano), Buddy Tate (tenor saxo
phone, clarinet), Jim Galloway (soprano, tenor, 
baritone saxophones), Don Thompson (bass), 
Terry Clarke (drums). 
John Hardy's Wife, Trouble In Mind, Jive At 
Five, Russian Lullaby, Good Queen Bess, Arkan
sas Blues, Saturday Night Function, Rosalie. 

4000 SERIES - FEATURING THE BEST OF 
CANADA'S MAINSTREAM AND MODERN 
JAZZ ARTISTS. 

4002 JIM GALLOWAY: "THE METRO STOMP
ERS" 
Jim Galloway (soprano and tenor saxophones), 
Ken Dean (cornet), Peter Sagermann (trombone). 
Ron Sorley (piano), Dan Mastri (bass), Russ 
Fearon (drums). 
Going Going Gone, The Mooche, I Surrender 
Dear, Doodle Doo Doo, Weary Blues, Azure, 
Memphis Blues, Blue Turning Grey Over You, 
Blues My Naughtie Sweetie Gives To Me. 

4003 WRAY DOWNES & DAVE YOUNG: "AU 
PRIVAVE", featuring ED BICKERT 
Wray Downes (piano), Dave Young (bass), Ed 
Bickert (guitar on side 2). 

Side One: Anthropology, My Romance, I'm 
Hip, Portrait Of Jennie, Sweet Georgia Brown. 
Side Two: Au Privave, Spanish Fandango, Yours 
Is My Heart Alone, Falling In Love With Love. 

4004 PETE MAGADINI: "BONES BLUES" 
Don Menza (tenor saxophone), Wray Downes 
(piano), Dave Young (bass), Pete Magadini 
(drums). 
I Remembe( Clifford, Solar, What A Time We 

Had, Old Devil Moon, Bones Blues, Poor Butter
fly, Freddie Freeloader. 

4005 ED BICKERT I DON THOMPSON 
Ed Bickert (guitar), Don Thompson (bass). 
Alone Together, A Face Like Yours, You Are 
Too Beautiful, What Is This Thing Called Love, 
Who Can I Turn To, Watkin' My Baby Back 
Home, Please Be Kind. 

4007 JOE SEALY TRIO: "CLEAR VISION" 
Joe Sealy (piano), Dave Young (bass), Pete 
Magadini (drums). 
Summertime, All Blues, Clear Vision, What Is 
This Thing Called Love, We'll Be Together 
Again, Playa Caliente, Star Eyes, It's All Right 
With Me. 

4008 BILL SMITH ENSEMBLE: "THESUBTLE 
DECEIT OF THE QUICK GLOVED HAND" 
Bill Smith (soprano and sopranino saxophones, 
alto clarinet), David Lee (bass and cello), David 
Prentice (violin). 
Oops, People In Sorrow/Lonely Woman, Three 
Simple Songs, Naima, Sofort, Pick A Number. 

- SPECIAL OFFER -

The foremost Canadian musicians on Sack
ville - available through our special direct 

mail offer: 
1 RECORD: $9.00 * 2 RECORDS: $17.00 
3 RECORDS: $21.00 * 4 RECORDS: $24.00 
5 RECORDS: $25.00 - and on orders of 
more than 5 records, EACH ADDITIONAL 

RECORD COSTS $5.00. 

ALL 17 RECORDS: $77.00 

Payment must accompany order I Canadian 
& U.S. orders payable in currency of the 
customer's country/We accept U.S. cheques , 
Visa and Mastercharge I Ontario residents 
add 7% sales tax I Outside of Canada and 
the U.S. - add 20% to above prices - pay
ment via International Money Order or bank 
draft I Offer expires September 1, 1982. 

ORDER DIRECTLY FROM: 
SACKVILLE RECORDINGS 
BOX 87 STATION J 

TORONTO · ONTARIO 
M4J 4X8 · CANADA 

ONARI SERIES: FEATURING CANADA'S 
LEADING AVANT-GARDE ARTISTS. EACH 
RECORD IS PRODUCED AND OWNED BY 
THE MUSICIANS THEMSELVES. 

ONARI 002 BILL SMITH I STUART BROOM
ER: "CONVERSATION PIECES" 
Bill Smith (soprano saxophone), Stuart Broom
er (piano). 
A Configuration, An Outline Of Miniature Pot
ted Trees, First Jump, Imagine A Monument. ... 

ONARI 003 MAURY COLES' SOLO SAXO
PHONE RECORD 
Maury Coles (alto saxophone) 
Yonge Street Traveller, Hats Off, Goats Hill 
Road, Tip Top Pop, Prepared Plastic Number 1. 

004 BILL SMITH: "PICK A NUMBER" 
Bill Smith (soprano and sopranino saxophones, 
alto clarinet), David Lee (bass and cello), David 
Prentice (viol in). 
Up {A Love Song] For Captain Robot, Little 
Boo, Bones & Giggles, Interludes. 

005 RANDY HUTTON I PETER MOLLER: 
"RINGSIDE MAISIE" 
Randy Hutton (guitar), Peter Moller (percussion) 
Trivia, Set Fire To The A&R Man, We're Gonna 
Do What?, The Kid, Shine On, Wish I Could 
Shimmer Like My Sister Kate, For More In
formation, Call 265-2150, Sports-Report. 

006 PAUL CRAM: "BLUE TALES IN TIME" 
Paul Cram (alto and tenor saxophones), Lyle 
Lansall-Ellis (bass), Paul Plimley (piano), Gregg 
Simpson (drums). 
OTS, Ruminations, Nebula, Carnations, Castillian 
Dreams, Au Privave, Everyone In Likeness. 
Paul Cram (alto saxophone), Karen Oliver (viol
in), Ken Newby (bassoon, soprano saxophone). 
Hum Over The Horizon, Marmosa, Blue Tales In 
Time. 

CODA 19 



RALPH SUTTON 

& Ruby Braff - Duet 

Chaz Jazz CJ101 

Get Out and Get Under the Moon/Think Well 
of Me/I'm Gonna Sit Right Down and Write 
Myself a Letter/Between the Devil and the Deep 
Blue Sea/Tain't Nobody's Business If I Doi 
Tain't So, Honey, Tain't So/Royal Garden 
Blues/Deep Summer Music/I Believe in Mira
c/es/Keepin' out of Mischief Now/Dinah/Ain't 
Misbehavin.' 

& Ruby Braff - Quartet 

Chaz Jazz CJ102 

Shoe Shine Boy /What is There to Say !Sweet
hearts on Parade/I Ain't Got Nobody/You Can 
Depend on Me/Big Butter and Egg Man/I 
Wished on the Moon/Sunday/I'm Crazy 'Bout 
My Baby/Little Rock Getaway// Would Do 
Anything For You. 

Sutton, piano; Braff, trumpet; Jack Lesberg, 
bass; Gus Johnson, drums. 

The Last of the Whorehouse Piano Players Vol.1 

Chaz Jazz CJ103 

Little Rock Getaway/ Am I Blue/ All Of Mel 
Hanky Tank Train/Rosetta/St. Louis Blues/ 
Please Don't Talk About Me/Girl of my Dreams. 

The Last of the Whorehouse Piano Players Vol.2 

Chaz Jazz CJ104 

I Got Rhythm/I'll Catch The Sun/Dog A Blues/ 
Girl of my Dreams (different take)/Hootie's 
Ignorant Oil/Truckin'/Ain't Misbehavin'/After 
You've Gone. 

Sutton; Jay McShann, piano and vocal; Milt 
Hinton, bass; Gus Johnson, drums. 

& Kenny Davern Trio - Volume One 

Chaz Jazz CJ105 

That's a Plenty/Jazz Me Blues/Gus Oue Raf 
(variation on Jazz Me Blues)/Black and Blue/ 
Take Me to the Land of Jazz/Sweet Lorraine/ 
My Honey's Lovin' Arms/Memphis Blues/ 
I Would Do Most Anything for You. 

& Kenny Davern Trio - Volume Two 

Chaz Jazz CJ106 

St. Louis Blues/ Am I Blue/ All By Myself/ 
Porter's Love Song/Old Fashioned Love/Tain't 
Nobody's Business/My Daddy Rocks Me. 

Sutton, piano (vocal on Nobody's Business), 
Kenny Davern, clarinet (vocal on Take Me); Gus 
Johnson, drums (vocal on Sweet Lorraine). 

The Other Side of Ralph Sutton - Solo Piano 

Chaz Jazz CJ107 

Cattin'on the Keys/Lazy Mood/Stanley's Waltz/ 
Say Yes/Brother, Can You Spare a Dime?/When 
Gabriel Blows His Horn/Keep Your Temper/ 
Willow Tree/I'm Always in the Mood for You/ 
Bond Street/If It Ain't Love/Honeysuckle Rose. 

If the greatest living stride pianist is not Ralph 
Sutton, I personally would like to know who it 
is, and why he too should not benefit from a 
recording venture similar to this. Independent-
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ly produced by Charlie Baron, the Chaz Jazz 
enterprise is unique not only for its concentra
ted emphasis on one musician's talents, but for 
its unconventional marketing concept as well. 
Available only through Chaz Jazz Records, Inc., 
Box 565, North Hampton, NH 03862, the 
records in this series may be purchased singly, 
in pairs, or in any number up to the total of 
seven. However, as an added inducement, if 
one shou Id be needed, Baron also offers a built
in scaled quantity discount which makes the 
acquisition of all seven LPs a wise business 
move as well as an unparalleled musical treat. 

By deciding to present Sutton in a variety of 
musical settings, Baron made the perfect pro
duction choice, for the wide-ranging flexibility 
of this remarkable musician has never before 
been so comprehensively demonstrated on rec
ord, much less with so consistently rewarding a 
level of inspiration. On the first two records in 
the set, Sutton is paired with an artist of at 
least comparable stature, Ruby Braff. Long 
known for displaying conceptual individuality 
in an area of jazz too often peopled by unimag
inative idolaters, Braff is here at his best. His 
creative vocabulary, both ideational and timbral, 
as well as his matured control of phrasing, 
makes the cha I lenging format of duet playing 

seem far simpler than it is. As annotator Dick 
Sudhalter, himself a respected cornetist, ex
plains, the duo setting imposes certain problems 
on brassmen nowhere near as keenly felt in 
groups with more ample backing for the soloist. 
Of course, Sutton's own style of playing, with 
its tradition-rooted insistence on orchestral 
principles, makes the job that much easier for 
the hornman; but it should also be pointed out 
that only a special breed of pianist can ap
proach the chamber instrumentation with the 
proper qualifications, and that, quite clearly, 
refers only to those with a profound mastery of 
stride. 

However, even when released from the 
rigorous demands of the duo format, as they 
are on the second disc, Braff and Sutton can 
barely improve on the high standards they 
initially set for themselves on the first. Surely, 
the addition of Lesberg and Johnson frees 
Sutton to a certain degree, as it also enables 
Braff to play with somewhat greater intensity, 
but in no way could it be said that these two 
are necessarily playing any "better" than they 
did in the earlier, more intimate setting. 

Similarly, Sutton and McShann hardly need
ed the support of bass and drums to help them 
through their two albums, but, by the same 



token, the presence of Hinton and Johnson 
does contribute to an additional I ift to the 
proceedings, The two pianists are admirably 
suited to each other; and while readers of these 
pages should be no strangers to McShann's 
continued exposure on the Sackville label, 
they should alert themselves, if they have not 
before, to the many wonders of the Sutton 
instrument. Beboppers especially should note 
the constant variety employed in both pianists' 
use of left hand patterns, not al I of which, by 
any means, should be considered inapplicable 
to more modern forms of the art. 

The trio albums with Davern and Johnson 
must rank among my special favorites in the 
whole series, not only because of the clarinet
ist's widely recognized musical growth in recent 
years, but also because of the hallowed associa
tions of this particular instrumentation. It is 
not to say that there is anything inherently 
sacrosanct about a bass-less rhythm section, but 
only that when a pianist of the caliber of Ralph 
Sutton occupies the piano bench, there is really 
very little need for one. Davern's tone, tech
nique, and feeling are as impressive as ever; 
however, on these sides, one also has the oppor
tunity to savor the thrilling delights of his 
exceptional control in the very upper reaches of 

his instrument's range, an opportunity not 
often afforded on his other recordings. I dare 
say that, on My Daddy Rocks Me, in particular, 
he even surpasses Benny Goodman's own un
expected super-altissimo D on the 1938 Carneg
ie Hall concert version of Sing Sing Sing, and 
with full intention and full sound to boot. It 
may be argued that this is but a minor musical 
achievement, but to my knowledge no one else 
has as yet soared so high nor to such satisfying 
emotional effect. It must be heard to be 
believed. 

The series concludes, at least for the time 
being, with the long-awaited solo album of 
Sutton's private enjoyments. Thematically 
grouped, though not exclusively, around a body 
of material not generally heard in public or on 
record, the repertoire includes such obscurities 
as two previously unknown Stan Wrightsman 

compositions, Fats Wailer's seldom remembered 
jazz waltz, Say Yes, Willie The Lion Smith's 
Keep Your Temper, and other rare felicitiesas· 
well. 

Additional credit should also be extended to 
writers Dan Morgenstern. Marty Grosz, and 
James Shacter for their highly professional 
annotations on CJ 103/104, 105/106, and 107, 
respectively. But serious students of this sort of 
literature should also note the seemingly diabol
ic relationship between Grosz's narrative and 
descriptive style and that of another great 
strider/writer, Dick Wellstood. Both, it would 
appear, share much more in common than mere
ly a thirty-year-plus musical association. They 
even think funny the same way. And, incident
ally, so does Davern! Odd? - Jack Sohmer 

RALPH SUTTON 

Quartet 

Storyville SLP-4013 

This is a curious album. Ralph Sutton is a gutty 
pianist, particularly evident when playing stride, 
swing and ragtime, but also when interpreting 
ballads and other lyrical pieces. Here, however, 
his usual strain has been crossed with the 
cocktail piano style and we end up with a 
mixture of glib superficial interpretations and 
flashes of the genuine product. 

The record is the result of three sessions 
recorded in 1977, presumably in Storyville's 
home territory, Copenhagen. Six tracks are in 
the company of bass, guitar and drums - Hugo 
Rasmussen, Lars Blach and Svend Erik N<;ilrre
gard - and four more are with bass and guitar 
only. There are also two solo cuts - Six's In 
the Dark and a Sutton original, Worrying the 

Life Out Of Me, that is a good but brief ex
pression of his ideas and abilities, a two-minute 
teaser that could well have been extended 
through a couple more choruses. 

His accompanists, though capable in their 
own way, probably have much to do with the 
general style and effect of the playing. The 
guitar solos seem insubstantial, unlike the work 
of such guitar partners as Tiny Grimes with 
Tatum, Oscar Moore with Cole. or Al Casey 
with Waller. Perhaps it's unfair to cite the best, 
but then again, that's the point - what you 
have to say when your opportunity comes. 

The album does have its moments, mostly 
when Sutton breaks away from his surroundings, 
seemingly saying: here I go, catch me if you 
can. This is particularly true of Undecided and 
I Want to be Happy. And other tracks, such as 

Thou Swell, St. Louis Blues and Jeepers Creep

ers have their moments too. 
This is a pleasant record, easy to listen to. 

But if you're budgeting your investment in 
Ralph Sutton records, you'll have to decide 
whether you'd rather have him in a different 
but diluted context like this or the hard core 
Sutton that is available on other records these 
days. 

- Dick Neeld 

RALPH SUTTON 

And the All Stars: Live At The Club Hangover, 

San Francisco 

Jazz Archives JA-45 

The music on this record originates from two 
broadcasts from San Francisco's Club Hangover 
where Ralph Sutton was in residence for one 
month in the summer of 1954. For the most 
part, this is straight ahead mainstream - good, 
solid, consistently swinging music, which is just 
what you'd expect it to be. And while one 
might prefer the increased technical accomp
lishment of Sutton's more recent work, his 
earlier work is hardly less deserving of the same 
close attention, especially when it has remained 
frozen in time - that is to say, previously 
unissued - as has the music on this record. 
Sutton's good humour is in evidence everywhere 
here, the overall spirit of the band being 
stamped with his highly likeable musical per
sonality. Ed Hall, Clyde Hurley, Walter Page, 
and Charlie Lodice comprise the "All Stars" on 
this occasion, and while they are perhaps not 
all stars they play with a unity and sensitivity 
to each other's stylistic idiosyncracies. 

There are the inevitable tantalizing referen
ces to other recorded jazz that musicians of this 
generation, and particularly of this persuasion, 
had begun to do more and more. Sutton's 
intro, for example, on I Found A New Baby 

quotes from Dizzy Gillespie's D own Under of 
all things, while I Got Rhythm more predictably 
ends with the same figure as Fats Wailer's big 
band recording of the tune. And The Sheik 

begins with Ed Hall's own little clarinet and 
tom-toms fantasy Showpiece. an original that 
he had recorded ten or so years earlier. Not 
that this music is as full of rehash as one might 
surmise from reading these comments. There is 
no dearth of spontaneously swinging improvisa
tion, especially from Ed Hall, captured here at 
one of the many peaks of his playing career, 
and from Sutton who sounds perhaps more 
confidently adventurous than he had been at 
any time in his career previous to this. 

The other featured soloist, Clyde Hurley, 
probably best known for his tenure with Glenn 
Miller, blows with the fire he was never al lowed 
to reveal with that most regimented of big 
bands, here paying his respects to Louis both 
directly and indirectly via reference to the style 
of Harry James. Walter Page is, of course, as 
solid as a rock in both solo and ensemble even 
at this late stage of his career. The only source 
of musical annoyance to be found is Lodice's 
occasionally "rikkety tick" drumming which is 
really rather out of place here. 

Sound quality is generally excellent, the 
piano is reasonably good, and the club audience 
is enthusiastic without being raucous. The sole 
negative aspect is the repertoire which is per
haps a bit stale - or was it so stale in 1954? At 
any rate the musicians are undeniably fresh and 
lively. 

A highly likeable issue. - Julian Yarrow 
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HENRY "RED" ALLEN 

Henry "Red" Allen/Coleman Hawkins 1933 

Smithsonian R022 

Giants of Jazz 

Time Life J-016 

Trumpeter Allen and tenor saxophonist Cole
man Hawkins recorded together in small, impro
vising groups on too few occasions. They were 
both virtuoso jazz soloists whose widely differ
ing individual styles converged in the overal I 
harmony of the music they produced together. 

The epochal fifteen performances included 
in this collection were all recorded in 1933 - an 
extraordinarily high number in a year of depres
sion in the record industry. John McDonough's 
excellent commentary reminds us that it was 
the enthusiasm of John Hammond and Albert 
Marx (both still active as record producers) 
which made these sessions possible. 

Most outstanding, perhaps, is the September 
23 session which produced The Day You Came 
Along, Jamaica Shout and Heartbreak Blues. 
These were recorded for English Parlophone 
and have been available almost continually since 
the time of their original release. Heartbreak, 

in particular, is a gem with perfectly conceived 
solos from both Allen and Hawkins. 

Much of the material was recorded for ARC 
and destined for jukebox play. As such there is 
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a "formula" to the tunes. After a thematic 
chorus there is a vocal from Red Allen in his 
highly individual vein which is full of the 
inflections so much a part of his trumpet 
playing. The remainder of the tune consists of 
short solo spots culminating in a trumpet ride 
out. Allen was to make many successful 
recordings in this vein over the next five years. 

Standing apart from these performances are 
the instrumental versions of Someday Sweet
heart and Sister Kate. Recorded on March 27, 
1933 they were never issued originally and 
collectors had to wait until the 1960s to listen 
to them (on Sweden's Pirate label). 

Completing this issue are two small-group 
performances (Sweet Sue, How Come You Do 
Me Like You Do) from the Spike Hughes 
sessions which were last available on England's 
Ace of Clubs label and long overdue for reissue 
in their entirety. 

Apart from the obvious excellence of the 
music these sessions are documentation of the 
successful change of jazz music from its original 
ensemble approach to looser, more freely im
provised methods. Those recordings herald the 
work of many musicians over the next decade. 
Apart from the influential work of Allen and 
Hawkins they also contain exceptional per
formances from trombonists Jay C. Higgin
botham and Dickie Wells. 

The Smithsonian has put together an exem
plary set which should be available everywhere. 
Unfortunately the only certain way to obtain 

this and other Smithsonian recordings is to 
order them by mail from Smithsonian Record
ings, P.O. Box 10230, Des Moines, Iowa 50336. 
All of the material has been reissued before on 
LP. Most of the selections (Someday Sweet
heart, Sister Kate, The River's Takin' Care Of 
Me, Aintcha Got Music, Stringin' Along on a 
Shoe String, Shadows on the Swanee, Hush My 
Mouth, You're Gonna Lose Your Gal, Dark 
Clouds, My Galveston Gal) were part of Gaps 
070 while the three selections from September 
29 were on Prestige 7647 /Music For Pleasure 
1128. In addition seven selections can be heard 
in the Time Life survey of Hawkins but this is 
the first cohesive North American presentation 
of this music. Sound quality is excellent. 

A much more comprehensive look at Henry 
"Red" Allen's musical legacy is contained in 
the Time Life set. Two thirds of the contents 
are devoted to the innovative period covering 
1929-1935 when the trumpeter's audacious solo 
conceptions were the next step beyond Louis 
Armstrong's innovations. Allen's rhythmic 
freedom was the cornerstone of his playing -
which always remained true to his New Orleans 
roots. It was his compelling tone, exhilarating 
attack and imaginative turn of phrase which has 
established him as one of the great masters of 
the jazz idiom. 

The proof is in his first few recordings as a 
leader, It Should Be You, Biff'ly Blues, Feeling 
Drowsy and Swing Out. These were recorded 
on July 16, 1929 and are among the best 
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recordings from this period. There is an 
intensity, surging power and overwhelming 
rhythmic excitement which constantly hold the 
listener's attention. 

Allen was a member of the Luis Russell 
Orchestra during this period and all of his early 
recordings were made with that organisation -
whether under his name or Russell's. Twenty 
examples of this band's music are included in 
this collection and it makes a fitting tribute to a 
group of musicians who presented the New 
Orleans style in its final shape. Allen, Albert 
Nicholas, Pops Foster and Paul Barbarin were 
the dominant influences within the Russell 
organisation along with trombonist J.C. Higgin
botham whose aggressive flamboyant solo style 
matched Allen's concepts to perfection. They 
were to be musical partners for many years but 
they never again quite reached the heights 
displayed with the Russell band. 

Allen was always a searching, innovative 
soloist who found fresh ways to express his 
ideas throughout his career. This set contains 
examples of his work with Fletcher Henderson 
(King Porter Stomp, Queer Notions, Hocus 

Pocus, Down South Camp Meeting), Spike 
Hughes (Sweet Sorrow Blues), Don Redman 
(Shakin' the African), Benny Morton (The Gold 
Diggers Song), Mills Blue Rhythm Band (Ride 
Red Ride), Putney Dandridge (Isn't This A 
Lovely Day), Jelly Roll Morton (Sweet Substi
tute), Sidney Bechet (Slippin' and Slidin') and 
Kid Ory (/Got Rhythm) as well as a good cross 
section of recordings under his own name. 

The pattern established in Allen's 1933 
recordings with Coleman Hawkins (none of 
which are in this set) guaranteed him a record
ing contract through the 1930s where he made 
many recordings in the formula already estab
lished by Louis Armstrong. Allen was less 
stylised a performer and there is greater charm 
and individuality to many of his recordings 
from this period. Included here are Believe It 
Beloved, Rosetta, Body And Soul, Lost, Algiers 

Stomp and, finally, The Miller's Daughter 

Marianne, an example of the kind of banal pop 
song foisted on so many performers during 
this period. Allen, like Fats Waller and Billie 
Holiday, transforms it into an enjoyable piece 
of music. 

Despite continuing an active care2r as a 
performer, Red Allen recorded less extensively 
in the last three decades of his career and only a 
few of those sessions seemed to capture him at 
his best. The outstanding 1940 Decca recording 
of Down In Jungle Town is included here as 
well as I Cover The Waterfront from his 1957 
Victor date. Better still, from this period is his 
set of ballads for Stereocraft which hav8 been 
reissued recently on Jazz Groove. That session 
showed what Allen could still do - if he had 
been given the opportunity. 

One of his last recording sessions was a 
collaboration with clarinetist Pee Wee Russell 
in 1966. It didn't produce the fireworks of 
their first meeting in 1932 where they recorded 
with Billy Banks. Bugle Call Rag, Oh Peter and 
Margie from those sessions are included in this 
set. The Impulse session (not included here) is 
a careful exposition by elder statesmen of the 
music. 

Time Life has produced a fitting tribute to 
one of the music's true individualists. All of the 
music has been available on LP in the past on 
assorted US/European labels but the presenta
tion, here, gives us a concentrated profile of 
Henry "Red" Allen's music. 

John Chilton's comments on the music give 
the listener additional insights while Dick Sud
halter's biographical sketch brings out some
thing of the warmth of character which was so 
much a part of Red Allen. - John Norris 

THE GUITARISTS 

Time Life J-12 

Electricity gave guitarists the freedom to join 
the front line as an equal partner. Viewed in 
retrospect, it has also severely limited the 
dimensions of the instrument in jazz music. 
While it is true that a second three record set 
devoted to post Charlie Christian guitarists 
would offer considerable diversity of styles the 
tonal dimensions would be less than is offered 
here. 

Eddie Lang, Django Reinhardt and Charlie 
Christian each receive one side of this set with 
Lonnie Johnson next in importance with five 
selections. Examples of the work of Bernard 
Addison, Teddy Bunn, Dick McDonough, Eddie 
Durham, Carmen Mastren, Carl Kress, George 
Van Eps and Al Casey complete this survey of 
wonderfully individual and different guitar 
exponents. 

There are a few examples of the guitarists as 
virtuoso soloists playing set pieces (Dick Mc
Donough, Carl Kress, Eddie Lang) but, for the 
most part, the musicians are heard in the 
congenial and comfortable setting of small, 
improvising jazz groups and there is a wonder
fully varied array of music to be heard. Close 
microphone techniques are often used in these 
recordings to make the guitar a dominant voice 
in the ensembles - listen, for instance, to the 
way in which Duke Ellington uses the guitars of 
Lonnie Johnson (The Mooche) and Teddy 
Bunn (Haunted Nights). Neither of these 
performances wou Id have the same qua I ity 
without the individuality of these guitarists but 
the subtleties of their interaction with the band 
would be lost in a large ballroom. 

It was inevitable, therefore, that guitarists 
would amplify their instruments. Charlie Chris
tian's exciting jazz solo style has dominated the 
field since his brief career as a recording artist 
between 1939 and 1941 set the standard for 
others to emulate. His genius, of course, goes 
far beyond the fact of his amplification of his 
instrument. Christian had an unlimited reper
toire of riff patterns which were the basic 
language of the improvising jazzman at that 
time. His rhythmic lines are immortalised in 
the numerous originals recorded while he was a 
member of the Benny Goodman sextet. Curi
ously only one of these (Seven Come Eleven) 
is included here but Airmail Special is included 
in Time Life's Benny Goodman collection. The 
five minute studio warmup given the name of 
Waitin' for Benny when first released on LP 
twenty years ago contains the riffs which were 
incorporated that day into A Smooth One. The 
finished version of this tune should have been 
placed alongside the raw ingredients, for it is an 
excellent way to demonstrate the manner in 
which jazz musicians assemble their material. 

Charlie Christian's flowing solo style could 
build from chorus to chorus - something few 
musicians were doing at that time. Certainly no 
one was recording musicians in this manner. 
Charlie's Choice, a location recording from 
Minton's, was captured by the indefatigable 
Jerry Newman on his portable equipment and 
thus gives us a dimension of Christian's playing 

not found elsewhere. The balance of the 
performance (mostly a trumpet solo from Joe 
Guy) following Christian's solo is irrelevant in a 
set such as this and could easily have been 
eliminated (after all the piece doesn't have 
either a beginning or an ending on Newman's 
recording) thus allowing space for further 
examples of Christian's riff originals with Benny 
Goodman as well as a ballad interpretation such 
as Stardust. 

An alternative use for the electric guitar 
within a jazz group is exemplified by Eddie 
Durham's playing with Lester Young and The 
Kansas City Five. His playing is introspective 
and fully fits the needs of the music without 
dominating its direction. In a sense Durham is 
still. playing acoustically. Unfortunately Dur
ham did not develop these ideas and it was not 
until the 1970s that he began to be heard again 
on guitar - but without displaying the sensitivi
ty and cohesion he had shown in Good Morning 

Blues and Countless Blues. 
A collection such as this can only provide an 

overview of the contributions of these out
standing guitarists. Lang, Reinhardt, Christian 
and Johnson are well represented on LP collec
tions but the other guitarists rarely, if ever, 
received the attention they deserve so it is 
fitting for them to be collectively acknowledged 
in this set. 

One final thought: Lonnie Johnson is the 
closest to being a blues musician on this set 
(even though he is not heard performing in that 
role) but it would have widened the dimensions 
of this survey to have found space for such 

unique stylists as Blind Blake, Mississippi John 
Hurt and Big Bill Broonzy. Early blues guitar 
styles are crucial to the concepts of Lonnie 
Johnson, Teddy Bunn, Charlie Christian, Eddie 
Durham and Al Casey as well as having some 
impact on Eddie Lang's style. - John Norris 

EARL HINES 

Time Life STL-J11 

JAMES P. JOHNSON 

Time Life STL-J18 

FATS WALLER 

Time Life STL-J15 

Oh Mercy! Looka Here 

Honeysuckle Rose 5001 

James P. Johnson was described as "The Father 
Of Stride Piano" but it would be more accurate, 
perhaps, to say that he was the father of jazz 
piano. He definitely seems to have been the 
first to successfully translate the pianistic dis
coveries of ragtime into a more spontaneous 
piano concept - one better suited to the bur
geoning creativity of such a spectacular music
ian. 

While the essence of jazz music flowed from 
the unfettered spirituality of black creativity 
it remained a simplistic folk music until music
ians like James P. Johnson allied it to the musical 
disciplines and instrumental techniques devel
oped over a lengthy period in Europe. The 
combination resulted in the development of the 
unique virtuosity found in all three pianists 
who are showcased in these Time Life sets. 

The brilliance of James P. Johnson's music 
is evident in the earliest recordings (from 1921) 
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included here - Keep Off The Grass and Caro
lina Shout - but the full measure of his power 
and single minded mode of expression is to be 
found a few years later in such solo pieces as 
Snowy Morning Blues and, especially, the three 
Brunswick solos from 1930 (What Is This Thing 
Called Love, You've Got To Be Modernistic, 
Jingles). 

James P. was one of the best vocal accompan
ists of his day and his contributions to record
ings by Bessie Smith (Preaching The Blues, 
Backwater Blues), Ethel Waters (Guess Who's In 
Town, My Handy Man) and Anna Robinson 
(Hungry Blues) included here show a pianist 
who fills out the spaces in a manner which 
goes far beyond the normal role of an "accom
panist". He is an equal partner in the proceed
ings. 

Johnson pioneered jazz piano by combining 
pianistic virtuosity with the musical expression 
of the blues and spirituals and presenting this 
music as a fully developed orchestral concept. 
This sense of unity pervades all of his record
ings and the Time Life set is an excel lent cross 
section of his music_ It is particularly welcome 
today because only a fragment of Johnson's 
music is currently available. The set draws heav
ily from the now deleted Columbia Ip "The 
Father of the Stride Piano" but also includes 
three of his marvelous solos for Blue Note 
(Carolina Ba/moral, Mule Walk, Arkansas Blues) 
as well as the exemplary version of After You've 
Gone for the same company with Sidney De 
Paris, Ben Webster, Vic Dickenson and Sid 
Catlett. There are some unusual, but worth· 
while performances with clarinetists Pee Wee 
Russell (Dinah, Everybody Loves My Baby), 
Rod Cless (Make Me A Pallet On The Floor, I 
Know That You Know) and Omer Simeon (Har· 
fem Hotcha) which show the range of Johnson's 
accomplishments as a jazz pianist. 

Fats Waller was Johnson's star pupil and a 
musician who became one of the most popular 
entertainers of his day. This obscured but 
never destroyed his talents as a great pianist 
(unlike Nat Cole) and there are many recorded 
examples of his skills from every decade of 
his career. Almost half of the Time Life collect
ion focuses on his more popular successes (I'm 
Going To Sit Right Down, You're Not The 
Only Oyster In The Stew, Your Feet's Too 
Big, The Joint Is Jumpin' etc.) but Wailer's 
genius transformed even the most banal of this 
material into something memorable. There is 
always an acceptable amount of his piano and 
the music still sounds fresh today. It is when 
you listen to such solos as Handful Of Keys, 
Numb Fumblin', Valentine Stomp, Smashing 
Thirds, Alligator Crawl, Viper's Drag and Blue 
Turning Grey Over You that you can appreciate 
the full measure of Wailer's extraordinary gifts 
as a virtuoso piano soloist. These are all includ
ed in the Time Life set and are the core of 
Wailer's legacy. Waller, like James P_ Johnson, 
was a great band pianist and accompanist and 
there are examples of his contributions to ses
sions with Fletcher Henderson (Henderson 
Stomp), Ted Lewis (Dallas Blues), Jack Teagar
den (You Rascal You), Billy Banks (Mean Old 
Bedbug Blues, Yellow Dog Blues), Eddie Con
don (Georgia Grind) and a jam session with 
Bunny Berigan and Tommy Dorsey (Honey
suckle Rose, Blues). 

The only surprising omission from the Time 
Life set are any examples from the two Assoc
iated Transcription sessions in 1935 and 1939. 
These performances are the essence of Fats 
Waller - a mixture of serious playing and jovial 
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entertaining with good instrumental support 
from Rudy Powel I in 1935 and his band in 
1939. 

Most of these performances were commerci
ally released by RCA in the 1950s and are 
still available on two French RCA lps. Now 
Jerry Valburn has reissued all of the material 
(including some incomplete second takes) in a 
three-record set which is an ideal complement
ary collection to the Time Life set. Between 
them you have the essence of Fats Waller. The 
Honeysuckle set is available from Marlor Pro
ductions, P.O. Box 156, Hicksville, N.Y. 11802. 

While James P. Johnson established the cred
entials for jazz piano it was Earl Hines who 
transformed them into a solo style which knew 
few boundaries. James P. and the Harlem 
stylists always respected the orchestral bound
aries of the music they played while Earl Hines 
was the first pianist to simply take the structure 
of a tune and turn it inside out. Hines owes a 
debt to Johnson, Eubie Blake and others of their 
generation for the dynamic strength and tonal 
authority they bring to the piano but his im
provisatory skills are his alone. His approach 
has dominated jazz piano since the time, in the 
late 1920s, when he recorded some remarkable 
solo sides for ORS and Okeh. Stowaway, 
Caution Blues and I Ain't Got Nobody from 
those sessions are included in the Time Life set. 
Before then, however, he had already demon
strated that the role of the pianfst in a jazz 
group would never be the same again in a 
series of recordings with Jimmie Noone (Sweet 
Sue, Four Or Five Times, Every Evening) and 
Louis Armstrong (Skip The Gutter, A Monday 
Date, No Papa No, Beau Koo Jack). This set 
also includes one of the most remarkable jazz 
performances of all times - the Hines/ Arm
strong duet of Weather Bird. The two master 
musicians of their time demonstrate in this 
fleeting collaboration that jazz music was never 
to be the same again. 

Hines enjoyed a long and successful career 
as a bandleader. All of his orchestral recordings 
provide ample space for him to demonstrate his 
pianistic prowess but none of them have the 
same kind of intensity he brings to his solo 
performances. In this set, for the first time, 
both of his astounding 1939 Blue Note solos 
are reissued together (The Father's Getaway, 
Reminiscin' At Blue Note) and they are a tant
alising glimpse at the possibilities of a solo car
eer which Hines only explored (on record) many 
years later. 

All of his most successful big band recordings 
are included (Boogie Woogie On St. Louis 
Blues, Piano Man, Deep Forest, Jelly Jelly, 
Second Balcony Jump) as well as such out
standing small group performances as Thru For 
The Night (Keynote), Life With Fatha (Apollo) 
and the extended intensity of Brussels' Hustle 
(Felsted). The prolific output of the past fifteen 
years is merely represented by a previously un
issued version of Apex Blues from the Colum
bia vaults (it was recorded at the Village Van
guard with Gene Ramey and Eddie Locke) and 
Blues In Thirds from the Halcyon/Chiaroscuro 
session of ORS remakes. 

A retrospective set such as this makes it 
impossible to include everything of outstanding 
merit but admirers of Earl Hines should certain
ly explore such recordings as "Stride Right" 
(with Johnny Hodges) on Verve, the Delmark 
session called "At Home with Earl Hines" and 
the Audiophile Ip "Hines Does Hoagy" which 
includes an astonishing version of Star Dust. 

These Time Life sets, apart from their im-

portance as first rate profiles of three outstand
ing pianists, also contain examples of the play
ing of other giants of jazz who have yet to be 
saluted by Time Life: Frankie Newton, Ben 
Webster, Vic Dickenson, Edmond Hall, Omer 
Simeon, Bill Coleman, Jimmie Noone. 

Production of al I these sets is first class but 
the manufactured quality of the records seems 
to be declining. Only the James P_ Johnson set 
(which is a Canadian CBS pressing) is free of 
irritating flaws which cause the music to snap, 
crackle and pop. Hopefully this situation is 
only temporary but it is a nuisance. 

LESTER YOUNG 

Giants of Jazz 

Time Life J-13 

The impact of hearing so many of Lester 
Young's outstanding recorded performances in 
the concentrated space of three LPs is over
powering. He was truly a giant and one of the 
few geniuses this music has produced. His 
improvisations hang by a thread as he weaves 
his magic. 

All of Young's extraordinary recordings are 
collected together in this set - beginning with 
the 1936 Vocalion session which produced 
Shoe Shine Boy and Lady Be Good. This 
surely has to be one of the most dramatic 
recording debuts in jazz history. There are the 
classic Kansas City Five selections where Young 
played clarinet; Taxi War Dance, Tickletoe and 
Lester Leaps In with Basie; Sometimes I'm 
Happy and Lester Leaps Again from Keynote 
and D. B. Blues from Aladdin. 

The selection of tunes isn't perfect, however. 
Only two of the Basie Decca sides are included 
and Doggin' Around provides more insight into 
Young's playing than the rather trite Georgiana. 
Glenn Hardman's Upright Organ Blues, Una 
Mae Carlisle's Beautiful Eyes and Sammy Price's 
Just Jivin' Around are not major jazz perform
ances, despite the excellence of Young's solos. 

Th is set also perpetuates the myth that 
Lester Young was washed up as a musician after 
1945. It's true that he never recaptured the 
effervescence of his youth but Young was 
always a creative musician and his postwar 
recordings have much to offer the jazz listener. 
It is an injustice to suggest that his career 
terminated with D. B. Blues and then follow it 
with the tortured recording of Fine and Mellow 
from the "Sound of Jazz" LP from 1957 (the 
actual TV show performance is better). 

Young's playing adjustments in the 1940s 
and 1950s were partially a result of the diff
erent kinds of musicians he chose to work with 
but to suggest, as Time Life does, that there is 
nothing of value is simply untrue. 

The full story of Lester Young, a Giant of 
Jazz, has to include material from such Verve 
LPs as "Pres and Teddy," "Jazz Giants 1956" 
and the session with Oscar Peterson. At least 
one example from this material should have 
been included in Time Life's set - giving the 
collection the balance and perspective it so 
desperately needs. 

The listener can then make up his own mind 
whether Lester Young's playing disintegrated 
rather than believing the views of the critical 
establishment who never recovered from the 
shock of their hero changing his ways. Perhaps 
it would have been simpler if Young, like Bix, 
had died even earlier when only his youthful 
classics had been recorded. - John Norris 



DJANGO REINHARDT 

Django Volume 2 (Solos/Duets/Trios) 

Inner City IC 1105 

The recordings of Django Reinhardt have been 
the material for several reissue series. There was 
a seven volume set on Pathe in 1960, followed 
later by a comprehensive multi-volume set on 
the same label. Of late many of the Quintet of 
the Hot Club of France recordings have ap
peared on GNP, while post World War 11 record
ings have appeared on Everest. These two latt
er series are both still available (with Everest 

evidently taking some of the earlier recordings 
too). 

Inner City is now bringing out a selection of 

Reinhardt's music. IC 7004, "The Versatile 
Giant," gave a cross-section of his recorded 

output, including some previously unissued ma
terial. The present album is one of three, 
evidently intended to give a representative body 

of his recordings: IC 1104 "Django Reinhardt/ 
Stephane Grappelli (The Quintet of the Hot 

Club of France);" IC 1105 "Django" (Solos
Duets-Trios); and IC 1106 "Django Reinhardt/ 
Stephane Grappelli" (Compositions). 

This album, "programmed" to give varied 
listening, in fact contains material from seven 
sessions: April 27, 1937 (Grappelli and Rein
hardt - Alabamy Bound; solo guitar - Improvi
sation, Parfum I; September 9, 1937 (guitar 

solos with accompaniment - Bouncin' Around, 
St. Louis Blues); September 29 and November 
23, 1937 (Eddie South with Reinhardt -

Eddie's Blues, I Can't Believe); December 28, 

1937 (Michel Warlop, violin, with Reinhardt -

Christmas Swing, Tea For Two; guitar solo with 
accompaniment - You Rascal You); June 30, 

1939 (guitar solo with accompaniment - I'll 
See You In My Dreams; solo guitar - Echoes of 

Spain); February 26, 1943 (solo guitar -

Improvisation No. 3 parts 1 and 2). 

The performances with Eddie South, among 
the finest jazz violin solos on record, were made 

under South's name and Reinhardt does not 

solo. He gets a more prominent role on the 
recordings with Grappelli and Warlop. Oddly 
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enough. it is the rather langorous Tea For Two 
with Warlop that is most memorable - though 
the uninitiated listener would have difficulty 
telling Warlop from Grappelli. 

It is interesting to have so many solo perfor
mances brought together on one record. Unac
companied, as he is on five tracks. Reinhardt is 
impressive and often breath-taking, showing his 
l;>_r:_illiantly fluent command of the instrument 
and his lovely sense of texture. These are 
generally static, meditative performances; al
though at times - to take one of the titles in 
vain - there are a few too many "echoes of 
Spain." 

Stunning as these performances are. we hear 
more of the true Reinhardt in the unaccompa
nied solos. St. Louis Blues tells us a lot about 
him. Like the early John Coltrane, he could 
not play the blues because he approached them 
as though they were tunes with chord sequences. 
Such an approach to the blues does not reveal 
very interesting harmonic possibilities; and Rein
hardt gives a customary bravura performance 
that for me smothers the tune. Bob Blumen
thal's liner notes find this performance extreme
ly good, as I have no doubt a lot of other peo
ple will. 

The truly outstanding track, in my opinion. 
is I'll See You In My Dreams (described as 
"frisky" by Blumenthal. who finds the accomp
animent "rather pedestrian"). With Pierre 
Ferret (guitar) and Emmanuel Soudieux (bass) 
taking care of the beat, Reinhardt can play in a 
floating saxophone style reminiscent of Lester 
Young (though evolved by Reinhardt before 
Young ever recorded). Reinhardt develops a 
line in which there are continual subtle varia
tions of pace and in which the tune is reduced 
to a series of harmonically related riffs which 
are played in a variety of patterns over the tune. 
He moves freely over the bar lines and the ends 
of the eight bar units of the tune. Though he 
does not sound like Christian (and Christian did 
not sound like him), we can see why Christian 
admired Reinhardt. 

There is no need to recommend the material 
on this record. All the tracks are from Gramo
phone/HMV /Swing recordings, so that they are 
unlikely to appear on GNP, which seems to 
draw on the Ultraphone and Decca recordings. 
The sound is clear and natural. so the question 
will really be how many of these recordings 
you already have on earlier reissues. 

The cover photograph shows Reinhardt fing
ering the guitar, with the wounded hand rather 
gruesomely prominent. Those who play the 
guitar will be able to judge the handicap that he 
had to overcome to remain the virtuoso that he 
was. - Trevor Tolley 

DJANGO REINHARDT 

Django Volume 1 

Inner City 1104 

The international reputation and influence of 
Django Reinhardt can scarcely be questioned at 
this late date. His uniqueness is linked com
pletely to jazz even though the idiom was very 
much an alien concept for European musicians 
in the 1930s. Django demonstrates his triumph 
over his difficulties on every selection in this 
set of twenty-seven selections by the Quintet of 
the Hot Club of France which are drawn from 
the Pathe-Marconi files. 

All of the selections form part of French 
Pathe's Complete Django Reinhardt series of 
twenty records and this package includes tunes 
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from Pathe 16001, 16002. 16003 and 16006. 
This grouping is made up of popular songs and 
jazz standards recorded by the quintet as wel I 
as Reinhardt's Mystery Pacific and Paramount 
Stomp. The guitarist's more famous originals 
will be included in a later volume called 
"Compositions" while a third in the planning 
stage is to be called "Solos/Duets/Trios." 

Rearranging this material in this manner is a 
blessing. Chronological surveys are wonderful 
for archivists and completists but the impact of 
the music is heightened in a reissue such as this. 
This reissue put alongside the London sessions 
now available on GNP 9001/9002 constitutes a 
definitive collection of music by the O.H.C.F. 
(missing here, of course, are the Pathe versions 
of Swing Guitars, Minor Swing and Swingin' 
With Django). 

Enhancing our listening pleasure is the crisp 
clear sound which seems better than the Pathe 
LP mastering. Hopefully Inner City will be able 
to complete their series by reissuing the two 
volumes of Django With His American Friends 
and the Dicky Wells in Paris LP. The Prestige 
versions of that material al I but destroyed the 
music with their muddy transfers. 

This is an essential collection of music by 
Django Reinhardt - one of the unique geniuses 
of_ this music. - John Norris 

JOE SEALY 

Clear Vision 

Sackville 4007 

Summertime; All Blues; Clear Vision; Things 
Ain't What They Used To Be; We'll Be Together 
Again; Playa Caliente; Star Eyes; It's A/right 
With Me. 

Joe Sealy. piano; Dave Young, bass; Pete 
Magadini, drums. 
Recorded in Toronto. May 24, 1981. 

While jazz has always been considered America's 
only true art form. most people have tended to 
neglect the Canadian scene which through the 
years has spawned its share of impressive talents. 
Oscar Peterson. Paul Bley. Gil Evans and May
nard Ferguson are just a few of the more prom
inent names. But there are many more talented 
musicians who toil in the studios. nightclubs 
and concert halls of Canada and go virtually 
unnoticed. 

Joe Sealy is one such artist whose new album 
is quite impressive. Devoid of any electronic 
gadgetry. it is like a breath of fresh air amid 
the mediocrity and just plain bad music that 
passes for jazz these days. His formula is 
simple. Sensitive, compatible partners, a reper
toire of good solid material including two at
tractive originals. and he's off to the races. Right 
from the start. Joe digs in and takes care of 
business. Not intimidated by fast tempos. he 
can also lock into a nice medium groove when 
the situation arises and knows how to treat a 
ballad. His teammates Dave Young and Pete 
Magadini work hand in glove to provide Sealy 
with the kind of support he needs. Young's 
solo work also deserves mention. He has great 
intonation and with or without the bow acquits 
himself admirably. Magadini is rock solid and 
exhibits good taste and control. He is able to 
establish a firm steady pace and yet remain 
unobtrusive. Together these three men deliver 
a mighty sturdy jazz performance. one that 
I'm sure will wear well. - Gerard Futrick 

CECIL TAYLOR 

Fly! Fly! Fly! Fly! Fly! 

MPS 0068.263 

T(Beautiful Young'n); Astar; Ensaslayi; /(Sister 
Young'n); Corn In Sun + T(Moon); The Stele 
Stolen and Broken Is Reclaimed; N + R (Love Is 
Friends); Rocks Sub Amba. 

Cecil Taylor - piano 

It Is In The Brewing Luminous 

hat Hut Sixteen (2R16) 

Cecil Taylor - piano, voice; Jimmy Lyons - alto 
saxophone; Ramsey Ameen - violin; Alan Silva -
bass. cello; Jerome Cooper - drums. african 
balaphone; Sunny Murray - drums. 

Cecil Taylor's first recordings of the eighties 
find him in two intimate. if unusual. circum
stances - a studio solo session and a club date. 
Each recording reflects minor evolutions in 
Taylor's art that. when seen to fruition. may 
alter our overview of the pianist's career in the 
coming years. But, for now, these impeccably 
engineered albums offer minor diversions from 
Taylor's recorded output of the last three years. 

Duration has traditionally been a potent 
cornerstone of the pianist's art, exemplified on 
wax by the two hour-plus "One Too Many Salty 
Swift And Not Goodbye" (hat Hut Two). While 
the new hat Hut issue recorded at Fat Tuesdays, 
the only New York club at which Taylor now 
performs, confirms that Taylor's spellbinding 
marathons remain his ensemble forte, the solo 
set is a striking departure. Of the eight per
formances on "Fly! Fly! Fly! Fly! Fly!" three 
clock in at less than five minutes (T(Beautiful 
Young'n) is a mere fifty three seconds) while 
Rocks Sub Amba is the only piece to exceed 
ten minutes. Yet, this durationalffactor would 
be minor were it not for the content Taylor 
fills these relatively small spaces with. 

Since his two Blue Note albums from the 
mid-sixties, an intrinsic part of a Taylor per
formance has been voltaic surges caused by the 
accumulation of variegated events. Yet, for 
most of the solo program. there is a dynamic 
evenness, a tonal brightness, and enough lilting 
lines to be considered when compared to such 
aural gestalts as "Indent" and "Silent Tongues" 
(although the encore of the latter could be 
construed as a progenitor). as an incidental 
music, a momentary, one-time phenomenon. 
To say that Taylor sketches for much of the 
program is not a dimunition; after all, we know 
more of Leonardo from his notebooks than 
from his frescoes. Interestingly, this tendency 
gives Taylor's torrential forays tremendous 
impact.as with the climax of Ensaslayi, the mid
point of the album's first side, and The Stele 
Stolen and Broken Is Reclaimed , where supple 
figures are periodically subsumed by cymbal
like crashes which, in turn, are over-run by 
pounding bass lines. 

While "It Is In The Brewing Luminous" 
parallels Taylor's other recent ensemble record
ings on many counts, the club setting seems to 
have endowed the music with a loose-fitting, 
ad-hoe freshness. There are various reunions 
and first meetings evident in the interplay. The 
stinging drumming of Sunny Murray harkens of 
the 1963 date recorded at the Montmartre with 
Jimmy Lyons rounding out Taylor's trio. The 
plasticity of Alan Silva's strings, which often 



venture into the extreme high register, spurs a 
section sensibility from Ramsey Ameen that 
the massive bottom Sirone gave to the Unit did 
not promote. That Jerome Cooper strongly 
asserts himself without flooding or diffusing the 
core pulse set down by Murray's traps and Tay
lor's eighty-eight tuned bongos is much to his 
credit. As for Taylor and Lyons, let it suffice to 
say that they both had a hot night. 

Taylor has asserted that the environment 
in which the music exists has lost a majestic 
element present in former generations. The 
majesty can only be felt proportionate to the 
proximity of the listener to the artist, emotion
ally as well as physically. In spite of the record
ed medium, Taylor brings the listener to the 
epicenter of his music. - Bill Shoemaker 

LENNIE TRISTANO QUINTET 

Live At Birdland 1949 

Jazz Records I 

Any serious follower of the jazz scene over the 
past thirty-five years must certainly be familiar 
with the name Lennie Tristano. However, 
Tristano's impact has been mainly felt through 
the playing of his most famous students - Lee 
Konitz and Warne Marsh. The playing of 
Tristano himself can only be found on a very 
few records. 

On this album we have five quintet tracks 
from 1949 featuring Warne Marsh on tenor, Bill 
Bauer, guitar; Tristano's piano, Arnold Fishkin 
on bass, and Jeff Morton, drums. There are 
also four short solo piano numbers dating from 
1945. 

The quintet tracks are particularly interest
ing. Tristano plays excellent inventive swinging 
piano; in fact, I suspect his playing here may be 
as good if not better than anything he put on 
record. Marsh was also having a very good day. 
His solos float with a buoyancy shared by few 
players. Billy Bauer also gets a few nice solo 
opportunities (Where is Bauer these days?). In 
typical Tristano fashion, Fishkin and Morton 
serve a limited function by just keeping the 
rhythm moving at a steady even pace. 

Careful listening to the quintet tracks offers 
a richly rewarding musical experience. With the 
exception of the very beginning of the first two 
tunes, the sound quality is quite acceptable too. 

The. four solo tracks are gems. Tristano's 
linear development of solo playing is still to be 
found, but not to as developed a degree as on 
the quintet tracks of four years later. Each 
track contains a wealth of listening pleasure. 

In the past, I have often found Tristano's 
piano playing to be rather cold and sterile. Too 
much intellectual input and not enough emo
tional content. This recording does not fit that 
model. This L.P. is far more than of historical 
interest. There is a goldmine of musical 
treasure to be discovered here. 

- Peter S. Friedman 

JACK TEAGARDEN/EARL HINES 

In England 1957 

Jazz Groove 00 1 

Great jazz musicians somehow succeed in over
coming the banality of their repertoire and the 
repetitiveness of their playing experiences. It 
was certainly true for Louis Armstrong's All 
Stars and it is just as true for this ad hoe group 

MUSIC GALLERY EDITIONS 
CASEY SOKOL and EUGENE CHADBOURNE Improvised music 
from piano and guitar. MGE 9 
VIC D'OR: 33/3 Poetry and prose accompanied by musicians from 
the CCMC in duos and trios. MGE 11 
NIHILIST SPASM BAND Homebuilt electric kazoos, guitars, fiddles, 
bass, drums, theremin, etc. MGE 13 
LARRY DUBIN and the CCMC 3-record set featuring Larry Dubin, 
percussionist. MG E 15 
CCMC: VOLUME IV - FREE SOAP Michael Snow, trumpet; Nobua 
Kubota, saxophone; Casey Sokol, piano; Al Mattes, bass; Peter Anson, 
synthesizer. MGE 22 
MOOSE AND SALMON Henry Kaiser, John Oswald, Toshinori 
Kondo; electric guitar, saxophone, horns, improvised. MGE 30 
CCMC: VOLUME V - WITHOUT A SONG "E=CCMC2", Vic D'Or, 
Only Paper Today. MGE 32 
DAVID MOTT: FROM DISTANT PLACES Solo baritone and alto 
saxophone, with compositions by Moore, Morris and Mott. MGE 35 
AL NEIL: BOOT AND FOG Al Neil, piano; Howard Broomfield, 
percussion. Includes EP disc with Carolyn Zonailo, poet. MGE 33 

All records $10, except Larry Dubin $20. Shipping is included. 
Ontario residents add 7%. No C.O.D. please. Distributor inquiries 
are welcomed. Complete catalogue available on request. 
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who toured England in October 1957. 
· 

By the time this concert was recorded they 
had developed into a polished band whose 
repertoire was tackled with authority and 
enthusiasm. Rarely since the 1940s have I 

heard Max Kaminsky play with such elasticity 
and drive as on this recording. His trumpet 
playing cuts through the ensembles with statu
esque precision giving firm direction to such 
warhorses as That's A Plenty, Royal Garden 
Blues, Struttin' With Some Barbecue, Memphis 
Blues and Original Dixieland One Step. 

But it is more than that which makes this 
performance so exhilarating. All of the musi
cians perform with the spontaneous energy and 
commitment which makes jazz such an arresting 
music. They use the melodic/harmonic frame
works to weave their special kind of magic 
within these stylistic boundaries. 

Teagarden's long career was beginning to 
wind down by this time but he still performed 
with authority. He does his set piece feature of 
Basin Street Blues with surprising enthusiasm 
and his solos are vibrantly polished. This 
session follows by a few weeks his recorded 
collaboration with Bobby Hackett of "Jazz 
Ultimate," one of the landmark recordings from 
this period. It says much for this record that 
this concert performance is a worthy compan
ion piece. 

Peanuts Hucko's clarinet is fluid and ex
pressive - just as it was on "Jazz Ultimate" -
while Jack Lesberg and Cozy Cole form an 
assertive rhythm team. 

The ultimate catalyst in this band was Earl 
Hines. He is showcased on Tea For Two and 
Rosetta - both extended solo vehicles which 
anticipate his rejuvenation as a virtuoso per-

former since the mid 1960s. His percussive 
ensemble style gives the band momentum while 
his solos are constantly offering surprising 
twists. Hines, through his experiences with 
Louis's All Stars and Muggsy Spanier, was at 
home in this format, but it does seem as if this 
particular band provoked his musical curiosity. 

The sound quality of this concert is ex
cellent and the music exceptionally good. 

TENOR SAXOPHONES 

TEDDY EDWARDS 

Teddy's Ready 

Contemporary S 7583 

John Norris 

Edwards, tenor; Joe Castro, piano; Leroy Vinn
egar, bass; Billy Higgins, drums. 

Blues in G/Scrapple from the Apple/What's 
New?/You Name It/Take the "A" Train/The 
Sermon/Higgins' Hideaway. 

EUGENE AMARO QUARTET 

The Owl 

Innovation JC-0002-G 

Amaro, tenor, alto, flute; Jimmy Amaro, bass; 
Joe Sealy, piano; Pete Magadini, drums. 

Body and Soul/Lover Man/Blue Jade/Only Trust 
Your Heart/Clear Blue/All the Things You Arel 
Ghost of a Chance/My Little Boat. 

There's a whole raft of highly competent tenor 
players, reliable, often confident soloists, usual-
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ly listenable but only occasionally reaching 
heights of original improvisation. I'm thinking 
of players like Billy Mitchell, Junior Cook, 
Hank Mobley, even Harold Land. And I'd also 
include Teddy Edwards in that list. He's never 
established himself as a leading musician though 
that might be because of bouts of sickness. 

This Contemporary album under review is 
from 1960 and it has some good solos from 
Edwards backed by a strong but not very imag
inative rhythm section. 

Edwards is best on the blues and the blues
tinged cuts - his own catchy Blues in G and 
particularly You Name It. He's a blunt and 
forceful soloist here, and Joe Castro adds direct, 
somewhat funky bits as well. 

But there's nothing really memorable here, 
even though the music isn't a dead loss either. 
The spirits aren't lifted by this album but it's a 
genuine foot-tapper - the only slower piece is 
an ordinary version of What's New? 

Edwards has become a little stronger and a 
touch more adventurous in recent years, as an 
album on Muse in the 1970s indicates, as well 
as his live performances in Japan with Milt 
Jackson in 1976 on a Pablo release. 

I don't want to run this album down too 
much - it's honest, no-nonsense music, there 
are some felicitous moments, it swings along on 
a healthy beat but it doesn't convince as music 
with a sufficiently chance-taking or fresh char
acter. 

Canadian Eugene Amaro generates a little 
more gutsy atmosphere on his album, especially 
on that battle-cry for tenor players, Body and 
Soul. He approaches it in fast tempo in a 
tricky arrangement that stops just short of 
sounding too gimmicky. 

Amaro shows up better on ballads. A medi
um tempo All the Things You Are opens with a 
few breathy slides in a kind of Webster feeling, 
but Amaro's attack is more boppish. He tends 
to grab the tune by the scruff of the neck - it's 
not hectic and pulse-shattering but it's effective, 
though Sealy's piano solo lets up on tension 
by being too light-fingered. 

Amaro takes on the ghost of Chu Berry with 
his version of Ghost of a Chance, but his open-

ing statement is a nicely-judged evocation. 
Starting rather hard and hitting notes cleanly, 
his solo gradually loosens to a slippery breathi
ness without losing its grip on modern develop
ments in tenor playing. Eventually it seems 
closer to Dexter Gordon but Amaro manages to 
retain a personal approach without succumbing 
totally to other influences. 

Sealy's piano throughout is somewhat un
even. He is generally a good supportive accomp
anist but his soloing for the most part doesn't 
really take off. 

Amaro plays two cuts of not very convin
cing alto. It's safe and sound but at times a 
little uncertain in attack. He plays two pretty 
flute tunes as-�ell. 

But it's the tenor playing that leaves the 
lasting impression - a solid album without 
being likely to cause any shock waves even 
within Canadian jazz circles. - Peter Stevens 

UNITED FRONT 

Path With A Heart 

RPM 1 

Carl Hoffman- percussion; Mark lzu - bass, sheng; 
Lewis Jordan - alto saxophone; George Sams -
trumpet. 

Feel Free/Don't Lose Your Soul; And So It 
Goes; March In Ostinato; Forgotten Spirits; 
Jazz Piece: a. Now And Then, b. Here And 
There, c. In An Hour Or Two Days. 

FRINGE 

Live! 

Apguga 002 

George Garzone - tenor and soprano sax·ophones; 
Bob Gullotti - drums; Richard Appleman - bass. 

For Alicia; Improvise-Ah/Night Before; You 
And Me, Billy; Living Room; Gong For My 
Father. 

The success of these first, self-produced efforts 
lies in the participants' accomodation of the 
needs of the ensemble and the demands of each 
composition. In addition to being capable, 
well-schooled musicians, the members of United 
Front and Fringe convey an affinity towards 
their craft that is fresh and un-indulgent. 
Unlike many young musicians who place a 
bloated premium on sophomoric brands of 
self-expression, United Front and Fringe have 
created pragmatically proportioned ablums that 
underscore the fluency and the flexibility of 
the respective ensembles. 

Beyond these merits, "Path With A Heart" 
and "Live!" present variants of the coalitionist 
aesthetic that threads the history of American 
improvised music: at the core of both programs 
is a local constituency of, presumably, diverse 
elements for whom the respective ensembles 
perform as much as they perform for them
selves. United Front and Fringe's respective 
home turfs are the vastly heterogenous San 
Francisco and Boston areas: Fringe, more spec
ifically, has ties to the Berk lee School of Music, 
the Brahmin of formal American jazz education. 
Subsequently, the music of United Front and 
Fringe possesses grassroots electricity and a 
road-tested durability. 

The populist concerns of the two ensembles 
are well-forwarded by the openers of the res-

pective albums. Plying a lithe melody, a skeletal 
chord pattern, and a racing tempo, For Alicia is 
virtuosic and accessible, its ambience somewhat 
reminiscent of David Liebman's Open Sky trio. 
Articulate and emotionally forthright, Fringe 
manoeuvers handily through a seemingly simple 
piece of music that, in actuality, could break 
the back of an ill-equipped trio. After an atmos
pheric, freely improvised prelude, Feel Freel 
Don't Lose Your Soul surveys infectiously syn
copated thematic materials in a relaxed, spirited 
manner. Prompting instant empathy. United 
Front displays an adventurous, yet un-obscurant, 
mixing of inside and outside sensibilities that is 
then sustained for the entire program. 

The more conceptually daring forays of the 
two ensembles retain a tangible connection to 
the jazz tradition while providing a coherent 
framework through which the players vent their 
ideas. A subtle pastiche of shifting rhythms 
and phraseologies, Improvise-Ah/Night Before 
swells and recedes from impressionistic coolness 
to Ayleresque heat, showing Fringe to be a unit 
that acknowledges various sources without genu
flection. Utilizing a wide array of timbral 
shadings, the eastern solemnity of Forgotten 
Spirits remains taut, highlighted, at times, by 
Lewis Jordan's vibratoless alto. The self-explan
atory March In Ostinato is an excellent stylistic 
contrast of United Front's abilities in this regard. 

Of course, the collective strengths of these 
ensembles are based, ultimately, on individual
istic merits. Beyond having strong chops and 
good reflexes, George Sams, Lewis Jordan, and 
George Garzone are well-versed hornmen who 
could easily step into established settings - the 
Jazz Messengers, for example,- and hold their 
own. The same can be said of Mark lzu, Richard 
Appleman, Bob Gulliotti and Carl Hoffman, 
adding that they are all capable of assuming 
extensive roles as lead voices. 

With these albums, United Front and Fringe 
prove they can tread water. Don't be surprised 
if they make waves in the future. 
(Apguga Records are available through New 
Music Distribution Service. RPM Records: P.O. 
Box 42373, San Francisco, CA 94101 USA). 

- Bill Shoemaker 

JOE VENUTI/JOE ALBANY 

Joe Venuti & Joe Albany 

Horo HOP 41-42 

What is apparently a two-record set here is 
found to be on aural inspection two separate 
and individually sustained records which should 
not have been issued as a single entity. It's a 
pity that they can't be in some way 'surgically 
removed' from one another - not that one is 
vastly inferior to the other, but they are so 
different that each should be free from the 
other. The first is a Joe Venuti record, 
featuring him in quintet, quartet, trio, duo and 
solo performances, while the second is a Joe 
Albany solo piano record. They have in 
common only Albany's presence and their 
origin, a single recording session held in Rome 
in 1974, which produced all nineteen tracks. 

The Venuti record presents the great violin
ist in the role of visiting soloist with 'house 
rhythm section,' a state of affairs that was to be 
the basis for the entire last phase of his car
eer. On this occasion his accompanists were, 
for the most part, competent. Giovanni Tom
maso on bass and Bruno Biriaco on drums 
play within the idiom, tastefully and unobtru-



sively, if rather unremarkably. Joe Cusumano 
on guitar, both electric and acoustic, is perhaps 
less rhythmically sure, although it could be that 
he simply has trouble with Albany. He 
certainly sounds much more assured on his 
acoustic duet with Venuti than when playing 
electric with the larger group. The trio (violin, 
piano and guitar) performance of Easy Rider 
demonstrates the problem: Venuti solos won
derfully, and is followed by Albany's and 
Cusumano's disastrous attempts to play to
gether. They can't keep time together without 
the help of bass and drums, as their lurching, 
stumbling duet attests. And when Venuti 
comes in again he pulls them back into control 
by sheer authority. 

Elsewhere, Venuti continues to play at his 
usual high level, never guilty of coasting, or of 
the complacency that so often renders the work 
of veteran musicians lifeless. Venuti, right up 
until the end, communicated an undiminished 
joy in playing, because he still had something 
to add to the countless hours of music that his 
long career produced. It is commitment that 
makes his playing its most delightful, here at 
least, when he carries the load completely on 
the unaccompanied solo performance, New 
Violin. His duets on Wait, You'll See with 
Albany, and Sweet Sue with Cusumano both 
show Venuti at the top of his form, and if 
Cusumano is no Eddie Lang, Venuti is still 
Venuti here. Although there seem to be 
innumerable Venuti records available, it's good 
to have this one make its appearance - he is as 
great here as he was anywhere. 

There seem to be two schools of thought 
about Joe Albany. One, perhaps stemming 
from his brief employment as a member of a 
Charlie Parker quintet, is the view that he is 
some kind of 'bebop legend', and is a fine 
musician who only now is beginning to receive 
some measure of the recognition and acclaim 
that fate has so cruelly and inexplicably denied 
him for so long. The other view sees Albany as 
a disconcertingly sloppy, scrambling pianist 
whose previous obscurity was not at all unfound
ed. While neither view will suffice by itself, 
there is a lot of truth in each, as the music on 
both these records shows. On the Venuti 
record, Albany contributes some highly imagin
ative and original introductions and solos. His 
'comping' is sometimes at odds with Venuti's 
soloing and he occasionally gets in the way, not 
because he comes from a different idiom in jazz, 
but because he is rhythmically unsteady - his 
time is at variance with the swing of Tommaso 
and Biriaco, in particular. Be that as it may, in 
Albany's playing, the ideas are there, and he is 
a provocative and exciting, if rhythmically 
erratic, accompanist. 

The solo piano record more fully reveals his 
problems, which again are primarily rhythmic
al, although when he plays solo, these problems 
become, on ballads, metrical. Albany has a 
tendency in some of his solo ballad work to 
play, neither in or out of tempo, butalmostin 
tempo, that is, with a periodic and unsystematic 
rushing of the beat. On a medium tempo Ain't 
Misbehavin' he is much more satisfying, creating 
a unique and constantly surprising swing. Play
ing the piano, one senses, is not 'easy' for 
Albany, in the way that it was for such contem
poraries as, say, Al Haig or Dodo Marmarosa, 
and I do not believe that he has 'got it together' 
to the extent that they did. Rather, he is like a 
latter day Joe Sullivan in the way he constantly 
does battle with the piano, refusing to accept 
his limitations. That is why both men share the 

same heavy touch and rhythmic audacity - and 
failure rate. One has to admire the spirit of a 
man who refuses to play it safe, and chooses 
risk. One does not sit back and relax to Albany, 
but leans forward with a degree of anxiety and 
apprehension as to the outcome of each phrase. 
Listening to Sullivan and Albany, I suspect, is so 
similarly unrestful because each took the highly 
demanding aesthetic of his primary influence, 
Hines and Powell respectively, musicians who 
were much better equipped to handle such 
demanding modes of expression. In any case, it 
is not what is wrong with Albany's playing, but 
what is right with it that matters, and it wou Id 
be an unpardonable waste to dismiss him on the 
basis of his shortcomings. Instead, to investigate 
his strengths, his imagination, audacity, his 
pugnacity and so on. 

Two very enjoyable records, each for its 
own reasons, which should have been made 
available separately. It is hoped that one would 
not be ignored for the other. - Julian Yarrow 

GERALD WILSON 

Lomelin 

Discovery DS-833 

The return of Gerald Wilson is an auspicious 
event for lovers of big band jazz music. His 
Pacific Jazz recordings of the 1960s were out
standing and this album is a continuation of 
that tradition. 

Gerald Wilson's writing is instantly recognis
able and his charts always serve as superior 
frameworks for the solo contributions of his 
musicians. In this collection he gives solo space 
to such notable performers as Harold Land, 
Bobby Bryant, Oscar Brashear, Ernie Watts, 
Garnett Brown and guitarists Shuggie Otis and 
Bob Conti. 

California has been a fruitful location for 
big bands in the past decade. There have been 
recordings by bands under the leadership of 
Louis Bellson, Nat Pierce/Frankie Capp, Don 
Menza, Bill Berry and Toshiko Akiyoshi/Lew 
Tabackin to mention a few but none perform 
with the unfettered drive and nuances of this 
orchestra. Gerald Wilson has dug deep to tap 
the fountainhead of California's jazz talent and 
they bring to explosive life his outstanding com
positional and arranging talents. 

The title selection is Wilson's latest latin
tinged tribute to the art of the bullfight while 
Triple Chase is an explosive chart featuring the 
tenor solos of Harold Land, Ernie Watts and Jer
ome Richardson. Blues for Zubin and See You 
Later are typical Wilson charts exploring the 
possibilities of the blues and Ay-ee-en is a modal 
chart along the lines of Milestones and So What. 

The jazz spirit is aflame in every nuance of 
Gerald Wilson's imagination and his band cap
tures eloquently the inner depths of his music 
in this outstanding recording. 

- John Norris 

DENNY ZEITLIN 

Soundings 

1750 Arch Records S-1770 

Gulf Stream/The Edge/Through the Arcade/ 

Whistle Stop/Vulcan's Dolls/Prelude and Groove 

/Things Inside/Pentacle/Tensile Strength 

No forum is as challenging to a musician as solo 
piano improvisation, particularly before a live 

ANNOUNCES A NEW RELEASE 

JAZZ HOUSE 7002 
PETER LEITCH/GEORGE McFETRIDGE 

"Sometime In Another Life" 

peter leitch george mcfetridge 

sometime in another life jazz house 7002 

Peter Leitch, guitar; George McFetridge, piano. 
Sometime In Another Life, Django, Duet, The 
Day Before, Lizards, Round Lake Burnt Hills, 
Recorded in Toronto, February 1982. 
" ... each man is a prodigious musician who plays 
at a level far above any mere concerns of 
technique." - Mark Miller, Globe & Mail 

PREVIOUS RELEASE 

JAZZ HOUSE 7001 - PETER LEITCH 
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Peter Leitch, guitar; Terry Lukiwski, trombone 
(*); George McFetridge, piano; Neil Swainson, 
bass; Terry Clarke, drums; with special guests 

Art Davis, bass, and Freddie Waits, drums(**). 
Jump Street, Prelude To A Kiss, *New Day, 

**New Waltz For Susan, **Blues From A 
Concert Piece For Bass, *Fast Food, 

Recorded in Toronto, February 1981. 
Juno Award nominee 1982 for Best Jazz Album 

"An album ... which will reward your listening." 
- Cadence 

JAZZ HOUSE albums are distributed in Canada 

by Trend Records and Tapes and are available 

in better record stores, or by mail ($7.98 post

paid) from JAZZ HOUSE PRODUCTIONS, 

1127 Dovercourt Road, Toronto, Ontario, 

Canada M6H 2Y1. 

CODA 29 



.,, ..... 

KHARMA PK-9 
BUTCH MORRIS 

"In Touch ... But Out Of Reach" 
Butch Morris - cornet; Grachan Moncur 111 -
trombone; Charles Eubanks - piano; Wilbur 
Morris - bass; Steve McCall & Bobby Battle -
percussion. Recorded live at Environ, Dec. 1978 

KHARMA PK-8 
GUNTER HAMPEL 

"Flying Carpet" 
Gunter Hampel - vibraphone, flute, bass clarinet 

KHARMA PK-7 
KENNY DAVERN 

"Unexpected" 
Kenny Davern - soprano saxophone & clarinet; 
Steve Lacy - soprano saxophone; Steve Swallow -
bass guitar; Paul Motian - percussion. 

KHARMA PK-6 
BURTON GREENE 

"Variations on a Coffee Machine" 
Burton Greene - piano; Keshavan Maslak - tenor 
saxophone. 
"A witty, acerbic release" 

- John Bel/eras, DownBeat 

KHARMA PK-5 
ROLAND ALEXANDER QUINTET 

"Live At The Axis" 
Roland Alexander & Kalaparusha - tenor saxo
phones; Malachi Thompson - trumpet; Rafik 
Raheem - piano; Hakim Jami - bass; John Betsch 
- drums. 
"Powerful stuff and recommended". 

KHARMA PK-3/4 
JEROME COOPER 

"Positions 3-6-9" 

- Bob Rusch, Cadence 

Jerome Cooper - drums, flute, percussion; Frank 
Lowe - reeds, percussion; Kalaparusha - reeds, 
percussion. 
" ... imaginatively conceived, strikingly executed 
tour de force." - Gary Giddins, Village Voice 

DISTRIBUTOR FOR - PRAXIS RECORDS 
Praxis CM 101 - JOHN TCHICAI IN ATHENS 
Praxis CM 102 -JOHN TCH ICAI in "Continent" 

WHOLESALE AND RETAIL 

PRODUCTIONS OF KHARMA, INC. 

165 WILLIAM STREET 

NEW YORK, N.Y. 10038 USA 
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audience. Alone, the musician is required to 
spontaneously create new sound from a few 
simple combinations of notes. Success is 
measured in terms of one:s ability to make 
fresh, intelligent statements without succumb
ing to the pitfal Is of cl iche or one's favorite 
chops. 

Nor is any forum as personal for an artist. 
It is a soul-baring experience where the music 
that is created reveals the nature of the artist, 
exposing his ideas, his influences and his 
imagination. 

This is not surprising, for Denny Zeitlin has 
a background that includes classical studies, 
Chicago jazz, and an interest in electronic music 
that goes back to the mid-sixties. A practicing 
and teaching psychiatrist who has played bass 
and drums, who plays piano and a wide range of 
electronic keyboards, and who recently com
posed, performed, and produced the soundtrack 
to the film Invasion of the Body Snatchers , 
Denny Zeitlin is a true eclectic. 

This eclecticism is visible on "Soundings," 
an album of solo piano improvisations, most of 
which was recorded live. "Soundings" reveals a 
pianist with vast experience and a willingness to 
entertain new ideas. Zeitlin brings to his music 
a diverse background and a basic belief in the 
validity of all musical forms. Drawing on jazz, 
the classics, rock, funk, and the avant-garde, 
Zeitlin delights in creating pieces which demon
strate the universality of music. His fondness 
for juxtaposing seemingly incompatible styles is 
aimed at pointing out the similarities that are 
shared by those styles. Gulf Stream, for 
instance, begins in a quiet reflective mood and 
is played by Zeitlin with restraint. A doubling 
of the tempo and a shift of inflection sends it 
into the realms of jazz and a lively interpreta
tion ensues. In Prelude and Groove he slips 
comfortably between classical and funk music 
and Whistle Stop is propelled with a seJf. 
sustaining momentum that owes as much to 
rock as it does to jazz. 

His jazz roots emerge on Through the Ar -
cade which moves with a dancer's filt as 
Zeitlin's stride playing keeps it in a seductive 
groove. Vulcan's Dolls builds from the contem
plative to the strident with an aggressive style 
that is firmly controlled. On the appropriately 
titled Things Inside Zeitlin explores the piano 
as a total instrument with a combination of 
keyboard playing and open string playing that 
utilizes strumming, plucking, scraping, and ham
mering of the strings. 

Zeitlin's various experiences have coalesced 
into a sound that touches the heart of many 
musical styles. He is as likely to give a nod of 
acknowledgement to Keith Emerson or Hendrix 
as he is to Schoenberg, Cecil Taylor, or McCoy 
Tyner. It is Zeitlin who is in control however, 
and, from these diverse influences, he has 

managed to create a highly personal music. 
This record is available from 1750 Arch 

Records, 1750 Arch Street, Berkeley, California 
94709. - Don J. Lahey 

ATTILA ZOLLER 

Common Cause 

Inner City IC3032 

Attila Zoller, guitar; Ron Carter, bass; Joe 
Chambers, drums. 

Hungarian-born guitarist Attila Zoller performs 
quite comfortably with Ron Carter and Joe 

Chambers on this outing All of the material, 
except Bobby Jones's Lady Love, are Zoller 
originals. 

Tshitar attracts my attention largely because 
it is in a more contemporary vein than the rest 
of the compositions. It begins as a mysterious 
journey reminiscent of Zawinul's In A Silent 

Way. Then Zoller sails off into a clipped chase 
with Carter's bass buzzing like a bumble-bee. 
As Carter whines up his notes, Zoller de
accelerates into some chordal phrasing, only to 
scurry off into another series of runs, full of 
driving single- and two-note accents and Cham
bers riding high on his cymbals. After seven 
minutes or so, the proceedings come to a gentle 
close with a return to the opening mood. 

Overall the album is pleasant, although not 
particularly distinctive. Those who are into the 
music of Burrell, Hall and Raney will certainly 
enjoy giving the record a listen. 

- Peter Danson 

ANDREW CYRILLE & MAONO 

Special People 

Soul Note 1012 

Andrew Cyrille is usually mentioned in associa
tion with Cecil Taylor, but his current activities 
indicate that Ornette Coleman is also an import
ant link in his musical development. Not only is 
Maono a pianoless quartet, its new release 
"Special People" features Coleman's A Girl 
Named Rainbow, plus an Ornettish original 
Fortified Nucleolus. 

According to Lee Jeske's liner notes A Girl 

Named Rainbow (10:00) was written for Leroy 
Jenkins. The tune starts with a charming 
melody based on a two-note interval which 
enlarges gracefully. It's stated a few times with 
either a zig-zagging or singing vee-vee-dove-va 
reply, and then everyone but Cyrille solos. 
Whereas David Ware's tenor is effectively mourn
ful here and Cyrille provides tastefully subtle 
brush work throughout, bassist Nick DiGeroni
mo is merely proficient and Ted Daniels's 
understated trumpet solo lacks drama. 

Cyril le says High Priest (7:42) was conceived 
with Ware in mind. It's a loose, medium tempo 
piece in which everyone gets to swing. Ware 
bandies his rough, soulful sound, while Daniels 
inflects his playing with bent notes. DiGeroni
mo gives steady support as does Cyril le, and the 
latter's delicate touch on cymbals is a genuine 
marvel. 

Fortified Nucleolus (5:08) features a walk
ing melody characterised by momentary breaks. 
The muscular DiGeronimo announces the head 
by himself and then sustains it giving the tune a 
thick pulse. Ware is the first soloist and his 
impetuous tenor rips things up. Daniels coun
ters in a mild, relaxed manner, but again he 
does not go anywhere. His light, contrapuntal 
phrases at the beginning of Ware's solo do, 
however, show compositional sensitivity. 

Some listeners may be acquainted with John 
Stubblefield's lovely Baby Man (6:34) from 
Mary Lou Williams's recording "Free Spirits" 
(Inner City 2043). Cyrille tells us that he was 
so intrigued by it he asked Mary Lou for the 
score which he subsequently re-arranged for 
Maono. The melody is simply gorgeous, and 
Cyril le wisely has each of his cohorts state it a 
capella. Both Daniels and Ware rise to the 
occasion - the former with fluid sublimity, the 
latter with a typically Traneish temperament. 



DiGeronrmo comes off a bit laborious, and the 
final unison section seems tentative in spots. 

The last tune Special People (7 :00) is a hot, 
free jazz number in which the whole band 
cooks. Ware lets loose with gut-spilling histri
onics. Daniels fashions tightly-squeezed lines 
with lots of flutters and jabs. DiGeronimo 
performs like a fine hummingbird. And Cyrille 
packs his only solo spot on the record with a 
polyrhythmic and tonal range that few contem
porary drummers could match. 

I n  a sense the intensity of this last piece dra
matizes what the entire recording could have 
been; or should I say it indicates what the group 
probably sounds like in person. At times the 
music on this release receives clinical treatment. 

Given the absence of a piano, DiGeronimo's 
booming bass plays an important rhythm sec
tion and front-line role, but some may find his 
occasionally deadpan sound monotonous. 

Ultimately what is really important here is 
Cyrille. Not only has he proven himself a 
capable leader and a good writer, his taste and 
control, particularly in the area of rhythmic 
momentum and colour demonstrate real sophis
tication. I certainly would enjoy catching him 
(and Maono) live. - Peter Danson 

ROBERT DICK 

Whispers And Landings 

Lumina 003 

Flames Must Not Encircle Sides; Piece In Gam
e/on Style; Or; Young Teeth; T=C10; Whispers 
And Landings; Glimpse From The Blimpse. 

Robert Dick - concert flute, bass flute, piccolo. 

Experience has taught me to be wary of re
cordings such as this one that emphasise that 
the performances do not employ overdubbing 
or electronic effects. Usually, these perform
ances make unorthodox techniques the center 
of attention at the expense, or in the place, of 
musical ideas. Robert Dick uses many exciting 
unorthodox techniques, yet they are always 
subordinate to statements of solid musicality. 
Technically, "Whispers And Landings" is phen
omenal, an instant investiture of Robert Dick 
as an important, forward-looking flutist. Yet, 
the real interest of this album is in Dick's inte
gration of technique, concept, and emotion. 
Otherwise, all there wou Id be to discuss is empty 
virtuosity. 

On the one hand, Dick has extended, as on 
Glimpse From The Blimpse, voice accompani
ment techniques jazz flutists have occasionally 
used for ecstatic emphasis. On this bass flute 
piece, however, Dick uses the technique.- for far 
more otherworldly delvings. Dick is also involv
ed with timbral and multiphonic investigations 
that are woven into serene, as well as stark, 
settings. Piece In Game/on Style has a solemn, 
ritualistic ambience that benefits unexpectedly 
from such explorations. Performing in a con
ventional mode on Young Teeth, a riveting 
piccolo solo, Dick confirms his precision to be 
as acute as his imagination. 

"Whispers And Landings" is not a recording 
that can be absorbed in one listening. Robert 
Dick has created, as the cliche goes, his own 
space, and an idiosyncratic one at that. If 
strongly individualistic music is your preference, 
then "Whispers And Landings" is recommended. 

- Bill Shoemaker 
(Lumina Records: 236 Lafayette Street, # 4, 

New York, N.Y. 10012 USA). 

KONDO - LOVENS 

TOSHINORI KONDO - PAUL LOVENS 
The Last Supper 
Po Torch PTR/JWD 9 

Toshinori Kondo - trumpet; Paul Lovens -
drums, percussion, zither, etc. 

One of the notable things about this record, is 
that Lovens must be surrounded by some thirty 
or forty instruments (sound-sources), and yet 
he has no advantage at al I over Kondo, who 
just plays the trumpet. I n  fact in terms of 
resources they seem justly balanced. Kondo 
is also, in a sense, surrounded by a large num
ber of different sources (though they are not 
necessarily already there in the way Lovens' 
are - some may be items of his vocabulary 
but others are improvised). He is, in other 
words, apparently inexhaustible in both the 
variety of his playing and its persistence. And 
even with this immense range he is obviously 
only using a sector of the trumpet's actual 
scope, for most of his playing has a "squeezed" 
quality which indicates a very particular tech
nical insistence. This specialized quality, typ
ical of most good free improvisors, this avoid
ance of the pure and open centre of the 
instrument's range, is not just modernistic 
defiance of the norm; it is, much more im
portantly, a way of seeing to it that the 
various resources the player achieves are musical 
resources and not just sonic effects. It is 
remarkable how Kondo, during this 44-minute 
improvisation, scatters the trumpet into a 
multifarious, fragmented thing, risking total 
disintegration of the musical texture, yet held 
together by a living thread of inventiveness 
and persistence right through. 

Lovens on the other hand starts off with a 
scattered assemblage of artefacts and his task is 
to unify them into one instrument by the 
pressure of his personality. All percussionists 
develop ready methods of doing this, of course, 
or they'd never get anywhere, but in an extend
ed improvisation context such as this no merely 
professional tricks can remain convincing. Lov
ens insists on quick-changing sonic variety, and 
though I think some of it is only an intermed
iary sound production, he does on the whole 
win through to a coherent and exciting music, 
partly be personal pressure, partly by attending 
very closely .to Kondo and always matching the 
trumpeter's playing with something apt (by 
para I lel or by contrast). So the record is 
really fascinating because these two different 
processes, due to the natures of the instruments, 
merge into each other like two cones, forming 
the central disc of purely musical events. 

Reviewing this record recently on English 
Radio, Charles Fox said that with free impro
vised music on disc, a version of Parkinson's 
Law seems to operate, and while the classic jazz 
players had to get it all into 3 minutes, now 
with LPs an improvisation can be attenuated to 
44 minutes, which he finds an excessive length 
of time to I isten to what he obviously hears as 
all the same sort of thing. That strikes me as a 
strange, but very common, attitude from some
one who knows a lot about jazz, as if the 
music were ever defined by the terms of its 
documentation. Those 3-minute Chicago hops 
in the recording studio weren't compressed 
essences of jazz performance; they were snip
pets, mere fragments of what must have been a 
much stronger series when it was allowed to 
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(when available) 
FULL PAGE 7 5/8" X 9 3/4" 
2/3 PAGE 5 3/16" X 9 1/2" 
1/2 PAGE 7 5 /8" X 4 3/4" 
1 /3 PAGE 2 1 /2" X 9 1 /2" 
1/6 PAGE 2 1 /2" X 4 5/8 "  
1/9PAGE 2 1/2"X3 3/16" 

Price 
$300.00 

$225.00 
$150.00 
$120 00 

$80.00 
$50.00 
$35.00 

CLASSIFIED ADVERTISING see page 38. 

DEADLINES 
All advertising copy must be received by the 
first of the month prior to publication -
therefore, ad copy for the February issue must 
be received by January 1 st, for the April issue 
must be received by March 1 st, et cetera. Under 
normal circumstances, advertising will run in the 
issue following receipt of your copy. Coda 
Publications cannot be responsible, whatever 
the reason, for insertion of advertising in any 
particular issue. 
All accounts are payable within 30 days of 
invoice date. Contract advertising for 10 con
secutive issues is 10% less than the prices I isted 
above. 
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A POWERHOUSE OF JAU. RECORDS 
-TROMBONE SUMMIT-Features Bill Watrous, Kai 
Winding, Albert Mangelsdorff & Jiggs Whigham. A real 
blockbuster! 
-EAS Y TO LOVE-Singers Unlimiied with Les Hooper. 
-LA ZORRA-Sol.:> trombone of Bill Watrous with the 
New Bill Watrous Quartet (J. Cox, T. Childs, C. Wacker
man, D. Levine) 
-CHICK COREA-Featuring Lionel Hampton. With Dave 
Holland, Hubert Laws, Woody Shaw & Jack De Johnette. 
-CONCOR D  JAZZ G UITAR COLLECTI ON-L. 
Almedia, G. Barnes, K. Burrell, C. Byrd, C. Collins, E. 
Duran, H. Ellis, J. Pass, T. Farlow, F. Green, B. Kessell, R. 
Palmer. 2 LP set $17.96. 
-CORONARY TROMBOSSA!-Bill Watrous & his New 
Quartet. 
-MORNING SUN-Alphonse Mouzon's new hit features 

. H. Hancock, L. Ritenour, H. Laws, F. Hubbard and morel 
-BEBOP REVISITED VOL. 3-Kai Winding, Tony 
Fruscella, Sam Most & Wayne Marsh. Most cuts previ
ously unissued. 
-WOO D Y  AND FRIENDS-1979 Monterey Jazz Fes
tival. Woody Herman with Stan Getz, Dizzy Gillespie, 
Slide Hampton & Woody Shaw. 
-T H E  TROMBONE ALBUM-J. J. Johnson, Frank 
Rosolina, Bill Harris, Curtis Fuller. Special-2 LP set only 
$10.98! 
-A SWINGING CASE OF MASSOISM-George Masso 
Sextet. 
All LPs $8.98 except where noted. Add 95� post. Foreign 
add $2.00. US funds only. Send for FREE 64 page 
Vintage/Contem���?'c��z

c��b°i!�TS 
Box 53 B4 Cedarhurst, N.Y. 11516 

develop at length. But I suppose there are quite 
a lot of people around who mutely imagine 
that the classic jazz bands used to play on 
stage nothing but a collection of 3-minute 
items. 

The music of Kondo and Lovens wasn't 
played into an empty disc, but to a live 
audience, and the disc merely -documents the 
event. The 44-minute length is if anything 
short - there isn't the faintest sense of attenu
ation during it, nor of mental exhaustion at the 
end of it, and the continuity is an essential 
factor of its meaning. Like al I good music it 
plays a constant sense of transition against a 
constant sense of arrival. But to do that for 
44 minutes without the artificial aids of com
position is indeed a rare thing. - Peter Riley 
(Po Torch Records: Couvenstrasse 1,3, D-5100 
Aachen 1 West Germany - telephone 0241 -
507 917). 

HANS KUMPF 

Hans Kumpf & Anatolij Vapirow Trio 

Jam Session In Leningrad 

Fusion 8004 

Many study groups travel to the Soviet Union 
nowadays. Most of them are satisfied to have 
visited the Kremlin and Red Square, but the 
West German musician Hans Kumpf sought 
contact with colleagues in Leningrad, off the 
beaten track of official tourist programmes. 
The result was the first historical collaboration 
of a Western avant-garde jazz musician with 
Russian contemporaries. Kumpf himself con

fessed that musical understanding was hindered 
by the difficulties which his colleagues have 
with improvisation. Total improvisation must 
be a concept which, as a consequence of their 
social system, is very d ifficu It for them to 
realize. You can hear them cautiously narrow
ing the gap between themselves. The music 
never comes from the belly. On the contrary, 
they retreat into toneless bellowing and form
less instrument rattling. At times it reminds 
you of certain intellectual English improvisation 
techniques. The bassoon nasalises eh romatic 
scales witlessly up and down. The piano broods 
cheerlessly for itself. But this does not mean 
that sensitivity is lacking. The disc has its best 
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moments when the four musicians spin fine 
webs of sound. For a very few moments they 
finally manage to free themselves from their 

fetters. It is still surprising and hopeful that a 
common language could be found, that of spon
taneous improvisation. � Werner Panke 

MODERN JAZZ QUARTET 

More from the Last Concert 

Atlantic XSD 8806 

Perhaps my favorite record by the Modern Jazz 
Quartet is the double album set entitled "The 
Last Concert" on Atlantic SD2-909. That live 
concert recording seemed to sum up the 22-year 
existence of the MJQ. 

We are now treated to some additional music 
from that very same November 25, 1974 con
cert at New York's Avery Fisher Hall. The 
quartet was in excellent form that evening seven 
years ago. Milt Jackson's vibes ring out with 
expression and passion. John Lewis blends 
elegance and the blues in his own unique mann
er. Percy Heath and Connie Kay· are a disci
plined yet swinging rhythm duo. 

There is not a weak tune in this highly 
enjoyable record. The Modern Jazz Quartet 
may no longer exist as a musical unit, but their 
artistry continues to live on through the magic 
of recorded sound. We are fortunate to live in 
an age that offers us such riches. 

- Peter S. Friedman 

BOBBY NAUGHTON 

Solo Vibraphone 

Otic 1011 

Recorded Live at the 4th Rassegna lnternazion

ale Jazz Festival, Firenze, Italy, July 3, 1979 

Vibist Bobby Naughton's relaxed, fragmented 
style lends itself quite well to the solo context. 
His subdued, natural approach and light as a 
feather touch enable him to play at almost a 
whisper. Drawing from various sources, he 

creates a mood of utter tranquility which 
courses through much of this performance. In 
fact, only at the end of each side when the 
audience applauds, is one even aware that this 
is a live recording. But although a rather peace
fu I, reflective atmosphere is achieved, a certain 
amount of sameness is evident in much of the 
material, and gradually the I istener's interest 
begins to stray. Naughton, it seems, is at his 
best in the company of like minded musicians 
who can stimulate his imagination and get his 
creative juices flowing on a more consistent 
level. A case in point would be his very success
ful collaboration with Leo Smith and Perry 
Robinson on "The Haunt;" an excellent LP 
recorded some years back on Otic 1005. This 
present solo offering, however, appears to lack 
some of the inspiration and vitality needed to 
make more of a profound impact on the listen-
er. One delightful selection is the Burke-Van 
Heusen chestnut But Beautiful. Here Bobby's 
tender interpretation almost evokes the sound 
of a Swiss music box. It would be most interest
ing to hear him record more standards of this 
nature from time to time. Yet with even its 
occasional shortcomings, I find this a very 
enjoyable effort. If you are attracted to the 
coloristic tonal qua I ities of the vibraphone as I 
have always been, then you will most certainly 
want to investigate this record. 

Otic Records - Southbury, CT 06488; they 
can also be obtained through New Music Dist
ribution Service/Dept. OT, 500 Broadway, New 
York, NY 10012. - Gerard Futrick 

RECENT RELEASES 

IRA SULLIVAN 
'The Incredible Ira Sullivan' 
BUCKY PIZZARELLI 
'Love Songs' 
JIM GALLOWAY 

Stash 208 

Stash 213 

'Bojangles' 
MARIO PAVONE 

Jackal WOW-725 (Hep) 

'Shodo' for Marimba & Horn Choir Alacra 1004 
(Alacra Records, 19 Chandler Drive, Prospect, 
CT 06712 USA). 

PERCY HEATH - MILT JACKSON - CONNIE KAY (photograph by Len Dobbin, 1961) 



DAVID PATE Solo Saxophone 
'Soliloquies' Patetoe Productions 1001 
1141 Cedar St., Ridgefield Park, N.J. 07660). 
WAYNE HORVITZ 
'No Place Fast' Theater For Your Mother 001 
'Simple Facts' 004 
BILL HORVITZ 
'No Boundary' 
ALAIN MONNIER: 
'Tribulat' 
EDUARDO M. KOHAN 
'Circa del Arca: Dies lrae' 
HAMIET BLUIETT 
'Dangerously Suite" 
RAN BLAKE 
'Duke Dreams' 
BILLY BANG Quintet 
'Rainbow Gladiator' 
PETER SONNTAG Trio 
'New Experiences' 
BILL HARDMAN 
'Politely' 
SONNY STITT 
'In Style' 
GROOVE HOLMES 
'Broadway' 
ALBERT DAILEY 

005 

Hat Musics 3505 

3507 

Soul Note 1018 

Soul Note 1027 

Soul Note 1016 

AMF1014 

MUSE 5184 

5228 

5239 

'Textures' 5256 
RED RODNEY & I RA SULLIVAN 
'Night And Day' 5274 
JUNE CHRISTY with Lou Levy 
'Impromptu' Discovery 836 
FRANK MAROCCO/RAY PIZZI 
'The Trio' 838 
AL HIBBLER with Gerald Wilson Orchestra 
'Monday Every Day' 842 
SHOITTY ROGERS Big Band 
'Jazz Waltz' 843 
PAUL HUMPHREY Sextet 
'featuring Oscar Brashear' 850 
DIZZY REECE Quintet with Ted Curson 
'Moose The Mooche' 839 

FULL FAITH & CREDIT BIG BAND 
'JazzFaire' Palo Alto Jazz 8003 
MIKE & GARY BARONE 
'Blues & Other Happy Moments' 8004 
KARIN KROG w. Warne Marsh, Red Mitchell 
'I Remember You' Spotlite SPJLP 22 
SONNY ROLLINS 
'No Problem' Milestone 9104 
AMMONS-G RI FFI N-STITT-Others ... 
'Giants of the Funk Tenor Sax' Prestige 24102 
YUSEF LATEEF 
'Yusef's Bag' 11957-61) 24105 
KENNY BURRELL I COLEMAN HAWKINS 
'Moonglow' 241 06 
CEDAR WAL TON 
'Piano Solos' Clean Cuts CC 704 
(Box 16264, Baltimore, MD 21210 USA) 

DONOSTIA IZ-150-D 
(Shingyo Produc(-·1s, 31 rue St. Joseph, 1227 
Carouge, Switze1·1and) 
ERNST REIJSEGER 
'Tai Ming' Hummeloord 1 
IBrinklaan 150, 1404 GW Bussum, Holland) 
JAMES BLOOD ULMER 'Are You Glad To Be 
In America' Artists House 13 
MAARTEN AL TENA/MAURICE HORSTHUIS 
'Grand Duo' (bass/cello - viola) Claxon 82.9 
(Claxon, Alexander Boersstraat 16, 1051 KX 
Amsterdam, Holland). 
ADOLPHE PARI LLON 
'I Paint the Sky' Quenette 11241 
(Quenette Records, 3631 Hotel de Ville (local 3), 
Montreal, Quebec H2X 3B9). 
ART PEPPER 
'One September Afternoon' Galaxy 5141 

SHELLY MANNE 2-piano Quartet 
'In concert at Carmelo's' Trend 527 
ALVIN QUEEN 
'Ashanti' Ni Iva 3402 
(Nilva Records, 34 Ave. Henri-Golay, CH-1219 
Le Lignon/Geneve, Switzerland). 
HAL RUSSELL 
NRG Ensemble 
FRANK LOWE 
'Skizoke' 
KESHAVAN MASLAK 

Nessa 21 

Cadence 1 007 

'Loved by Millions' LEO 105 
J.R. MONTEROSE and Tommy Flanagan Duo 
' ... And a Little Pleasure' Uptown 27.06 
DI CKY WELLS w. Tate, Katz, Duvivier .. 
'Lonesome Road' 27.07 
DAVID SEWE LSON & the 25 O'clock band 
'Synchro·incity' Theatre For Your Mother 002 
PHIL BODNER & COMPANY 

'Fine & Dandy' Stash 214 

LOU DONALDSON Quartet 
'Forgotten Man' Timeless SPJ 153 
JOSEPH JARMAN - DON MOYE Quartet 
'Earth Passage-Density' Black Saint 0052 
GEORGE RUSSELL 
'Othello Ballet Suite' Soul Note 1014 
JIMMY ROWLES & GEORGE MRAZ 
'Music's the only thing ... .' 
DOROTHY DONEGAN 
'The Explosive .. . ' 

Progressive 7009 

7056 

JOE SEALY & FRIENDS 
'Live at Errol's' Innovation JC-0004-G 
DENNIS GONZALEZ 
'Kukkia' Daagnim 04 
JEAN MARC VELLA (piano) 
'Inside' Mobile 101 INMDS) 

HAMIL TON/O'DONNELL/PARRAN 
'Formal & Informal Music' Somnath 130 

CHARLI PERSIP/ GERRY LAFURN 
Superband ST ASH 209 

GET IN THE JAZZ GROOVE! 
PREVIOUSLY UNISSUED PERFORMANCES BY JAZZ GREATS 

JAZZ GROOVE 001 

JACK TEAGARDEN/EARL HINES All Stars 

"In England" 

Jack Teagarden, trombone; Max Kaminsky, 
trumpet; Peanuts Hucko, clarinet; Earl Hines, 
piano; Jack Lesberg, bass; Cozy Cole, drums. 
Royal Garden Blues, Memphis Blues, B.asin St. 
Blues (J.T. vocal), Tea For Two, That's A 
Plenty, Original Dixieland One-Step, Struttin' 
With Some Barbecue, Rosetta. 
Concert performances recorded October 1957. 

JAZZ GROOVE 002 

HENRY RED ALLEN/COLEMAN HAWKINS 

"Stormy Weather" 

Henry Red Allen, trumpet; Coleman Hawkins, 
tenor saxophone - accompanied by: 
Earle Warren, clarinet; Marty Napoleon, piano; 
Chubby Jackson, bass; George Wettling, drums. 
Mean To Me, Lonesome Road, Sleepytime Gal, 
Summertime, All Of Me, Tea For Two, Stormv 
Weather. Recorded in New York City, 1958. 
J. C. Higginbotham, trombone; Sol Yaged, 
clarinet; Lou Stein, piano; Milt Hinton, bass; 
Cozy Cole, drums. 
Battle Hymn of the Republic, Blues, Won't You 
Come Home Bill Bailey, South, When the Saints. 
Recorded in New York City, 1957. 
Originally issued on StereoCraft Tapes. 

JAZZ GROOVE 003 

COUNT BASJE AND HIS ORCHESTRA 

Rock, April In Paris, Fawncy Meeting You, 5 

O'Clock In The Morning*, Roll 'Em Pete*, 
Every Day*, One O'Clock Jump. 
Concert performances recorded February 1959. 

JAZZ GROOVE 004 

WOODY HERMAN's Anglo-American Herd 

"In England" 

Nat Adderley, Reunald Jones, Les Condon, 
Kenny Wheeler, Bert Courtley, trumpets; Bill 
Harris, Ken Wray, Eddie Harvey, trombones; 
Woody Herman, alto sax and clarinet; Don 
Rendell, Art Ellefson, Ronnie Ross, Johnny 
Scott, saxophones; Vince Guaraldi, piano; Char
lie Byrd, guitar; Keeter Betts, bass; Jimmy 
Campbel I, drums. 
The Preacher; Like Some Blues, Man, Like; 
From Pillar To Post; Four Brothers; Opus De 
Funk; Early Autumn; Playgirl Stroll; The Wood 
Choppers Ball. Concert recordings, April 1959 

JAZZ GROOVE 005 

STAN KENTON AND HIS ORCHESTRA 

"Kenton In England" 

I'm Glad There Is You, Patterns, Stairway To 
The Stars, Intermission Riff, Granada, The 
Blues Story, Cuban Fire Medley (Fuego, Re
cuerdos, Congo Valiente), God Save the Queen. 
Recorded at the Odeon Birmingham, November 
22, 1963. 

"The Count In England" JAZZ GROOVE 006 

Thad Jones, Snooky Young, Wendell Culley, 1 SHELLY MANNE AND HIS MEN 

Joe Newman, trumpets; Henry Coker, Al Grey, "West Coast Jazz In England" 

Benny Powell, trombones; Marshall Royal, Joe Gordon, trumpet; Richie Kamuca, tenor 
Frank Wess, Frank Foster, Charlie Fowlkes, saxophone; Russ Freeman, piano; Monte Bud-
Billy Mitchell, saxophones; Count Basie, piano; wig, bass; Shelly Manne, drums. 
Freddie Green, guitar; Ed Jones, bass; Sonny Our Delight, Bags' Groove, Nightingale, The 
Payne, drums; Joe Williams, vocals*. Vamp's Blues, I've Grown Accustomed To 
The Moon's Not Green, Brushes and Brass, Bag Your Face, Cabu. 
O' Bones, Who Me?, The Deacon, Plymouth Concert recordings from March 1960. 

AVAILABLE FROM CODA MAGAZINE · $14.98 EACH PLUS MAILING (SEE PAGE 36 FOR 

THIS INFORMATION). 
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CODA MAGAZINE RECORD & BOOK MAIL ORDER SERVICE - LIST #=107 - JUNE 1982 

Send al I orders to: 
CODA PUBLICATIONS 

BOX 87 - STATION J 
TORONTO - ONTARIO M4J 4X8 

CANADA 
and mention list number when ordering. Our 

phone is (416) 368-3149. Please note that all 

prices are in Canadian dollars; US dollar pay

ments can be made at the current exchange rate 

(if by US cheque. add 50� to cover bank 
charges). Customers in the sterling area may 

arrange to pay the equivalent in pounds to our 

English agent: Rae Wittrick, 5 Whitefriars Cres

cent. Westcliff-On-Sea, Essex. England. 

Payment can be made by VISA or MASTER

CARD by simply enclosing your card's name. 

number and expiry date, along with your sig

nature. 

None of the following. prices include postage, 

which must therefore be added according to the 

number of discs ordered: 

To CANADA - postal codes G through P: 
$1.80 for 1 to 3 discs, 2511 each additional 2 
discs; other postal codes $2.15 for 1 disc, 2511 
each additional 2 discs. 

Ontario customers - please add 7% sales tax to 
total cost of records plus postage. 

To USA - $2.15 for 1 disc, $4.30 for 2-3 discs, 
6011 each additional 2 discs. 
ELSEWHERE - 1 disc $2.70 surface, $4.40 air; 
for more than 1 disc in the same parcel, rates 
vary with country. Our main customers' count
ries are I isted below; rates for others (and for 
airmail) given on request. 

NUMBER OF DISCS· 
each ad· 

COUNTRY: I 
ditional 
2 discs: 

FRANCE \ 11.50 1.00 

Spain, Finland, 2.70 PER DISC 10.60 1.20 
Italy 

SWITZERLAND 1.00 

� 9.10 

Belgium, Holland 7.85 1.25 

AUSTRIA 6.60 8.40 1.80 

--

Denmark, West 
Germany 

6.75 7.90 1.15 

U.K., NORWAY 6.00 8.40 2.40 

Sweden, Portugal, 5.20 7 00 1 .85 
Australia 

JAPAN 4.90 6.60 1.70 

New Zealand, Eire, 

South Africa 
4.70 6 20 1.55 

The above rates reflect the substantial postage 

increases of the new year. As we have done 

periodically in the past. to cut postal and print

ing costs we are eliminating from our mailing 

list the names of those customers who have not 

ordered from us in more than a year. If you are 

in this category and still want to receive this list. 

please let us know as soon as possible. 

new PABLO digital records - $13.98 each 

DIZZY GILLESPIE: Digital at Montreux, 
1980 2308.226 

OSCAR PETERSON Trio: Nigerian Market 
2308.231 

JOE PASS/JIMMY ROWLES: Checkmate 
2310.865 

EDDIE 'CLEANHEAD' VINSON: I Want A 
Little Girl 2310.866 

CLARK TERRY: Yes The Blues 2312.127 
COUNT BASIE Orch.: Warm Breeze 2312.131 
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new PABLO records - $11.98 each 
LESTER YOUNG: Live in Washington, D.C., 

1956 - Volume 2 2308.225 
JOHN COLTRANE: Bye Bye Blackbird .227 
LESTER YOUNG: Live in Washington, D.C., 

1956 - Volume 3 2308.228 
Volume 4 2308.230 

RAY BRYANT: Potpourri (trio) 2310.860 
ZOOT SIMS: The Swinger, with Ray Sims on 

trombone 2310.861 
ART TATUM: Solo Masterpieces vol.10 .862 
JOE TURNER: Have No Fear, Big Joe Is Here 

(with large band) 2310.863 
ART TATUM: Solo Masterpieces vol.11 .864 

MILT JACKSON: Big Mouth 2310.867 
ZOOT SIMS: I Wish I Were Twins, with a 

Jimmy Rowles trio 2310.868 
ART TATUM: Solo Masterpieces vol.12 .870 
ROY ELDRIDGE and the Jimmy Ryans All 

Stars (sextet, incl. Joe Muranyi) 2310.869 

J.J. JOHNSON: Concepts in Blue (big band, 
incl. Clark Terry) 2312.123 

MILT JACKSON: Night Mist 2312.124 
SARAH VAUGHAN: Copacabana 2312.125 
COUNT BASIE: Kansas City Five, with Joe 

Pass, Milt Jackson, L.Bellson 2312.126 
OSCAR PETERSON: Let the World 2312.129 
SARAH VAUGHAN: Send In The Clowns, w. 

Count Basie Orchestra 2312.130 
ELLA FITZGERALD/COUNT BASIE Orch.: 

A Classic Pair 2312.132 
JOE PASS: Loves Gershwin 2312.133 
FREDDIE HUBBARD: Born to be Blue .134 

JAZZ MAN RECORDS EACH $9.98 
a new U.S. label featuring reissues 

PHIL WOODS: Rights of Swing (1961 big 
band, ex Candid) 5001 

CHARLES MINGUS: Mingus (1960 recordings 
including Eric Dolphy, ex Candid) 5002 

CARMEN McRAE and the Kenny Clarke/ 
Francy Boland Big Band: November Girl 
(ex Black Lion) 5004 

BILLIE HOLIDAY: At Storyville (1951 & 
1953 Boston recordings) 5005 

COUNT BASIE: Ain't It The Truth (first out 
on Storyville under Joe Newman) 5006 

BEN WEBSTER: Atmosphere for Lovers and 
Thieves (1965, ex Black Lion) 5007 

STEPHANE GRAPPELLl/BARNEY KESSEL 
with the New Hot Club Quintet: I Remem
ber Django (1969, ex Black Lion) 5008 

JONAH JONES: Confessin' (1978, with Andre 
Persiany; ex Black & Blue) 5009 

SLAM STEWART: Featuring Milt Buckner & 
Jo Jones (1971, ex Black & Blue) 5010 

LIONEL HAMPTON: And His Jazz Giants, 
incl. M.Buckner (1977, ex Black&Blue)5011 

MILT BUCKNER: Rockin' Again (quartet, 
1972, ex Black & Blue) 5012 

JIMMY WITHERSPOON: Sings The Blues 
(1979; llz rec. live w. his trio, I/2 studio rec. 
w.quintet incl. Illinois Jacquet, James 
Moody, J.Rowles; ex Black & Blue) 5013 

DIZZY GILLESPIE: The Giant, with Johnny 
Griffin, Kenny Drew, NHOP, K.Clarke 
(1973, ex America; on Prest.2-LP) 5017 

CLAUDE BOLLING: Ro lling with Bolling 
(big band) 5018 

THELONIOUS MONK: Something in Blue, 
with Al McKibbon, Art Blakey (1971, ex 
Black Lion) 5019 

HAMPTON HAWE:S: Spanish Steps 
(ex Black Lion) 5022 

DEXTER GORDON: The Montmartre Collec
tion (live, w.Kenny Drew, NHOP, Al 
Heath; ex Black Lion) 5023 

new ENJA Records from Germany - $14.50 ea. 

CHARLES MINGUS: In Europe (1964, with 
Dolphy, Byard, Jordan, Richmond) 

Volume 1 3049 
Volume 2 3077 

PHIL WOODS: with Tommy Flanagan and 
Red Mitchell 3081 

NEW YORK JAZZ QUARTET: Oasis 3083 
HANNIBAL PETERSON: The Angels Of 

Atlanta, w.George Adams 3085 
FRANCO AMBROSETTI with Phil Woods, 

Hal Galper 3087 

DAVID FRIEDMAN: Of the Wind's Eye, w. 
Jane Ira Bloom, Daniel Humair 3089 

BENNIE WALLACE: Plays Monk, with Jimmy 
Knepper, Eddie Gomez, D. Richmond 3091 

GENE AMMONS: In Sweden 1973, with Red 
Mitchell, Horace Parlan 3093 

FREDDIE HUBBARD: Outpost, with Kenny 
Barron, Buster Williams, Al Foster 3095 

EDDIE 'LOCKJAW' DAVIS: Live at the Dom-
icile, with Horace Parlan trio 3097 

HAMPTON HAWES: Showcase v.l, with Roy 
Haynes, Cecil McBee (live at the Jazz 
Showcase, Chicago, 1973) 3099 

JOHN SCOFIELD Trio: Shinola 4004 

HAL GALPER Quintet: Speak With A Single 
Voice (live, w.Brecker bras.) 4006 

TOMMY FLANAGAN Trio: Confirmation, w. 
George Mraz, Elvin Jones 4014 

COLUMBIA Records - a selection from the 
Canadian catalogue. Prices according to the 
code letter in brackets: A=$6.98 8=$9.98 

C= 2-disc sets= $12.98 
LOUIS ARMSTRONG Story v.1 [A) 

v.2 (with Hot Seven) [A) 

v.3 (with Earl Hines) [Al 
v.4 [A) 

COUNT BASIE: Super Chief [CJ 

BIX BEIDERBECKE: Story v.1 [A) 

v.2 [A) 845 v.3 [A) 

ARTHUR BLYTHE: In the Tradition 
[BJ 

DAVE BRUBECK: Time Out [A) 
Time Further Out [A) 

851 
852 

853 
854 

31224 

844 

846 

36300 

8192 
8490 

CHARLIE CHRISTIAN: Plays with B.G. 
Sextet & Orchestra [A) 652 
Solo Flight [CJ 30779 

MILES DAVIS: Porgy and Bess [BJ 8085 
Kind of Blue [BJ 8163 
Sketches of Spain [BJ 8271 
Miles Ahead [BJ 8633 
Round About Midnight [BJ 8649 
Seven Steps to Heaven [BJ 8851 
My Funny Valentine [BJ 9106 
Miles Smiles fBJ 9401 
In A Silent Way [BJ 9875 

DUKE ELLINGTON: World of [CJ 32564 

ER ROLL GARNER: Concert By The Sea 
[A) 9821 

STAN GETZ: Children of the World[B) 35992 

BENNY GOODMAN: Carnegie Hall Jazz 
Concert, 1938 [CJ 160 

DEXTER GORDON: Manhattan Symphonie 
[BJ 35608 

Great Encounters [BJ 35978 

BILLIE HOLIDAY: Story,v.1 [CJ 32121 
v.2 [CJ 32124 v.3 [CJ 32127 

ROBERT JOHNSON: King of the Delta 
Blues Singers, Vol.2 

WYNTON MARSALIS 

[A) 30034 

[BJ 37574 

ROB McCONNELL & THE BOSS BRASS: 
The Jazz Album [BJ 1015 

CHARLES MINGUS: Better Git It In Your 
Soul [CJ 30628 

NEW YORK-MONTREUX CONNECTION 
[BJ 37652 

PRESERVATION HALL JAZZ BAND: New 
Orleans, Volume 1 [BJ 34549 

BESSIE SMITH: Story, v.1 [AJ 

v.2 [AJ 856 v.3 [AJ 
World's Greatest Blues Singer [CJ 
Any Woman's Blues [CJ 
Empty Bed Blues [CJ 
The Empress [CJ 
Nobody's Blues But Mine [CJ 

TAJ MAHAL: Giant Step [CJ 
The Natch'! Blues [AJ 
Tai Mahal [AJ 
Recycling the Blues &Other ... [CJ 

JAMES BLOOD ULMER: Free Lancing 

855 

857 
33 

30126 
30450 
30818 
31093 

18 
9698 
9579 

31605 

[BJ 37493 

PACIFIC JAZZ records - each $10.98 

CHICK COREA: Now He Sings, Now He 
Sobs (ex Solid State) 10057 



LEE MORGAN: The Sidewinder - with Barry 
Harris, Joe Henderson 10075 

JOE PASS: Simplicity (ex World Pacific) 
10086 

BUDDY RICH: Swingin' New Band 

BUDDY RICH: Big Swing Face 

10089 

10090 

GERALD WILSON Orchestra recordings - big 
band reissues from the West Coast including 
such musicians as Harold Land, Bud Shank, 
Teddy Edwards, Joe Pass, Victor Feldman 

You Better Believe It 10097 

Moment Of Truth 

On Stage ( 1965) 

10098 

10100 

Feelin' Kinda Blues 10101 

CLIFFORD BROWN: Jazz Immortal - with Z. 
Sims, Bob Gordon, Shelly Manne 10126 

GIL FULLER/JAMES MOODY & the Monte
rey Jazz Festival Orch.: Night Flight 10128 

RICHARD HOLMES & GENE AMMONS: 
Groovin' with Jug (1961) 10130 

TOMMY PEL TIER (tpt/flgh) with ROLAND 
Kl RK: The Jazz Corps 10131 

JOE PASS: For Django 10132 

BOOKS - A SELECTION 

All hardcover except as noted (p=paperback) 
Postage extra - see end of this section. 

BLUES 
BLUES WHO'S WHO by Sheldon Harris - a 

biographical dictionary of blues vocalists 
(775 pages; photos) (30] 19.95 

STORY OF THE BLUES, by Paul Oliver - the 
standard overall history of the blues, incl. 
copious illustrations (10] 14.95 

PHOTO BOOKS 

PICTORIAL HISTORY OF JAZZ, compiled 
by Keepnews & Grauer - a classic of its 
kind, long unavailable (12] 14.95 

DAVID REDFERN's JAZZ ALBUM - photos 
(incl. colour) by the noted English jazz 
photographer [ 1 OJ 14.95 

HISTORY 

HEAR ME TALKIN' TO VA by Shapiro and 
Hentoff - an oral history of jazz by those 
who actually made it. p [5] 6.75 

JAZZ AWAY FROM HOME, by Chris Goddard 
History of jazz and its public in Europe, 
illustrated. (10] 14.95 

LIVE AT THE VILLAGE VANGUARD, by 
Max Gordon- the story of NY's famous 
club by its owner. (5] 17.50 

CRITICISM & ANALYSIS 

THE ART OF JAZZ, by Martin Williams 
p (5] 7.95 

IMPROVISATION; its Nature and Practice in 
Music, by Derek Bailey (4] 16.50 

MODERN JAZZ: The Essential Records, by 
Max Harrison & others p [2] 7.00 

RIDING ON A BLUE NOTE; Jazz and Ameri-
can Pop, by Gary Giddins [6] 23.75 

JAZZ PERFORMANCE 

JAZZ COMPOSITION & ORCHESTRATION, 
by Bill Russo P (12] 14.35 

THE REAL VOCAL BOOK - 480 pages, spiral 
bound, of melody/words/chord symbols to 
many jazz standards p (12] 35.00 

DISCOGRAPHY & FILMOGRAPHY 

JAZZ IN THE MOVIES, bY David Meeker 
(1977 edition) [7] 10.00 

JAZZ RECORDS: The Specialist Labels, by 
Laing & Sheridan - artist;title listings for 
small jazz labels. P 

Volume 1 (labels A-L) [6] 20.00 
Volume 2 (labels M-Z) [6] 20.00 

JAZZ RECORDS 1897-1942, by Brian Rust -
the standard reference work for this period. 
In 2 large volumes. (30] 44.95 

Boy from New Orleans: LOUIS "Satchmo" 
ARMSTRONG on Records, by Hans Wester
berg p [5] 12.00 

Born to Sing; a Discography of BILLIE HOLl-
DA V, by Jack Millar p [4] 9.00 

BIOGRAPHY 

AS SERIOUS AS YOUR LIFE: The Story of 
the New Jazz, by Valerie Wilmer. A must 
for post-60s music fans p (5] 9.55 

JAZZ LIVES, by Michael Ullman (6] 11.95 

JAZZMEN, by Frederic Ramsey & Charles E. 
Smith (orig. publ.1939) p (5] 7.95 

WORLD OF EARL HINES, by Stanley Dance 
p [10] 4.50 

WORLD OF SWING, by Stanley Dance 
p [8] 9.55 

LOUIS ARMSTRONG, by Hugues Panassie 
p [4] 6.85 

Oh, Didn't He Ramble; the story of LEE 
COLLINS [8] 5.50 

Duke; Portrait of DUKE ELLINGTON, by 
Derek Jewell [7] 4.98 

To Be or Not To Bop; Memoirs, by DIZZY 
GILLESPIE (10] 19.95 

Hendersonia; the Music of Fl.£TCHER HEN
DERSON and His Musicians, by Walter c. 
Allen (incl. discography) [ 11] 24.00 

Beneath the Underdog, by CHARLES MINGUS 
p [2] 4.95 

High Times Hard Times, by ANITA O'DAV 

[8] 19.50 

Straight Life; the Story of ART PEPPER (auto-
biography; incl. discography) (11] 17.50 

Ain't Misbehavin'; the Story of FATS WALLER 
by Ed Kirkeby (incl.discog.) p [5] 5. 70 

POSTAGE: In brackets before each price is a 
weight code. Add together the codes for all the 
books ordered, then calculate postage as follows; 

CODE TOTAL Canada All other 
countries 

0 to 4 $0.50 $1.25 

5 to 8 $0.75 $2.00 

each additional 
10 or fraction $0.50 $1.20 
thereof 

PURCHASING RECORDS FROM CODA PUB

LICATIONS, THROUGH THE MAIL OR BY 

COMING TO THE JAZZ & BLUES CENTRE, 

SUPPORTS THE PUBLICATION OF CODA 

MAGAZINE. 
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10 rooms and 10 stages of simultaneous and contin
uous music, featuring Jazz from Dixieland and Blues 
to Avant Garde - and everything in between: 
mainstream, bebop, cool jazz, jazz rock, funk, 
big band jazz, vocal jazz, soul and rhythm & blues. 

LIVE ON STAGE: 
(The Original) MODERN JAZZ QUARTET -CECIL 
TAYLOR UNIT-THE GIANTS: Elvin Jones, McCoy 
Tyner, Pharoah Sanders a.o. - CARLA BLEY BAND. 
ETTA JAMES· DEFUNKT -LOUNGE LIZARDS -
ERIC GALE -ALBERT COLLINS· Screamin' Jay 
Hawkins· BENNY GOODMAN with Scott Hamilton, 
Warren Vache, Jimmy Raney, Urbie Green, Mel Lewis, 
John Bunch, Phil Flanagan -LIONEL HAMPTON -
DIZZY GILLESPIE -BOB WILBER featuring Butch 
Miles -Machito & His Salsa Orchestra -JOE PASS· 
WYNTON MARSALIS -ART BLAKEY & The Jazz 
Messengers -KOKO TAYLOR - VON & CHICO 
FREEMAN -THE GREAT GUITARS: Kessel, Byrd, 
Ellis -JAY MCSHANN - RED NORVO{TAL FARLOW 

-ARCHIE SHEPP-JIMMY GIUFFRE Trio -JOHN 
SCOFIELD Trio . Dick Hyman with Sippie Wallace & 

Linda Hopkins -San Francisco Blues Festival with 
Sonny Rhodes, Mississippi Johnny Waters, Little 
Frankie Lee a.o. -MARION WILLIAMS -GERRY 
MULLIGAN BIG BAND· Superstar Quintet with Joe 
Henderson, Freddie Hubbard, Kenny Barron, Tony 
Williams, Ron Carter -B.B. KING -STAN GETZ -
JON HENDRICKS -ART FARMER/BENNIE GOL
SON/CURTIS FULLER JAZZTET w. Cedar Walton -
TOSHIKO AKI YOSHI/LEW TABACKIN Big Band -
LESTER BOWIE - DAVE BRUBECK -Gilberto Gil 
Brazilian Band -STEPS feat. Mike Brecker & Mike 
Mainieri -DAVID MURRAY OCTET -TERUMASA 
HINO -GEORGE RUSSELL N.Y. Big Band -Astrud 
Gilberto -ABBEY LINCOLN -DAVID MURRAY Oc
tet -David Friedman Quartet with Jane Ira Bloom -
JOHNNY GRIFFIN -Ray Barretto & His Salsa Orches
tra -CLARK TERRY Allstars - GEORGE ADAMS/ 
DON PULLEN/DANNIE RICHMOND QUARTET. 

and many, many others! 120 groups, over 650 artists! 
(program subject to alterations) 

Extra Added Attractions: JAZ2 FILM FESTIVALintwo 
cinemas (in the same building!), featuring rare jazz 
films, JAZ2 SHOPPING CENTRE, continuous VIDEO 
SHOWS, FREE CONCERTS, JA.22. EXHIBITION, 
fully licensed BARS and SNACKBARS and RESTAU
RANTS, etc. etc. 

A ONCE IN A LIFETIME EXPERIENCE 
UNIQUE IN THE WORLD OF JA22. 
Ask for free brochure with all further details: 
NORTHSEA JAU FESTIVAL/PAUL ACKET, 
P.O.B. 87918 - 2508 DH The Hague, Holland 
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Sie kOnnen lhre Anfrage in Deutscher Sprache schreiben 
Vous pouvez nous ecrire en franc;ais 

CANADA - Archie Alleyne's return to an active musical career 
has already been beneficial for listeners in Toronto. He has 
worked with Jim Galloway (notably a Sheraton Centre/CKFM 
gig with Rob McConnell the other featured artist) but, more 
importantly, he and vibraphonist Frank Wright have put together 
a quartet which is already showing signs of becoming a signifi
cant part of the scene. The co-leaders brought back to the I ime-
1 ight pianist Connie Maynard and bassist Billy Best to complete a 
group of experienced musicians who gave a lot to Toronto's 
jazz community in the 1950s. It is good to have them back in 
action and their recent one week stint at George's Spaghetti 
House confirmed the initial reactions of people who heard 
them in their debut performance at Jodie's. 

"Talmadge Farlow" is a sensitive film portrait of an 
outstanding musician whose dedication to his craft has often 
stood in the way of his image as a performer. This hour-long 
film shows the musician around his house in rural New Jersey, 
jamming with Lennie Breau and collaborating with Tommy 
Flanagan and Red Mitchell in both rehearsal and performance. 
While the film belabors the point of Farlow's many absences 
from the scene ( = New York exposure) Red Norvo in one 
sentence demolishes the whole facade when he says that Farlow 
had never been away- he was always playing in some roadhouse 
somewhere in New Jersey. It was just that he chose not to work 
in New York. The sequences with Flanagan and Mitchell are 
outstanding. What a marvelous trio they make. 

"Talmadge Farlow" was shown twice at Harbourfront (a 
federally funded cultural arcade) free of charge, but as is usually 
the case with grant-supported arts organisations, no effort was 
made to reach the very people who would have been thrilled to 
see this film. Indeed, most of the jazz community only became 
aware of the showing after the event and it wouldn't surprise me 
to know that others are now finding this out for the first time 
as they read these comments. 

Jim Galloway's Wee Big Band has been contracted to record 
an album for CBS Records. A compromise was necessary, of 
course, as CBS is looking for something to achieve the kind of 
commercial success which has come the way of The Spitfire 
Band, a CTL creation of studio musicians redoing the hits of the 
Big Band Era. Compromise in the form of Jack Duffy on some 
vocals and repertoire choices were necessary for this project to 
come to fruition. Hopefully the quality of the band will be cap
tured in this project. 

This year's Juno Awards ceremony took place April 14 
and the televised event managed to have rock music played 
behind the announcements of the jazz awards. The final 
nominations were "Au Privave" by Wray Downes and Dave 
Young (Sackville), "Jump Street" by Peter Leitch (Jazz House), 
"Live at the El Mocambo" by Rob McConnell and the Boss 
Brass (Dark Orchid), "Clear Vision" by Joe Sealy (Sackville) 
and "The Brass Connection" (Innovation). The latter disc, a 
studio band organised by Doug Hamilton comprising five trom
bones and rhythm playing original charts by leading Canadian 
musicians, was the final winner of the award. 



Claude Ranger's new quartet was on display 
at the Music Gallery on May 15 ... Mother Neces
sity Jazz Workshop closed its doors at the 
Drake Hotel in April and Ted Moses took his 
talents to Yorkville Avenue where he is en
sconced in a new club called T.O. 

Dizzy Gillespie came into town to partici
pate in a one-night benefit concert for the Ron 
Satok School/Art Through Awareness and Ac
tion on April 5. The performance was electri
fying, by all accounts, and the trumpeter was 
ably supported by P.J. Perry. Ed Bickert, Steve 
Wallace and Jerry Fuller. 

Bob Wilber will lead the Smithsonian Jazz 
Repertory Ensemble in concert May 12 at the 
Guelph Spring Festival. He will also conduct a 
workshop the following day. 

M.T. Kelly writing in The Globe And Mail on 
March 27 has joined the body of writers who 
are becoming increasingly aware of the deterior
ating standards at the C.B.C. The focus of the 
article concerned the "moronic glorification of 
(American) mass pap" on the Friday evening 

segments of The Journal, CBC T V's visual 
equivalent of As It Happens/Variety Tonight. 
M.T. Kelly rightly points out that this is an 
"absolute betrayal of its mandate" but this is 
nothing new to jazz musicians and listeners. 
There has been a steady erosion of programming 
over the past few years and has now reached a 
nadir with the extermination of "Jazzland." 
It was the final version of programs which had 
existed since 1954 dedicated to presenting 
Canadian musicians in uncompromising situa
tions. These presentations of Canadian musi
cians from Coast to Coast has been largely 
responsible for the increasing awareness of 
Canadians for their own musicians. Now we are 
to have yet another record program in its place. 
The CBC has a commitment to spend a certain 
amount of money a year on music programs 
(with musicians) but with the demise of Jazz. 
land where is this money going to be used? The 
CBC is in crisis. They have virtually eliminated 
staff positions for creative programmers and 
replaced them with contract positions which 
are notable mostly for their instability and lack 
of authority. Consequently there is a paucity 
of ideas and knowledge at the creative level of 
the Corporation while the administrative bur
eaucracy often precludes interesting ideas from 
being developed. It is a sad state of affairs for 
many who work there but it is potentially 
disastrous for musicians, listeners and those 
who look to the CBC for some kind of cultural 
leadership. After all, they are the only federally 
mandated communications organisation which 
has the responsibility and power to reach 
Canadians from coast to coast. And it is our 
money (the taxpayers') which funds it. 

The Rising Sun has been a leading catalyst 
in Montreal's jar r.-:mmunity for ten years. It 
is now hanging by a thread. Dou Dou Boice!, 
the owner, has experienced lean times since he 
moved the club's location to the old Rockhead's 
Paradise on St-Antoine Street West. He is now 
looking for investors to come to his aid. 

The sounds of jazz can be heard every 
Saturday night between 8-10 PM on CKOR-FM 
Penticton, B.C. The programs are produced 
and narrated by Ralph Tapp. Tapp is also in 
the process of organising an Okanagan Jazz 
Society. 

Trombonist Alfie Jones, once an active 
member of Toronto's jazz community where he 
played with Mike White's Imperial Jazz Band, 
died Apri I 21. We also have a report that 
bassist Ian Henstridge died in March but have 

no further details. - John Norris 

ODDS & SODS 

Violinist Leroy Jenkins celebrated his 50th 
birthday March 11 at a party held at the Out
ward Vision offices in NYC. He left April 1 
for a two week tour of Austria and Italy ... 
Lionel Hampton is celebrating his 74th birthday 
with a whirlwind tour of Europe and Japan 
where he will stop in 36 cities ... David Baker, 
Chairman of the Jazz Studies Department at 
Indiana University, Bloomington, was honored 
with the "Hal I of Fame" award at the National 
Association of Jazz Educators' convention in 
Chicago. 

Malachi Thompson and Shamek Farrah gave 
two shows April 2 at Brooklyn's Gass Station 
Music Loft .. .Vibist Harry Sheppard was featured 
at Condon's April 18 ... The Harvey Swartz 
String Ensemble has been the resident group for 
the Sunday brunches at Lush Life recently .. 
the Grace Testani Quintet with Jim McNeely, 
Chip Jackson, Peter Grant and Nydia "Liberty" 
Mata were heard April 22 at Mikell's ... Drummer 

Jo Jones was honored April 23 at the Village 
Gate in an event spearheaded by Max Roach, 

Cobi Narita and Jamil Nasser ... Bill Dixon ap

peared at the Third Street Music School on 

May 8 ... Sweet Basil organised a benefit for 

Saint Luke's rebuilding with an impressive 

array of New York musicians on May 3 ... The 

Universal Jazz Coal it ion celebrates Women in 

Jazz June 13-20 in various New York locations ... 

Earl Warren is back from Europe and was heard 

in April at the West End with Dicky Wells ... 

Pianist Patti Bown is active on the scene and she 

recently appeared at Sweet Basil and gave a 

concert in Central Park with Bob Cunningham 

and Frank Gant. She can be contacted at 

Universal Arts and Folklore, 463 West Street, 

No. 706-D, New York, N.Y. 10014 ... WKCR 

Radio programmed extensive features on Billie 

Holiday, Charles Mingus and Duke Ellington in 

April.. Billy Bang, in duet and quartet with 

Charles Tyler, will perform at Inroads (150 Mer

cer Street, at Houston), July 1 to 3. 

The Jazz Society of Philadelphia is holding 
its second annual festival July 10. Featured 
artists include Woody Shaw's Quintet, Rufus 
Harley, The Visitors and Reverie. 

The Boston Improvisers Group (Joe Morris, 
c/o Barnes. 72 Foster St., Cambridge, Mass. 
02138) is an artists cooperative recently formed 
in Boston. Their inaugural event was a seven 
day festival in various locations March 17-23 ... 
Miles Davis was scheduled to return to Boston 
April 1. A new double LP is supposed to be 
coming from CBS ... Joanne Brackeen was feat
ured April 13-14 at Studio Red Top ... The 
Boston Phoenix published a jazz supplement 
March 23 with interesting articles and interviews 
about Anthony Davis, James Williams and Bruce 
Lundvall .. .The McCoy Tyner Quartet performed 
April 13 at Dartmouth College. 

The Artpark Jazz Festival at Lewiston, N. Y. 
(Buffalo/Niagara Falls) has brought forward its 
weekend festival this year to August 13-15. 
Chick Corea and Gary Burton will be featured 
Friday night and the Ray Charles show will do 
the Saturday matinee at 2 PM. Teddy Wilson, 
Clark Terry, Red Norvo, Zoot Sims, Milt Hinton 
and Louis Bellson are the "Swing All Star 
Reunion" who will be on stage Saturday 
evening. The Cecil Taylor Unit will perform for 
the Sunday afternoon matinee and Mel Torme 
and Buddy Rich will join forces for the Sunday 
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PROGRAM IN JAZZ STUDIES 

*FULL AND PART TIME STUDIES* 

* SUMMER AND WINTER COURSES * 

FOR MUSICIANS INTERESTED IN COMBO 

OR BIG BAND JAZZ PERFORMANCE * 

IMPROVISATION * ARRANGING * COM

POSITION * AND RELATED SKILLS 

M.F.A. PROGRAM IN 

MUSICOLOGY 

FOR STUDENTS INTERESTED IN NORTH 

AMERICAN MUSIC * JAZZ STUDIES* ETH

NOMUSICOLOGY * 20TH CENTURY MUSIC 

HISTORY AND THEORY * 

ADDRESS INQUIRIES TO: 

DEPARTMENT OF MUSIC 

YORK UNIVERSITY 

4700 KEELE STREET 

DOWNSVIEW (TORONTO) * ONTARIO 

M3J 1P3 *CANADA 

TELEPHONE (416) 667-3246 OR 667-3365. 
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night finale. Additional jazz events at Artpark 
include the Boss Brass and Anita O'Day (July 
271, The Preservation Hall Jazz Band (July 281 
and Alberta Hunter (August 81. 

The East Lansing Blues & Jazz Festival was 
held April 29 through May 2 with Willie Dixon, 
Bobo Jenkins. Jaco Pastorius, the Legendary 
Blues Band and Mighty Joe Young among the 
participants ... The Sons of Bix were heard April 
25 at Cincinnati's Cuvier Press Club in a concert 
sponsored by the Classic Jazz Society of 
Southwestern Ohio. 

McCoy Tyner's group was at San Francisco's 
Keystone Korner April 20-25 and was followed 
by the Bobby Hutcherson All Stars from April 
28-May 3. Harold Land, Curtis Fuller, Cedar 
Walton, Buster Williams and Billy Higgins com
pleted the group - which was recorded live for 
Timeless Records ... Season tickets are now on 
sale for this year's Monterey Festival (Septem
ber 17-191. Write P.O. Box JAZZ, Monterey, 
Cal if. 93940 for more information. Herb Wong 
is compiling a box set of musical highlights 
from the festival's previous years to celebrate 
the silver anniversary of the event. 

Al Casey appeared at London's 100 Club 
April 25 with Alan Littlejohn's band as part of 
his British tour ... Max Jones, one of the world's 
most respected writers on jazz officially retired 
from the Melody Maker recently but expects to 
remain active on a freelance basis .... Burton 
Greene's Quartet was on tour of Germany and 
Austria in May ... Both the Moers and Groningen 
festivals take place May 28-30 ... This year's 
Montreux Festival runs from July 9 to 25 with 
jazz the featured music during the latter part 
of the event ... Hundreds of musicians and thou
sands of fans will converge on the Hague for the 
annual summer fTl<ldness known as the North 
Sea Festival July 16-18. 

Don Tarrant, who compiled the Sonny 
Hollins complete discography being published 
in Discographical Forum (44 Belleville Road, 
London SW11 6QT, England) advises that the 
Village Gate session was recorded July 2, 1965 
and that lzenzon is the correct spelling of the 
bassist. Finally the original issue of Don't Stop 
The Carnival should read RCA (El RD/SF 7524. 
These are corrections/additions to the discogra
phy of Sonny Rollins on RCA published in 
Coda no. 183 ... Marion Brown remains an active 
musician and performs regularly as a solo 
saxophonist at a restaurant in Northampton, 
Mass. He recently published a cassette playing 
such standards as Since I Fel l  For You, Black & 

Tan Fantasy, I Can't Get Started, Don't Take 

Your Love From Me and Mon k's Mood/Epi

strophy. This cassette is available from P.O. 
Box 35, Northampton, Mass. 01061. 

Yazoo Records has fol lowed up its success
ful collection of Blues Cards with a 36 card set 
of "Early Jazz Greats." An LP will also be· 
released soon in conjunction with the cards. 
They are available by mail for $7.00 postpaid 
from Yazoo Records, 245 Waverly Place, New 

York, NY 10014 ... "Art Pepper: Notes From A 
Survivor" is a 48 minute documentary film by 
Don McGlynn about the saxophonist. It was 
shown March 26 at Filmex '82 in Century City. 

Coming from Fantasy this spring are LPs by 
Freddie Hubbard, Johnny Griffin, Bill Evans 
(mid-seventies solo and duo material), Art 
Pepper I ive at Maiden Voyage, Red Garland 
with George Coleman and a trio LP by Ron 
Carter, Herbie Hancock and Tony Williams ... 
The Palo Alto jazz records are finally surfacing 
and the most recent release includes LPs by 

Pepper Adams, Lanny Morgan, Terry Gibbs/ 
Buddy DeFranco, Tee Carson, The Barone 
Brothers and Full Faith & Credit Big Band .. 
Xanadu are readying LPs by Hampton Hawes, 
Kenny Barron, Coleman Hawkins, Georgie Auld 
and Peter Prague ... Sackville now have available 
LPs by Archie Shepp ("I Know About The 
Life"), Frank Rosolino with the Ed Bickert 
Trio ("Thinking About You"),The Sackville All 
Stars with Buddy Tate, Jay McShann, Jim 
Galloway, Don Thompson and Terry Clarke 
("Saturday Night Function") and the Bill Smith 
Ensemble ("The Subtle Deceit of the Quick 
Gloved Hand") as well as distributing a new 
Onari release by Paul Cram's Vancouver based 
band ("Blue Tales in Time") ... Anthony Davis's 
Gramavision LP "Episteme" is now available 
but Oliver Lake's "Jump Up" has still to appear 
at this writing ... Bob Szajner's Triad Productions 
is collaborating with John Snyder at Artists 
House in the production of new material. LPs 
by James Blood Ulmer and Gil Evans have been 
released but initially will only be sold throuqh 
the mail (40 West 37th Street, New York, NY 
100181. Planned for the future are some 
potentially fascinating albums: Ornette Cole
man Quartet (with Cherry, Haden, Higgins ) ; 
Ornette Newport '77 (2 LP set), solo piano by 
Gil Evans and more by Art Pepper and the 
Thad Jones/Mel Lewis Quartet ... New from The 
Smithsonian Institution are LPs by Art Tatum 
and Paul Whiteman ... V.S.O.P. Records, P.O. 
Box 50082, Washington, DC 20024 is making 
available through the mail some obscure collec
tors' items in brand new pressings. Available 
now are "J.R. Monterose in Action" (1964 
session), Elmo Hope ILPs from Celebrity 209 
and Beacon 401) and Don Fagerquist !Mode 
124) ... Sacramento Jazz Records, 4900 Whitney 
Blvd., Rocklin, Calif. 95677 have a catalog of 
traditional jazz records with several LPs by the 
Fulton Street Band, Peanuts Hucko, Jimmie 
Rivers and Wilda Baughn ... Alligator will be 
issuing an LP of new songs by Hound Dog 
Taylor which comes from 1971 and 1973 

PAUL CRAM (photograph by David Lee) 



sessions ... England's JSP label is preparing a new 
Cleanhead Vinson LP ... Gunter Hampel has re
leased a two volume digital session of his big 
band on Birth Records 0034/0035 ... MPS has 
entered the Freddie Hubbard stakes with an LP 
called "Rollin'." This was recorded live at the 
Villingen Jazz Festival in May 1981. 

Legendary drummer Sonny Greer died on 
March 23 in New York; he was 78 ... Bassist 
Tommy Bryant died January 2 ... Guitarist Gabor 
Szabo died February 26 in Budapest. He was 
45. Singer Ann Richards died of gun shot 
wounds in Los Angeles April 1 ... Pianist Dave 
"Fat Man" Williams died in New Orleans 
March 13. - compiled by John Norris 

ARTISTS CONTACT 

This column lets musicians make their addresses 
known to those who want to contact them for 
concerts, workshops or recordings. Our regular 
advertising rates still apply to the music com
munity in general, but musicians may purchase 
"Artists Contact" ads for a flat fee of $8.00 per 
insertion (maximum 40 words). We also offer a 
single free insertion in the "Artists Contact" 
section to musicians who purchase a new Coda 
subscription. Payment must accompany order. 

RAN BLAKE 

Piano soloist / Ran Blake Quartet - Contact: 
Greg Silberman, Manager for Ran Blake, Silber
man Associates, 11 Chestnut Place, Brookline, 
MA 02146. Telephone (617) 262-1120 X352. 

NDIKHO & NOMUSA XABA 
South African duo - piano, poetry, percussion 
misc; African instruments; contact NONKOSI 
MUSIC C/O ANC(S.A.), Box 302, Adelaide P.S., 
Toronto, Ontario M5C 2J4 Canada. (416) 
532-2067. 

THE BILL SMITH ENSEMBLE 

Bill Smith (reeds), David Lee (bass & cello), 
David Prentice (violin) - Onari Productions, 
191 Howland Avenue, Toronto, Ontario M5R 
3B7 Canada. Telephone (416) 593-0269. 

SMALL ADS 

This section is for individuals and organizations 
to advertise non-display items. Cost is 40c;t per 

word ($8.00 minimum), payment to be made 
when copy submitted. Boxed ads $1.00 extra 
per insertion. There is a 10% discount on ads 
purchased for 10 consecutive issues . 

BOOKS 

By JACK REILLY 
Improvisation Texts for Solo Jazz Piano 

Vol. I The Blues Form $ 25.00 - Vol. 11 The 

Song Form $35.00 - Vol. 111 The Free Form 

$45.00. Contains Jack Reilly's own brilliant 
compositions, etudes and unique method 
based on modal counterpoint. "Highly struc
tured" - Bob Doerschuk, CK 3/82. 
To Order: Add $1.50 postage per book, 
$5.00 foreign per book. 
Unichrom Publishing Co., Dept. CO, 125 
Prospect Park West, # 6B, Brooklyn, N.Y. 
11215 USA/ (212) 768-4053. Also available 
personalized cassette lessons. Write for info 
c/o Jack Reilly. You can hear Jack on Rev
elation & Carousel Records. 

DISCOGRAPHIES 

ORNETTE COLEMAN 1958-1979: A Disco
graphy, by Wild & Cuscuna. Complete inform
ation on all recordings; biography; photographs. 
Now available, $6.50 US postpaid. Still avail
able - Recordings Of John Coltrane: A Disco
graphy, Second Edition. Revised, enlarged, 
updated. $7.50 US postpaid. Also available: 
disc'ribe, a journal of discographical information. 
Subscription - $5.00 US; single issue - $1.50 US. 
WILDMUSIC, Dept. A, Box 2138, Ann Arbor, 
Ml 48106 USA. 

FILMS 

Imagine The Sound is available in 16 mm, 
color: running time 91 minutes. For theat
rical and non-theatrical distribution in Eng
land, France and Germany direct inquiries to 
TCB Releasing Ltd., Stone House, Rudge, 
Frame, Somerset BA11 200 England; phone 
(0373) 830769 I telex 337492. 
Direct all other inquiries to International 
Tele-Film Enterprises, 47 Densley Avenue, 

Toronto, Ontario MGM 5A8 Canada; phone 
(416) �41-4483. 

CECIL TAYLOR · Bill DIXDR 

ARCHIE SHEPP · PAUL BLEY 
JOHN BETSCH · ART DAVIS • SANTI DEBRIANO • FREDDIE WAITS . KEN WERNER 

A FILM PRODUCED BY RON MANN AND BILL SMITH 

JAZZ FILMS 
"The New Music: 

Bobby Bradford & John Carter" 
(16 mm, color, 28 mins, 1980) 

& 

"Jazz Snack" 
(Bradford & Carter play Woman) 

(16 mm, color, 8 mins, 1980) 
Films by Peter Bull and Alex Gibney 

info, rental or purchase: 

Peter Bull/Long Shot Productions 
26 Tiffany Place 

Brooklyn, N.Y. 1123 1 U.S.A. 

INSTRUMENTS 

DOUBLE BASSES: Largest collection in 
Canada. Buy-Sell-Rent-Appraise. Dr. George 
Woodall, (416) 226-6987. 

JAZZ SOCIETIES 

ELLINGTON ENTHUSIASTS! The Duke Ell
ington Society, Toronto Chapter, meets the 
2nd Tuesday of each month to explore the 
music of the Duke. New members welcome! 
For details, call Jack Buckley (416) 274-7712, 
or Alan Hughes (416) 233-9653. 

MAGAZINES 

LIVING BLUES, America's leading blues maga
zine since 1970; news, reviews, interviews. 
Sample copy $2.00, or $8.00 for one year (4 
issues) from Living Blues, 2615 North Wilton, 
Chicago, Illinois 60614 U.S.A. 

JAZZ INDEX. Semi-annual index to articles 
and reviews in 70 periodicals from 13 countries. 
Subscription: US $24, individuals, US $48 in
stitutions. Norbert Ruecker, P.O. Box 4106, 
D-6000 Frankfurt 1, West Germany. 

JAZZ OTTAWA - for the best in jazz & blues 
in Canada's capital. Members receive free news
letter, record and special event discounts, films, 
concerts, and more. Only $10 annually 

Contact Box 2068, Station D, Ottawa, Ontario 
K1P 5W3. 

JAZZ TIMES (formerly Radio Free Jazz) -
special feature articles; indispensable jazz indus
try coverage; latest information on all jazz re
leases; reviews of the best of latest releases and 
reissues. 1 year (12 issues) $10; 2 years (24 
issues) $18. Order from Jazz Times, Dept. C1, 
3212 Pennsylvania Avenue S.E., Washington, 
D.C. 20020 U.S.A. 

CADENCE, the monthly review of Jazz and 
Blues. Interviews, oral histories, hundreds of re
views, news. Complete coverage of the whole 
scene. Fantastic. Sample $1.50, 1-year subscrip
tion $15.00, outside the USA $16.00. If you're 
serious about your jazz and blues interests try 
us. Cadence, Route 1, Box 345, Redwood, 
N.Y. 13679-9612 U.S.A. 

RECORDS 

JAZZ LP'S: cutouts, reissues and imports, 
sealed and at set prices. THCC, Dept. BC, 
P.O. Box 107, Drexel Hill, PA 19026 U.S.A. 

On request new Jazz Auction LP catalog of 
over 2,000 rare, out-of-print entries. Very 
reasonable minimums; records in beautiful 
condition. Record Heaven, 1046 North 
Highland Ave., Atlanta, GA 30306 USA. 

JAZZ LPs. Rare, out-of-print and current. Free 
price and auction lists. Wm. Carrara, 25 
Aberdeen Street, Ma lverne, N. Y. 11565 USA. 

RARE out-of-print Jazz lp's for sale by 
auction. Free lists. Leon Leavitt, P.O. Box 
38395, Los Angeles, California 90038. I also 
buy/trade rare lp's. Top$ paid. 

FREE LISTS of rare jazz lp's at auction. 
Older jazz literature at auction. Gary Alderman, 
P.O. Box 9164, Madison, WI 53715 USA. 

CODA 39 



Paramount, Gold Star, J-V-B, Rich-R-Tone, 
O.R.S., etc. - 78s. Nation's Forum, Vogue, 
Herwin, Victor 23s, Royal Blues, etc. Top 
Stuff, with more on the way.. blues, jazz, 
country, gospel, dance, personality, opera, pop, 
foreign, ethnic - 78s, LPS, books, photos, catal
ogs, etc. Shellac tests - air checks and more! 
SALE OR TRADE - Grading and delivery 
guaranteed, 20 years experience - Lists: Mike 
Stewart, Box 55, Austerlitz, N.Y. 12017 USA. 

JAZZ RECORDS. Over 175 U.S. & import 
labels featuring Dixieland - Big Band - Western 
Swing - Soundtracks records plus much more. 
For a free copy of our recent catalog supple
ment please write: World's Records, P.O. Box 
2613, Dept. C, San Rafael, CA 94913 USA. 

DAYBREAK EXPRESS RECORDS 
"Specialists In Jazz Mail Order" 

Can't find the records reviewed in Coda and 
other jazz magazines? Daybreak carries the 
largest selection of major, independent, im
port and budget jazz LPs available. Send 
$2.00 for our comprehensive 116-page 1981 
Master Cata log to: 

Daybreak Express Records, 
P.O. Box 250, Van Brunt Station, 

Brooklyn, N. Y. 11215 U.S.A. 
You will automatically receive free monthly 
supplements keeping you up to date with 
the latest jazz releases. 
(Foreign customers please note: payment in 
U.S. funds only). 

BACK ISSUES ST ILL AVAILABLE 

CODA MAGAZINE 

BACK ISSUES OF CODA still available - $2.00 
each postpaid or 10 for $15.00 (164/5 counts 

as two issues and costs $3.00 per cppy). 

MAY 1967 (Albert Ayler, Earle Warren) 

AUGUST 1973 (Louis Armstrong Special) 

127 (March 1974 - Gene Krupa) 

128 (April 1974-Anthony Braxton, Blues Poets) 

129 (May 1974 - Kenny Hollon, Larry Coryell) 

130 (July 1974 · Mary Lou Williams, Jimmy 

40 CODA 

COLLECTORS RECORDS - 60,000 LPs sold@ 
auction - International service since 1971 in: 
(1) Jazz, Swing Bands, Jazz Vocals; (2) Sound
tracks, original cast, TV; (3) Country/Western; 
(4) Personalities, Folk, Instrumentals, Vocals, 
Comedy, (5) R&B, R&R, Rock, Blues. Specify 
list from: Ray Macknic, P.O. Box 7511, Dept. 
G, Van Nuys, California 91406 U.S.A. 

SCORES 

JAMES NEWTON Compositions - Quality Man
uscript: Feeling - $6.00; Paul's Dream Of Free
dom - $5.00; Solomon, Chief Of Wise Men (alto 
flute) - - $6.50. Flute Quartets: San Pedro 
Sketches - $20.00; The Neser - $20.00. Send 
cheque or money order to Janew Music Publi
cations, P.O. Box 43A47, Los Angeles, California 
90043-0108 USA. 

STORES 

AN HONEST TO GOSH 1926 MUS IC STORE! 

Vintage phonographs - Victor, Edison, Columbia, 
Brunswick. Music cabinets. Thousands of 78s 
at reasonable prices, piano rolls, sheet music, 
out-of-print jazz & Broadway Shows. LPs & 45s, 
cylinders, discographies, & show biz memora
bilia. Everything from Edison to Elvis. THE 
OLDE TYME MUSIC SCENE, 917 Main, Boon
ton, N.J. 07005. Closed Monday & Tuesday. 
Call 201-335-5040. Hours: Wed, Thurs, Sat 10-
5; Sun 12-4; Fri 12-8. 

Rogers, Morris Jennings) 

131 (September 1974 · Rashied Ali/Andrew Cy
rille/Milford Graves, Johnny Hartman, Swing) 

132 (October 1974 - Karl Berger, Jazz Cross
word, Johnny Shines) 

133 (November 1974 - Charles Delaunay pt. 1 ,  
Rex Stewart, Howard King) 

134 (December 1974 - Julian Priester, Steve Mc

Call, Muggsy Spanier Big Band) 

135 (January 1975 -J.R. Monterose, Armstrong 
Fil mography, Strata-East Records} 

137 (April 1975 - Mose Allison, Ralph Sutton, 
Nathan Davis, Cross Cultures) 

144 (February 1976 - Art Farmer, Woody Shaw, 
Red Rodney, A Space Concerts) 

145 (March 1976 - Betty Carter, Marc Levin, 
Pat Martino, Ben Webster European disco.) 

146 (April 1976 - Delaunay pt. 2 ,  Leroy Coop
er, Noah Howard} 

147 (May 1976 - Oliver Lake, Miles Davis) 

148 (June 1976 - Harold Vick, Jimmy Heath) 

150 (Sept. 1976. Milford Graves, Will Bradley) 

151· (Oct. 1976. Don Pullen, Benny Waters) 

152 (Dec. 1976 - Warne Marsh, Bill Dixon) 

153 (Feb. 1977 - Steve Lacy, Marty Grosz, Mai 
Waldron, Blues News) 

154 (April 1977 - Milt Buckner, Christmann/ 
Schonenberg Duo) 

155 (June 1977 - George Lewis, Lloyd Glenn) 

156 (Aug. 1977 - Stephane Grappelli, Stuart 
Broomer, Moers Festival, Hot Club de France) 

157 (Oct. 1977 - Bobby Bradford, John Carter, 
Chet Baker, Butch Morris) 

158 (Dec. 1977 - Joseph Jarman, Eddie Durham, 
Bobby Hackett) 

159 (Feb. 1978 - Randy Weston, Milt Hinton) 

160 (April 1978 - Willem Breuker, Joe Pass, 
Enrico Rava, European labels) 

161(June1978 -20th Anniversary Issue: Julius 
Hemphill, Doc Cheatham, Jazz Literature, etc.) 

T-SHIRTS 

SACK VILLE T-SHIRTS Cameo logo of Roscoe 

Mitchell. Dark blue on light blue. sizes medium

large-extra large High quality cotton-polyester. 

$7.00 Canadian postpaid from Sackville Record· 

ings, Box 87. Station J. Toronto, Ontario M4J 

4X8 Canada. 

CHARLIE PARKER• 
TRANE WI SOPRANO 
(PICTURED)•TRANE 
WI TENOR•BILLIE 

SHRUNK COTION "HEAVY" T-SHIRT S•M•L•XL 

$8 POSTPAID OVERSEAS ADD $I FOR AIR MAIL 

BIRD LIVES!•P.O. BOX 87C 
NEW LISBON Wl•53950•USA 

SEND SASE (US. STAMPS) OR 2S< FOR CATALOG 

WANTED 

JAZZ LPS wanted for cash or trade. Vortex 
Records, 139 Dundas Street East, Toronto, 
Ontario M5B 1 E3. Phone 366-2046. Top cash 
paid. 

162 (Aug. 1978 - James Newton, Sonny Clark, 
George Russell, Moers Festival) 

163 (Oct. 1978 - Henry Red Allen, Frank Lowe, 
Albert Nicholas) 

164 /5 (Feb. 1979 - SPECIAL DOUBLE ISSUE: 
Jeanne Lee, Gunter Hampel, Lester Bowie, Hank 
Jones, Vinny Golia, Nick Brignola, Red Holloway) 

166 (April 1979 - Paul Bley, Larry Dubin, Jess 
Stacy, Bley discography) 

167 (June 1979 - Evan Parker, lncus Records, 
Red Callender, Bill Russell, Rava Sax Quartet) 

168 (Aug. 1979 - Albert Mangelsdorff, Barry 
Altschul, Moers Festival, Blues News) 

169 (Oct. 1979 - Amina Claudine Myers, Kenny 
Burrell, Pisa & Bracknell Festivals) 

170 (Dec. 1979 - Abbey Lincoln, Olu Dara) 

171(Feb.1980- Archie Shepp, Dewey Redman) 

172 (April 1980 - Max Roach - Herb Ellis -
Rahsaan Roland Kirk - Jazz Literature - Blues) 

173 (June 1980 - Art Blakey, Roy Eldridge, 
Ellis Marsalis & Alvin Batiste) 

174 (Aug. 1980 - Leroy Jenkins, Jemeel Moon
doc, Eddie Jefferson, Charles Brackeen) 

175 (Oct. 1980 - Anthony Davis, Dave Burrell_, 
Beaver Harris/Don Pullen, Pisa Festival) 

176 (Dec. 1980 - Abdul Wadud, Dave Baker, 
Fred Katz, Writers' Choice, Blues News) 

177 (Feb. 1981 - Milt Jackson, Sheila Jordan, 
Keshavan Maslak, Jazz Literature) 

178 (April 1981 - Dexter Gordon, James Clay, 
Imagine The Sound, Al Neil) 

179 (June 1981 - Dannie Richmond, Jimmy 
Knepper, Blues News) 

180 (October 1981 - McCoy Tyner, Joe Sealy, 
Loek Dikker, Fred Van Hove) 

181(December1981 - CHARLIE PARKER: 
Chan Parker, Jay McShann, Ted Joans, Sadik 
Hakim, Gene DiNovi) 

182 (February 1982 - Steve McCall, Michael 
Carvin, Jack DeJohnette, Writers' Choice) 

183 (April 1982 - Roswell Rudd, Art Davis, 
Milford Graves, Rollins on RCA) 



Live performances 
summer 1981-ltaly 

A �'Voice WORLDWIDE EXCLUSIVE DISTRIBUTION 

A VERY PRECIOUS 

"NUMBERED" COLLECTION 

-- 5 LP-SET: AN AUTHENTIC ANTHOLO

GY OF FREDDIE HUBBARD WITH DAVID 

SCHINITTER, BILLY CHILDS, LARRY 

KLEIN, CARL BURNETT AND SINCLAIR 

LOT. 

-- 5 LP-SET: EXCEPTIONAL INTERPRE

TATIONS OF FAMOUS "CLASSICS " RE

CORDED "LIVE" DURING THE CONCERTS 

PERFORMED IN ITALY LAST MAY. 

-- 5 LP-SET: A LIMITED EDITION OF 

ONLY 2999 COPIES RIGOROUSLY CON

TROLLED AND AUTHENTICATED BY A 

NOTARY WHO WILL LEGALLY CONTROL 

THE SALE OF THE LP SETS UNTIL THE 

DONATION OF THE "METAL MOTHERS" 

TO AN INTERNATIONAL ORGANISATION 

OF PUBLIC LAW AND RIGHTS. THE WORK 

OF FREDDIE HUBBARD IN 2999 COPIES IS 

ALSO AUTHENTICATED BY AN AFFIDA

VIT COUNTERSIGNED BY VILLAGE VOICE 

SRL A COPY OF THIS DOCUMENT WILL 

BE SENT WITH EVERY COPY SOLD. 

-- 5 LP-SET: THE TOTAL PRICE IS DOL

LARS 125.00 (one hundred and twenty five 
dollars) WHICH INCLUDES AIR MAIL PO

STAGE AND PACKING. THE SALE WILL BE 

PAYMENT MUST BE IN ADVANCE 

THROUGH POST OFFICE MONEY ORDER 

OR CHEQUE WHICH WILL GIVE THE 

CUSTOMER THE RIGHT TO A RESER VA

T/ON NUMBER. 

-- 5 LP-SET: YOUR FULL NAME AND 

ADDRESS SHOULD BE TYPEWRITTEN TO 

AVOID ERRORS, DELAYS AND DISPUTES. 

OUR ORGANISATION CANNOT GIVE 

FURTHER INFORMATION. 

THE APPLICATION AND PAYMENT 

SHOULD BE ADDRESSED EXCLUSIVELY 

TO: VILLAGE VOICE SRL -
PO BOX 24 - 00060 RIANO (ROMA) -



MORE INNER CITY JAZZ 

DJ AN GO 
REINHARDT 
Solos/Duets/Trios 1c 1105 
Rare, intimate performance of Ojango 
in small groups! "Quite frankly, the 
greatest thing since sliced bread
maybe since breathing. "-Stereo 
Review Nominated for a Grammy in 
1981! 

Earl 
Hines 

EARL HINES 
At Sundown CJ 108 
A trio date recorded in Paris with James 
Leary, bass and Panama Frances, drums, 
and tunes like the title song, Love Me or 
Leave Me, I Hadn't Anyone Till You, There 
Will Never Be Another You, Velvet Moon, 
etc. 

JIMMY SMITH 
The Cat Strikes Again 
IC 1121 
An extraordinary session by the dean 
of jazz organists. featuring not only 
his remarkable playing, but an all-star 
congregation assembled by Lalo 
Schifrin and using some of Lalo 's 
own charts: 

Available in Canada from: 

SUSANNAH 
McCORKLE 1c 1141 
The Songs Of Harry Warren 
Susannah's 3rd tp for Inner City, 
First Mercer, then Harburg and now 
Warren. Her impeccable stytings and first· 
rate interpretations continue to bring this 
young new vocalist, legions of new fans. 
If you've not met Mccorkle, do it today, 
with the Harry Warren Songbook. 

ROY MILTON 
Instant Groove CJ 143 
One of the legends of blues, recorded 
in a rare ·appearance in France1 in the 
mid-70's. If you've never heard Milton, 
you're in for a treat. He's paid his dues, 
and its obvious in his songs and 
treatments. With an all-star band. 

TOOTS 
THIELEMANS 
Live 1c 1145 •Live 2 1c 1146 
Live 31c 1147 •Spotlight 1c 1148 

A treasure trove of Toots Thieleman's 
music. Four live concerts, recorded in 
Holland from 1976 onward. Never before 
available until now. If Toots is your thing, 
here he is in intimate sessions, before a 
live audience, playing both guitar and 
harmonica and having a ball. 

ALMADA DISTRIBUTION CORP., 1700 Beaulac Street, 
St. Laurent, Quebec H4R 1W8 (514) 337-6500 

JUDY ROBERTS 
Nights in Brazil 1c 1138 
Chicago's stunning songstress and her 
superb band, essay their third outing for 
Inner City. Judy continues to weave her 
spell, and turn out some of the outstand· 
ing vocal efforts of this decade. Latin 
songs with a touch of the Duke. 

LOUIS JORDAN 
I Believe In Music CJ 148 
Here's the unsung minstrel of our time, 
already being honored by recreations in 
the 80s. Listen to the nian himself, doing 
the songs that brought him fame and 
fortune in the 60s. Louis is a gas, always. 
This Ip should be in every collection 
worthy of being called complete in any 
sense. 

BUTTERFLIES IC 1136 
A stunning jazz entry from an English 
fusion band, featuring Kornell Kovach, 
keyboards and Tom Blades, guitar & Joji 
Hirota, Percussion. If you're into new 
sounds in fusion, and songs that are 
different, we recommend this album. 
"Floats like a butterfly, stings like a bee.1' 

Available in the U.S. from: 

JOHN NEPTUNE 
Bamboo 1c 6077 
As an American who mastered the 
Japanese bamboo shakuhachi, John 
has brought the east back west; his 
typical scenario is plush, impeccable 
and ultimately satisfying. His SHOGUN 
Album turned heads and moved ears. 
BAMBOO is more of the same, and 
just as satisfying. 

EARL HINES 
Paris Sessions 1c 1142 
Hines, at the height of his powers, in 
Paris, 1965. Seven evergreens, 3 originals 
including Second Balcony jump, and a 
bonus vocal on Anything But Love. 

TOMMY 
FLANAGAN 
Super Session 
IC 3039 
The man who makes the music that 
ages ever so gracefully. Each 
Flanagan effort is a sparkling vehicle; 
Red Mitchell and Elvin Jones 
contribute to a provocative and 
unforgettable session. 

INNER CITY, 423 West 55th Street, 
New York, New York 10019 (212) 245-4861 
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