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SYNANON'’S FATE
IN LEGISLATURE

On the agenda of the senate judi-
ciary committee of the California leg-
islature is a hearing on a new bill the
outcome of which could spell the fate
of the Synanon Foundation, the nar-
cotics rehabilitation center in Santa
Monica.

The reform measure, jntroduced by
Assemblyman Nicholas Petris (D-Oak-
land), would make legal the Synanon
operation and program if passed. The
legislators have until July 15 to act on
it. Petris’ bill already has been passed
unanimously by the legislature’s com-
mittees on public health and ways
and means, from which it went to the
senate judiciary committee for further
action.

Last month a delegation from Syna-
non spoke on the measure on the as-
sembly floor. The legislators passed it
by an overwhelming majority. If the
bill gets the blessing of the senate judi-
ciary committee, it will go to the senate
floor for a vote and, if approved by the
senators, from there to the desk of
Gov. Edmund Brown for his signature.

Passage of the Petris legislation is
vital to Synanon’s existence in Santa
Monica because of a decision handed
down April 14 by Judge Hector P.
Baida in that city’s municipal court.
Baida granted Synanon 90 days’ grace
“to come up with a workable solution”
for the foundation’s legal presence in
Santa Monica. Last year Charles E.
Dederich, Synanon’s director, and other
board members were convicted in
Baida’s court on two counts — operat-
ing a hospital in the wrong building
zone and treating addicts for addiction
in a place not specified for same, a
violation of the state health and wel-
fare code.

As a result of the Petris measure,
the judge postponed sentencing for 90
days. If the bill has not become law by
July 15, he warned, the residents must
abandon the foundation’s premises.

MILES DAVIS
TO RETIRE?

From a recent casual conversation
in a San Francisco jazz club may shortly
stem one of the most startling stories
in jazz: the announced retirement of
Miles Davis from music.

Jazz reporter Russ Wilson of the
Oakland Tribune, covering Davis’ ap-

pearance at San Francisco’s Black Hawk
club, fell into conversation with the
trumpeter between sets. Almost casual-
ly, Wilson reported, the 36-year-old
Davis remarked he was considering
giving up playing.

On further questioning, according to”~

Wilson, Davis declared, “I’m not consid-
ering it—I’'m going to retire. I've got
$1,000 a week coming in now so I’

don’t have to work. And I've been N
playing for 22 years—a long time.” -~

Wilson, whose_pencil now was work-
ing overtime, then asked Davis if he
planned to continue recording. The.
answer was “No.” What would he do -
for musical kicks? “I'll buy records,”
Davis replied.

MUSICIANS GUILD
IS BOBBING ... .

The Musicians Guild of America:
emerged from months-long inactivity to
remind its rival, the American Federa-
tion of Musicians, that the so-called
phony war between them had entered
a new phase

In a “special bulletin” mailed to
thousands of active phonograph record-
ing musicians in New York City;
Chicago; Nashville, Tenn., and Los
Angeles, the guild served notice that it
intends petitioning the National Labor
Relations Board to hold new elections
that would determine labor jurisdiction
in bargaining with all the major re-.
cording companies.

The bulletin, according to the MGA,
is “the first step in a concerted drive by
the guild to take over jurisdiction and
collective-bargaining representation for
musicians in the record companies now
held by the AFM.”

Spearheading the action, a guild
“task force” made up of trumpeter-
chairman Cecil Read, saxophonist Jus-
tin Gordon, and trombonist Milt Bern-
hart went to New York City to meet
recording musicians sympathetic to
their cause—a reform of the much-

disputed trust funds. The MGA céon-
tends that this reform can be attained :

only outside the AFM by vesting the
guild with full bargaining authority in
the phonograph recordmg industry.
The guild. specifically contended
there is “widespread dissatisfagtion
among all professional recording musi-
cians with the AFM and particularly
with its policy of diverting the major
portion of procurable wage raises and

benefits of the recording musicians to
the AFM’s trust funds.

“These trust funds,” stated MGA,
“collect over $6,000,000 a year in roy-
alties on the work of 3 percent of
the .AFM membership — the highly
skilled recording musicians — and dis-
tribute this money through the device
of - paying over 200,000 nonrecording
musicians to play at ‘free’ public per-
formances or band concerts.”

"In the Los Angeles local, however,
at least a portion of this revenue is
distributed among many recording mu-
sicians as payment for playing at the
public band concerts for which no ad-
mission is charged.

‘Trust fund money thus used may
amount to only a trickle, but such use,
the AFM contends, reduces the MGA
argument’s effectiveness a little.

+'« » AND
WEAVING

When the Ringling Brothers and Bar-
num & Bailey circus came to Los
Angeles in October, 1958, the union
battle between Los Angeles AFM Local
47 and the Musicians Guild of America
was raging hotly. The guild at that
time had won much support in the
ranks of the steadily employed phono-
graph recording musicians who felt
they were getting a raw deal from the
administration of the AFM’s recording
trust funds.

Many musicians in the MGA band
that worked the first days of that cir-
cus’ run also belonged to the AFM.
The federation succeeded in ousting
the MGA band from the circus job but
there remained the problem of disci-

plining those AFM members who also

were MGA ‘members. Most were se-
verely fined; some were expelled.
Promoter Ted Bentley sued Local 47
and its officers, claiming the dismissal
of those musicians working under the

. MGA was improper. He also sought
“an injunction against the federation
.and damages in the amount of $150,-

000, arising from the listing of his
name on the AFM’s national unfair
list.

Late last month, 2% years after the
circus folded its tent at the Hollywood
Bowl, Los Angeles Superior Court
Judge Caryl Sheldon, after a seven-day
trial, ruled for the defendants and
decided Bentley had no basis for the
damages and injunction he sought.
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GOSPEL ROOTS WILL
SHOW AT EVANSVILLE

Added to its jazz package-tours and
CBS-radio human-interest story aimed
at housewives, the Indiana Jazz Festival,
in the person of Hal Lobree, has added
another to its list of firsts. The after-
noon of June 25, the last day of the
Evansville, Ind., festival, will be given
over to the Gospel Roots of Jazz.pro-
gram, produced and guiding-lighted by
Gary Kramer of Atlantic records.

The three-hour program will trace
the course of Negro religious music
from pre-Civil War days to the present.
The historical survey is a dramatic-
musical production narrated by poet-
actor Roscoe Brown. Featured in the
cast are the Staple Singers of Chicago;
the Stars of Faith, a Gospel group from
Philadelphia; Paul Barbarin’s New-Or-
leans Band, which will play religious
music, not traditional jazz. There will
be other church choirs on hand as well.

The Gospel production is scheduled
to appear July 20 at the Rockefeller
Sculpture Garden in New York’s
Museum of Modern Art. Kramer also is
negotiating to present the Gospel-Roots
survey with the New York Philharmonic
Orchestra.

KINGSTONS IN
KING-SIZED HASSEL

“It's a simple problem; I wanted the
Kingston Trio to read,” said Dave
Guard, one of the original Kingston
members, explaining his decision to
leave the vocal group.

Kingston manager and discoverer,
Frank Werber, explained Guard’s de-
parture differently: “It was a question
of whether we should continue the
simple, happy thing we started with or
get more complicated and educate the
public. I wasn’t for that.”

Guard gave six months’ notice in
May. He plans to sell his stock in the
trio’s holding company and corporation
(they have numerous assets, including
the Columbus Towers building in San
Francisco, a night club, and other real
estate holdings) and continue his musical
career elsewhere.

Guard, who has signed all contracts
as leader of the group since its incep-
tion, says the name Kingston Trio
remains “with the leader” which is, of
course, himself.

Werber and the other two trio mem-
bers, Nick Reynolds ‘and Bob Shane,
dispute this, saying they have a corpora-
tion agreement (each of the four owns
24Y5 percent of the corporation, with
their lawyer, Sid Rudi, holding the other
2 percent) under which the name is one
of the assets of the corporation and
thus it will remain with them.

“Does Count Basie resign from his
band?” Guard asked. “I could have put
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them on notice,” he added sharply.

Werber, Shane, and Reynolds do not
see it that way and indicated they would
continue to act for the corporation
unless halted by an_injunction. Mean-
while, despite the hassel, the trio has
agreed to continue its bookings and
personal appearances as a unit.

Underneath it all, according to some,
is a struggle between Werber and Bert
Block and Larry Bennett for control of
International Talent Associates, the
agency that Block, Bennett, and Werber
formed with the trio as the key
attraction.

Werber claims to have been promlsed
an equal deal with the other two in the
setup and to have been denied his stock.
Block disputes this and says he and
Guard will have an investigation made
into what they assert is the disappear-
ance of $127,000 from the trio’s music
publishing firm, High Ridge Music. “We
want an accounting,” Jhe said.

Meanwhile, Guard has written to
Block telling him not to do business
with Werber, but Werber said he’s the
manager and doing business as usual.

MASTER, MASTER—WHO
OWNS THE MASTER?

When Erroll Garner's suit against
Columbia records was heard a few
months ago, the case’s course was
watched closely by record company
executives and recording artists alike.

A second case, due on the calendar
of Los Angeles Superior Court this fall,
may be equally, if not more, preceden-
tial in the record business.

" The parties involved, bandleader
Rey DeMichel and Challenge records,
are disputing one issue: to which party
does a master tape belong when the
recording artist finances a date himself?

DeMichel contends it is the proper-
ty of the artist and is asking $500,000
in damages. Challenge’s position is that
by virtue of the American Federation
of ‘Musicians’ recording agreement
with all labels making records under
its jurisdiction, a finished master be-
longs to the company under whose li-
cense it was recorded.

At face value, resolution of the dis-
pute would appear to be a simple mat-
ter resting on the inviolability of the
AFM contract betweer company and
artist. In this case, however, there is a
twist: DeMichel, through attorney Paul
Gilbert, claims the federation is on his
side. In effect, this would mean the

ABOUT THIS MAN BRUBECK

In an effort to bring up to date
all the activities of . Dave Brubeck,
the second part of About This Man
Brubeck, by Gene Lees, has been
delayed until the next issue, July
20, on sale July 6.

AFM is contravening its own agree-
ment with a record company. In sup-
port of this, DeMichel says he has the
federation’s position stated in writing
in the form of a letter from Harry
Zaccardi, assistant to AFM President
Herman D. Kenin.

The bandleader’s legal action began
last Aug. 30 when he petitioned in Los
Angeles Superior Court for recovery of
54 tapes cut by his band for Challenge.
These recordings, according to De-
Michel, represent an investment by un-
identified backers of $28,500 in music,
recording-session costs, recording tape,
and engineering.

Three LP albums resulted from these
sessions: Cookin’ with Rey, released
in April, 1959; For Bloozers Only,
released in November, 1959; All's Well
That Ends. The last named was never
released by Challenge. DeMichel
claimed he has received only $50 in
royalties from the two albums released.

A further contention by DeMichel
is that, because the record company
failed to promote the two released al-
bums nationally, his contract with Gen-
eral Artists Corp. booking agency was
annulled.

As the action stands, according to
attorney Gilbert, Challenge is charged
with appropriation of private property
(i.e., the tapes), using them for profit,
and refusing to return them.

SAN FRANCISCO’S LOSS—
COPENHAGEN’'S GAIN

Brew Moore came to San Francisco
in the mid-1950s. He drove from New
York City with folk singer Woody
Guthrie, playing for eating money in
bars along the way.

Slowly the tenor saxophonist took
over the role of a sort of elder states-
man, counseling young jazz players in
town. He worked steadily but not in
one place — mostly weekends and
casuals and now and then as guest star
in one of the local jazz clubs. He cut
two albums for Fantasy and had -his
own groups for a while at various clubs
and on concerts.

Last month, Moore packed his horn
and took off for Copenhagen, Denmark,
with pianist Harold Goldberg.

“I said I'd never drive across the
country again, but here I go,” he said
as he left. Goldberg, part owner of a
Copenhagen club offered Moore what
San Francisco seemed unwilling to come
up with—steady employment at one
place under good conditions.

“T figured I might as well go,” he
said. “It's been 10 years since anyone
asked me to go to Europe. And there’s
a possibility of other things, such as
tours, ahead.” Moore’s wife, Nancy,
and their daughter, Marna, will follow
soon. Meanwhile, San Francisco is
minus one first-class tenor player.









At first ‘Miller ‘was -playing trombone; later he picked up

bass, and it was about now that he started singing once
in a while “if I knew some of the words on a gig. Songs like
Stardust. For a while there, I thought 1 was Billy Eckstine
or somebody—I was singing most of his numbers, and I
did pretty well with them in that territory, around Wichita,”

Miller’s career was interrupted by 3% years in the army.
He had a band and a show in Honolulu, Hawaii, and took
it all the way into Tokyo, the battalion carrying the show
with it.

After he got out, in 1946, he went back to Wichita and
led a band there—saxophone, trombone, and rhythm—play-
ing all through Kansas, Oklahoma, Texas, and the south,
doing a lot of Louis Jordan numbers.

“In all those areas I always picked up something strange
about the blues,” he explained. “But I never figured I
could sing the blues; I was doing well with ballads.

“Later I came to Kansas City and needed a job. Jay
McShann needed a bass player, and I could pick on a bass,
so he hired me. Eventually, I got so I could play pretty good.
I was still singing ballads.
~“McShann just had five pieces then. Jay told me to start
singing the blues. I didn’t know the first line of the blues, so
I sang all the things he had recorded with Walter Brown. I
stayed ‘with McShann from '49 to '54; after I quit him, I
carried my bass and $35 to Chicago.”

“Everybody there was pretty wonderful,” he remembers.
He played bass and sang and then later put the bass down
and worked the Flame show bar, the DeLisa, and the Cotton
Club, emceeing and putting shows together. When things
got bad in Chicago, he went to Cincinnati and, with trom-
bonist Al Grey, put a band together and went to Texas for
about a year.

“We played all those small towns where you hear all the
regular blues—guys playing milk cans and tobacco cans and
stuff like that,” he said. “So I learned a great deal from this.
So I decided to sit down and put on paper what I heard about
blues. In Texas I made my mind up I would really be a
blues singer.”

Big had been south for the first time in 1941, when he
went to the bayous and talked to people 80, 90, and 100
years old, and “got to the roots. They seemed to know more
about things than young people know. For a year or two I
did this—Mississippi, Georgia, and later I was in Florida
in the army. I went down to all the little towns around
Florida and listened to these guys sitting in bars drinking
beer and talking: and playing guitar. And I'd always visit the
-Holiness churclt'in any town I went to.” '

On his new investigation of the blues, Miller got a bunch
of records by Walter Brown and Joe Turner; listened, ‘stud-
ied, toured Texas and the south again on his own” and, as
he says, “had to slum in order to learn some of the things I
learned. I stayed raggedy so I could make it into places
where you couldn’t hardly go—way back in the bayous,
where they wouldn’t accept you any other way.” .

“I met people who'd been slaves,” he said, “and they
told me stories about slavery and the meaning of a lot-of
things I didn’t know. I caught a freight train and rode down
the Mississippi. Got to Mississippi, almost got into trouble,
but I talked my way out. I got with the people there, and
I found out some different kind of blues in Mississippi than
there’d been in Louisiana. You go on down to Virginia,
and you find another kind of blues. I bummed around these
areas a year and a half, trying to learn. Finally, things got
pretty rough, and my folks sent for me and I came home.
There's different styles of singing and different styles of
words in the different areas. Unless you're in the territories,
. you don’t understand what the words really mean.”

Next Miller went to visit an uncle in Detroit, walked into

the Flame show bar, got up and sang the blues and stayed
14 weeks.

While there, he heard a lot of things about New York,
“so the next thing I know, I'm on the plane,” he said.

That was in 57, and soon he found himself stranded in
New York, because none of those things he had been told
about ever happened. He got a job driving a cab and took
odd jobs. Then, he recalled, he got his nerve up and went
and got a job as a part-time social worker.

“I like kids very much,” he said, “so this was right along
my alley. Any time I go back to New York, I can always
go back to being a social worker if that's what I want to
do. I did a very good job, I think, with children. Summers I
worked as a counselor in day camps—especially with prob-
lem children. I sang with them, taught them songs, and I
still get a lot of calls from camps—mostly Jewish camps—
where I've worked.

“Finally got to singing in New York. Bummed my way
down to the Baby Grand. Man heard me sing; gave me a
week’s work. I went to Savoy and did a record for them.
I had a song called All Is Well, but there was some trouble
about the copyright, and they took the record off the market.

“For a while I was staying with Ben Webster on Long
Island, and one night he was late for a TV show with Art

- Ford, so I drove him thére. They all told Art Ford to have

me sing—a spur-of-the-moment thing-—and before I knew
it, I was on television. I did his show several times, and

~this led to other things, like the Great South Bay festival,
_which gave me my first real opening in New York.”

Living in Jamaica, Long Island, he wound up singing and
putting on the show and being maitre d’ at the Copa City
in Jamaica. Then came his first LP, for United Artists, sing-
ing a set of blues by Langston Hughes. From that, he went
with Nat Pierce’s Band into Birdland.

“One night Jon Hendricks came into Birdland,” Miller
said. “He and I were talking about the tambourine, and
everybody was surprised to see me play it while I sang,
because nobody ever heard of it in a jazz club.

“Jon and I talked about blues history and how his father
and my father were preachers. Next thing I knew I got
the message to come to Monterey. So my biggest break
was through Jon Hendricks—I got to Monterey. And there
I met Irv Townsend of Columbia Records, and he brought
me to Los Angeles and I started working Shelly Manne’s
club and doing concerts with Shelly.”

Big’s style is unique among blues singers. Among other
attributes he has the surprising ability to shift unpre-
dictably from an earthy folk blues style to a sudden fusillade
of notes straight out of bop. He knew Charlie Parker “pretty
well,” he said, but couldn’t get too close to him “because
I wasn’t his type of feller. So I had to steer around this, but
I dug him. And at one time I played fast trombone and
tried to play like J.J.”

He finds singers like the late Big Bill Broonzy “a little too
country for my taste. I think the south tends to slow life
down by being so warm; perhaps singers slow themselves
down to a crawl like the rest of the people. But in Kansas
City, Pete Johnson and those fellers always moved things
along at a fine pace. So in my blues I try to find a happy
medium; have things with a little bounce so you always have
something gofig for you. Sometimes it’s rough for the musi-
cians to capture this; they may have started in the middle of
the game and they don’t know the rudiments. You try to
explain it to them, but it's like Greek. This can be rough on
singers. I appreciate those who can play right for me; and
those who can't, well, I just adjust myself to them and I can
do this very easily.”

Mailler, with an album made for Columbia, hopes, he said,
that he’s on his way. The years of wandering and obscurity
past, he is ready to tell his story to the world.
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that the four tuxedoed men played that night, -~ v -,
The concert was over.

W alter Milton Jackson is one of the great jazzmen. Yet

in the many books written about jazz and. jazzmen, he
is seldom mentioned, aside from short references to his skill
and his importance to the MJQ. In U.S. jazz magazines
there has been little written about him. Asked about this,
Jackson shrugged and offered, “I guess they just forgot
about me.”

There is information available, though: born Jan. 1, 1923,
Detroit, Mich.; studied at Michigan State University; played
with this and that group; with MJQ since its beginning.
The dry facts. But Bags—a nickname hung on.him during
a days-long, little-sleep, living-it-up, bags-under-the-eyes
celebration after his release from the army — is far from
a dry set of statistics.

“Where Bags really gets his rhythm is that his family’s
sanctified,” Dizzy Gillespie said not long ago. Jackson’s
family, members of the Church of God in Christ, was
musical as well as religious. Son, church, and music met
head on when he was quite young. “Why, that's where
it all started,” the vibraharpist said after the Ann Arbor
concert.

Although the vibraharp is used in many churches, it was
not the first instrument to catch Jackson's eye — or the
second or third. His first instrument was guitar. By age 11,
he was studying piano with a private teacher. An asthmatic
child, he was unable to take up a wind instrument.

When he attended Detroit's Miller High School, he took
a full music curriculum, majoring in drums so he could get
in the school band. He had a whole school term in which
to finish the drum book assigned to him, but he zealously
completed the book before the term was over. This left
him with little to do. The school had obtained a xylophone
that year, and Jackson’s teacher asked him to try learning
to play it. After a short while, “I got hooked,” he said.

But what really clinched vibes — a metallic descendent
of the xylophone — for him was Lionel Hampton’s playing
with the Benny Goodman Band in the late ’30s.

“I bad no eyes to play Hamp's way,” he said. “I just
got bung on the instrument.”

His father, who, according to Jackson, aspired to be a
professional musician, bought a set of vibes for his son,
paying $130 for it. He had talked his father into making
the purchase because the youngster thought he was going
to get a chance to play with Matthew Rucker’s Band,
which worked the Motor City area. “It was a good band,”
he recalled. “It was made up of good musicians, but it
never made it outside Detroit.”

There followed a period of playing one-nighters around
Detroit. By that time, he had added bass to the list of
instruments he played. “On those one-nighters, I might
play bass, guitar, drums, piano, or vibes, depending on
what I was called for,” he said. “At one time, I thought
about dubbing all five instruments, one over the other, on
a record.” The idea never materialized.

As do many musicians, Jackson ran into parental dis-
approval when he announced his intention of being a full-
time musician. “My father said, ‘Go out and get a job!'”
Jackson said. But then a smile lighted Milt’s face. “Now he’s
one of the proudest cats in the world because I'm a big-
time musician,” he said.

By 1943, Jackson was gaining recognition. He atmost
got to go with the 1943 Earl Hines Band — the one with
Charlie Parker and Dizzy Gillespie. The army got him
instead. But the opportunity to play with Gillespie and
Parker was merely delayed a couple of years.

Jackson’s army service was short, but during it he man-
aged to visit New York City for the first time. It made a

- lasting impression. When he was_discharged in 1944, “I

packed my little things and went to New York; I was going
to make my fortune in the big city,” he recalled.

Jackson joined Gillespie’s small group, which included
Parker, alto saxophone; Al Haig, piano; Ray Brown, bass;
Stan Levey, drums. ‘

Gillespie recently recalled the circumstances of Jackson’s
hiring: “I wasn’t always sure Bird would show up, and
that’s why I hired Bags. The contract was for only five men.
With Bags we were sure to have at least five men on the
stand whether Bird showed up or not.”

The contract Gillespie referred to was for the group’s
engagement at Billy Berg’s in Los Angeles. The group’s west-
coast arrival was met with a wall of indifference and non-
acceptance, though the band was probably the best small
group in the bop chapter of jazz history.

“I remember one night we were playing Hot House,”
Jackson said, “and Bird was playing so fantastic that I
came in four bars late in my solo.”

Gillespie remembered Jackson’s vibes: “They sounded
like milk bottles. They used to fall apart all the time.”

Jackson, Gillespie, and some of the other members re-
turned to New York. Parker stayed behind. Before they
left, however, Jackson recorded for Dial.

Things brightened soon after they returned east. Gillespie
formed a big band, the second of several. (The first toured
with a show called Hepsations of 1945.)

Jackson holds strong sentiments about the Gillespie band
of 1946-47. “There’s one thing I'll always remember about
that band,” he said. “It was the only band I ever heard
about that the day didn’t go by fast enough to get to work
— 10 o'clock could never come fast enough. Everybody
in the band loved to play. I never thought that band would
break up. In fact, a band as good as that shouldnt be
allowed to break up. If there were more people backing
a band, it wouldn’t happen. Just one or two good sponsors
would make things so beautiful. But they’d really have to
love jazz.”

During this time, when the Gillespie band recorded such
tunes as Things to Come, Jackson’s playing had not taken on
the maturity and artistry it now has. Even though his
playing was sometimes wild, it hinted at his later style, most
notably in the use of grace notes and turns. The emotional
content of his later playing was also evident, but it was a
more extroverted soul in those days. Depth was yet to come.

Jackson stayed with the band until 1947. Before he left,

Parker returned from the west, The altoist sat in with
the band many times. “You should have heard him play
'Round Midnight,” Jackson said. “He'd play lead alto and
make the whole section sing.”

It was during the Gillespie big-band days that the seeds
of the future MJQ sprouted.

Trumpeter Art Farmer recalled this period: “You know
the first time I heard the MJQ? Nineteen forty-seven. John
(Lewis) and Milt were with Diz’ band. You know how
guys are — there’s always somebody that shows up late for
a rehearsal or something. With a big band there’s usually
several guys coming in late. When this happened with Diz’
band, John, Milt, Ray Brown, and the drummer would
play. Just the four of them.”

The exposure Jackson received with Gillespie won him
the first of many jazz poll awards—the 1947 Esquire New
Star award. The other awards were a few years coming,
however.

After he left Gillespie, Jackson worked with various
groups and ‘men, among them Howard McGhee, Tadd
Dameron, and Thelonious Monk. In 1949, he took Terry
Gibbs’ place with the Woody Herman Band. It was while
he was with Herman that one of the several Jackson anec-
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dotes was born. The band was playing in Cuba. One night,
while Jackson was soloing, the legs of his vibraharp started
to spread-eagle. The story has it that Bags followed the
slowly descending keyboard to the floor, wailing all the way.
Soon after this incident, Jackson found the instrument
he still uses, a rare prewar Deagan Imperial, a set he
cherishes. ‘ ]
" After the Herman stay, he rejoined Gillespie in a group
that at one time included Jimmy Heath and John Coltrane.
Jackson doubled piano, as did sonte of the others. He left
again in 1952. o
- At about this time the Milt Jackson Quartet was formed.
The group made a series of 78-rpm records for Gillespie’s
now-defunct record company, Dee Gee. Some of the quar-
tet’s records were also issued on Hi-Lo. All have been
reissued on Savoy. During this tinié, the quartet recorded
a few sides for Blue Note. The personnel, besides Jackson,
was Lewis; Kenny Clarke, drums; Brown or Heath, bass.
The name of the group was changed for a Prestige
recording session in ‘December, 1952. The name changed,
but the initials remained the same—MJQ. But it was not
until two years later that the group became a permanent
one. Heath was the regular bassist. The only change in
personnel since that time came in 1955 when Clarke left.
Kay was his replacement. It has, sifice its inception, been
a co-operative group—each member sharing in duties (“I do
the least”) and profit. Lewis became musical director.

The wildness of the Gillespie days was now gone from

Jackson’s playing. Calm and relaxation had taken its
place. His work had taken on the characteristics that were to
make him the most influential vibraharpist since Hampton:
the slow vibrato, varied to fit the tempo, though he does
not always use a vibrato; the use of space; a blues feeling
no matter what the tempo or piece; a liking for minor
keys; sly humor; a time conception unparalleled; distinct
solo form and shape, and a way of implying more than is
actually played — the mark of an artist.

In the ensuing years, the MJQ has become one of the
leading small jazz groups. Jackson’s star rose as the quartet
rose in acceptance and popularity. But in- the first days
of its existence, the group had its share of trouble. “I
never thought we could stay together and make money,”
he said. “A lot of people tried to crush us — the agencies.
Unless you have an agency in your gorner, you're sunk.
If you get one person in your corner, you can do it.”

There were others who tried to crush the group, but
these dissenters came later, after the quartet was firmly
established. These were the MJQ critics, made up mostly
of musicians, who are the most caustic of critics. The group
was too arty and pretentious, according to the detractors.
Though there may be some foundation to the charge, it
would be a too-hasty or sour-grapes judgment to condemn
a group made up of jazzmen of the excellence of Jackson,
Kay, Heath, and Lewis.

There are many more supporters than detractors. Art
Farmer has pointed out that “without John’s-writing, Milt
wouldn’t sound as good as he does. It's like John builds a
wall around him, then gives Milt a two-bar break. In that
two-bar break Milt knocks the wall doww, tears through it
like a Sampson. It's the contrast that “mak® them both
sound good.”

There is much of contrast between Lewis and Jackson.
It can be seen in the music they write. Jackson’s is usually
more simple and takes the form of blues or the 32-bar song
much more often than does Lewis’. While Lewis appears
to like formality, Jackson does not. “I don’t feel comfort-
able in formal clothes or formal settings,” he said. “I dig
being completely relaxed — although music has always been
a serious thing with me.”

20 ¢ DOWN BEAT

The two men are on opposite sides of the fence when
it comes, for another instance, to the merits of saxophonist
Ornette Coleman. Lewis was one of the prime forces in the
movement to bring Coleman- and his group to the attention
of the jazz world. Jackson is quite outspoken on Coleman:

“They’re afraid to say it (Coleman’s playing) is nothing.
There's no such thing as free form. We're just getting
around to knowing what Charlie Parker was playing. They
threw him (Ornette) on the public and said this is it. You
can't do it.

“He plays only his own music — except he plays
Embraceable You, but it’s not the Embraceable You that 1
know. They (Ornette’s group) do have a nice melodic thing
going, but after that, I don’t know what’s happening. I
asked the bass player one time if they followed the chords
of the melody — you know like when we play a 12-bar
blues. He ‘said, ‘No, after the first chorus, everybody goes
for himself.” Now, how do I know what you're doing if
you play 14 bars and two beats?

“I sincerely believe they tried to cash in on a gimmick.
I always give somebody the benefit of the doubt. When
they (Coleman’s group) were up at Lenox (School of
Jazz in Massachusetts), I said 1 know how to convey
my own feelings. If he (Ornétte) could show me he could
plays blues and I Got Rhythm, I'd say go ahead. How can
I tell what they're playing if everybody's going for himself?
Why did I go to school?” o ‘

Lewis’ and Jackson's differences aside, the partnership
has been .one of the most fruitful in jazz. It would seem
they see eye to eye more often than not.

About the MIQ in general, its goals, and Third Streamism,
Jackson espoused views similar to those credited to Lewis.
“We have respect for tradition,” Jackson said.

“We have to try to make people understand. We can
put jazz on another level, create a new audience. This is
what jazz needs — cultured people. Rich people’s groove
is opera and symphony. We (the MJQ) integrate the two.
People with the money go to opera and symphony, but now
they're interested in jazz because of this new thing (Third
Stream). The last album (The Modern Jazz Quartet and
Orchestra) is what we've been doing with the orchestras.

“Snob appeal? 1 hope we're really getting to them. You
can get an audience to go for anything once — the question
is can you get them back again.”

Though some MJQ critics say Jackson is restricted in the

group, Jackson said he does not feel fettered. “When it
comes my turn to solo,” he said, “I play just like I want to.
It doesn’t make any difference what we’re playing.”

Jackson has a great measure of freedom in the quartet,
but he has a good deal more on his own record dates, which
are generally loose and informal. He chooses them from
a wide variety for his sidemen. Although he has used the
other three MJQ members several times, many of the men
on his records are from schools of jazz usually considered
somewhat removed from the MJQ mode: Horace Silver,
Axt Blakey, Kenny Clarke, Lucky Thompson, Frank Wess,

nonball Adderley, Joe Newman, Coleman Hawkins,
Wendell Marshall, Art Farmer, Benny Golson, Paul
Chambers, Oscar Pettiford, Barney Kessell, and Kenny Bur-
rell, among others. Jackson also has recorded with singer
Ray Charles, playing vibes, piano, and guitar on the singer’s
the singer’s Soul Brothers album. .

Jackson even sang on one of his albums, Meet Milt.
In reviewing the record in Down Beat, Nat Hentoff wrote
that Bags sings “with very much the same kind of vibrato
with which he blows vibes. His sound and style is like that
of a more restrained Al Hibbler with more taste . . . it’s
kind of fun to hear him . .. "

“Jackson’s interest in vocal music extends beyond his own
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. (Questions pertaining to audio equip-
ment and its use should be addressed to
Q&A, Down Beat, 205 W. Monroe St.,
Chicago 6, Ill. Questions will be an-
swered by Charles Graham, DB’s High-
Fidelity Editor. Individual answers may
be given.)

ECONOMY STEREO HI-FI

I'm very interested in building a
stereo setup for as little money as pos-
sible. Will you please tell me where I
can get information regarding kits,
parts, and prices, along with your own
recommendations?
Toronto, Ontario Thomas J. Manoy

The least expensive stereo listening
setup would be one of the cheap, so-
called hi-fi sets (portable) that have
three or four tubes, come with a speak-
er in the lid and one in the small main
cabinet.

They actually range as low as $35.
Of course, they have little or no bass
response, considerable distortion, and a
poor needle, which won't last long. But
they do furnish stereo of a sort.

I assume you're interested in the
Jeast expensive stereo setup that might
reasonably be considered high fidelity.
If so, see Down Beat'’s Picks of the Year
in the issue of Dec. 8, 1960. Other
articles of interest along these lines ap-
peared in issues on April 14, and Sept.
1, 1960. Kits are discussed in the issue
of Jan. 21, 1960. In that issue most
kit makers are listed with their ad-
dresses. They'll be pleased to send liter-
ature on tuner and amplifier kits.

Excellent catalogs listing virtually all
components, with prices, may be had,
on request, free from Allied Radio, 100
N. Western Ave., Chicago 80, as well
as from Lafayette Radio, Jamaica 33,
N.Y., and Radio Shack Corp., Boston
17, Mass.

FM RADIO FOR CARS

I've heard, that car radios for FM
are now being made, but the only one
I could find information about was an
FM-AM model, which is made in Eu-
rope and costs almost $200.

Isn't there anything less expensive
that'll provide the advantage of static-
free FM reception and pick up the good

music and jazz stations that in some

areas are on FM only?
Atlanta, Ga. Paul Adams

Motorola Radio, probably the largest-
maker of car radios, has an inexpensive
FM-only carradio that is available in
most larger cities. Call up the Motorola
radio distribu&or and ask for a dealer
who carries it. .

Other companies who make FM auto
receivers or units to convert regular AM
car radios tQ'FM are the Radio Shack

Corp., Boston 17, Mass., and Granco _

Radio, Long Island City, N.Y. All are
priced at about $50-60.

Although they'll provide reception of

FM stations in local areas often supe-_

rior to any but the strongest AM. sta-
tions, it is possible to drive away from
the service of any FM station.

Don't expect FM reception beyond
20 to 50 miles away on a car FM set.
When an FM station is being received
properly, it will be static free.

MONO AND STEREO AND...

I understand that mono discs can be
played with stereo pickups, and stereo
discs can also be played with stereo
pickups, but can stereo discs be played
. . . What+did I say? Maybe it’s the
other way around. How can I remember
which it is when I take my records to
somebody else’s set? And how can it
be a stereo pickup if the rest of the
set is still mono? I'm confused!
Highland Park, Mich. John Caswell

Remember that stereo pickups, being
a newer development than mono ones,
can play both new (stereo) and older
LPs (mono). Mono pickups must be
used only on mono discs, for they often

are too stiff to play stereo discs, which
have more complex grooves.

One or two playings of a stereo disc
with most mono pickups won't imme-
diately ruin the stereo grooves. But if
repeated enough, any mono pickup can
produce deterioration of the high fre-
quencies and/or loud passages. Best to
play it safe—use only new type (stereo)
of pickups for both kinds of discs.

You could have a stereo amplifier
driving only one loudspeaker, and it
would still be a stereo amplifier, capa-
ble of driving two speakers if they were
connected to it. In the same way, a
stereo pickup can be used with a mono
setup, thereby protecting stereo records,
even though you'll hear them only in
mono if the rest of your system is still
mono.

-- Later, if you convert your system to

stereo, your discs will have been pro-
tected against the possibly damaging
mono pickups.

- PORTABLE TAPE RECORDERS

I'd like to get a small tape recorder,
one that's truly portable, for recording
interviews, and even to pick up some
music occasionally. I know that it won't
be high fidelity if it's a very small one.

"And I can’t afford the price of a unit

capable of broadcast quality. Are such
recorders available?
Memphis, Tenn.

With tape recorders, as with most
other things, you get what you pay for.
There are now a substantial number of
cheap, pocket-size recorders that run
on a flashlight type of battery. A few
of these are reasonably reliable.

Most of those costing less than $75
aren’t worth trying.

One excellent portable recorder is
made by Steelman Radio, of Mount
Vernon, N.Y. It sells for between $150
and $200. Another one, which I haven't
tested, is the new Webcor Microcorder.
It weighs 412 pounds and has a list
price of $175.

In the Sept. 18, 1960, issue I dis-
cussed a number of miniature tape re-
corders, along with general considera-
tions for selecting other tape machines.
In the fall I plan to report in detail on
several miniature and small-size port-
able recorders.

James L. King

® 25

July 6, 1961






@ RECORDS

® JAZZ RECORD BUYERS GUIDE

® BLINDFOLD TEST

2
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Records are reviewed by Don DeMicheal, Gilbert M. Erskine, Leonard G. Feather, Ira Gitler, Barbara Gardner, Ralph J. Gl

, Don Henah

Frank Kofsky, Bill Mathieu, Marshall Stearns, John A. Tynan, Pete Welding, and John S. Wilson. Reviews are initialed by the writers.
Ratings are: % %k %k % oxcellent, % % % % very good, X % k good, k% fair, % poor.

CLASSICS

Taffanel/Francaix
WOODWIND QUINTETS — Concert-Dise CS-
2;32:)W?ojwclnd' Qaistet, by Claude Paul Taffanel;

Britten/Dello Joio

CHORUS, ORGAN, BRASS AND PERCUS-
SION—Kapp KC-9057: To St. Cecilia, by Norman
Dello Joio; O God, Thoa Art My God, by Pur-
eell; O, Clap Your Hands, by Ralph Vaughan
Williams; Eternal Father, by Gustav Holst; Hyms
to St. Cecilia, by Benjamin Britten. .

ersonnel: Columbia University Chapel Choir,

conducted by Scarle Wright.
Rating: % % %

Reviewers of records get gun-shy after
a while. This disc, judged from its title,
promised to be another of those stern
tests of the human ear’s ability to with-
stand transient strains, But no. Thankfully,
we find some delicate and unfamiliar
things here, especially the two paeans to
St. Cecilia (patroness of music, you re-
member) by Britten and Dello Joio, and
the Holst anthem.

Williams® O, Clap Your Hands is the
only really full-blown work; it sounds like
the soundtrack for Ben Hur.

The choir’s work is adequate, and so
is the engineering, which features fine
stereo separation. (D.H.)

Poulenc/Riegger
FRANCIS POULENC and WALLINGFORD
RIEGGBR—Concert-Disc CS-221: Sextet for Piano
and Woodwind Quintet, by Poulenc; Concerto for
Plano and Woodwind Quintet, Op. 53, by Rieggor.
Personnel: New York Woodwind Quintet
Samuel Baron, flute; Jerome Roth, oboe; David
lazer, clarinet; John Barrows, PFrench horn;
Arthur Weisberg, bassoon); plus Frank Glazer,

piano.
Rating: % % % %

It is fascinating to compare the
NYWWQ's version of the Poulenc Sextet
with the one issued recently on Columbia
(MS-6213) featuring the Philadelphia
Woodwind Ensemble and the composer
himself at the piano.

Poulenc’s own interpretation is much
brisker in all three movements, but the
New Yorkers’ more leisurely treatment is
nevertheless full of brio and stands up
well against its formidable competition.

Though Poulenc, unlike Stravinsky, in-
sisted that only he holds the key to cor-
rect interpretation of his scores, the Co-
lumbia disc still has to be considered the
definitive one. After the Sexter’s long ab-
sence from the catalog, however it is pleas-
ant to be confronted with two such superb
versions as these.

The late Riegger's terse little chamber
concerto makes an oddly effective com-
panion piece for the Poulenc, and its per-
formance outranks the only previous one
on records.

Caution: the labels on the review disc
were reversed, a particular misfortune in
tl!e case of two such instrumentally similar
pieces. (D.H.)

by Jean Fraoncaix.
Personnel: New ‘ork Woodwind Quintet
(Samuel Baron, flute; Jerome Roth, oboe; David
Glazer, clarinet; John Barrows, French horn;
Arthur Weisberg, bassoon).

Ratjng: % % % %

For those whose ears are atuned to the
charms of the woodwinds, this record may
be recommended wholeheartedly.

The Francaix is a jaunty and constantly
entertaining piéée, full of the witty touches
so characteristic of the contemporary

. Frenchman’s style.

Taffanel (1844-1908) was one of the
prime movers ‘in establishing the French
school of wind playing, and his quintet is
a freely flowing work in the light romantic
manner of the, last century. Performances
and recording could hardly be better.

(D.H.)

Alec Wilder

THE NEW YORK WOODWIND QUINTET
PLAYS ALEC WILDER—Concert-Disc CS-223:
Woodwind Quintets Nos. 3, 4, and 6.

Personncl: New York Woodwind Quintet
(Samuel Baron, flute; Jerome Roth, oboe; David
Glazer, oclarinet; John Barrows, French born;
Arthur Weisberg, bassoon).

Rating: % % % %

There may or may not be a third stream
between jazz and classical music, but there
certainly is and always has been one
between classical and popular music.

Wilder usually has worked comfort-
ably in the latter idiom, but his woodwind
pieces, written in close collaboration with
the New York Woodwind Quintet, are
deeply serious in intent, without losing a
certain lightweight tone of voice.

Wind players, especially, will enjoy this
record for the virtuosity and tightly joined
ensemble work of the NYWWQ.

Others, including this listener, may re-
spectfully decline to agree that Wilder,
even at best, is a composer worth taking
seriously. The purely musical material in
these quintets is not impressive.  (D.H.)

‘JALL

Berklee School Students

JAZZ IN THE CLASSROOM, VOL. V: A
TRIBUTE TO BENNY GOLSON—Berklee Rec-
ords S—Regeie of Chester; I Remember Clifford;
Killer Joe; Haasan's Dream; Where Am I1?; Four-
Eleven West; Blues It; Thursday's Theme; Along
Came Betty; Bluds March; City Lights.

Personnel: Herb Pomeroy (faculty), conductor;
Bverett Longstreth (faculty), Robert Bockholt,
Paul Kelly, Fred Lesher, Dan Nolan, Alan Ware,
trumpets; Keith Davy, Michael Gibbs, Kenncth
Wenzel, tromb s Dick Joh (faculty), Ted
Casher, Steve Marcus, Robert Seastrom, Jack
Stevens, Barry Ulman, reeds; Gnrg Burton, piano,
vibraharp; Bdward (Dizzy Sal) Saldanha, piano;
Pearson Beckwith or Tony Teixeira, bass; Francis
(Butch) Axmith or Tom Chock or Peter Spassov,
drums; William Fitch, conga drum.

Rating: & * * % %

If this album is judged apart from the
fact that it was made by students, it stands
Qp as a five-star album with vitality and
depth. But if you take into consideration
the conditions under which it was made,
the rating soars astronomically.

There isn’t a single element in this rec-
ord that doesn’t meet (or surpass) the
challenge of the big boys. The soloists are
more than just interesting, the ensemble
playing is superb, and the writing is on a
uniformly excellent level.

..-Rather than invent superlatives, let me
only point out a few things that gave me

" special delight (or temporary pain), with

the added fillip: if you want to gladden
your life, listen to this album.

Incidentally, the arrangements are avail-
able for purpose of study and perform-
ance from Berklee Press Publications, 284
Newbury St., Boston, Mass. Most students
could learn something from a short peru-
sal of these scores. They are not perfect.
In fact, there are occasional awkward-
nesses in voicing or formal content. But
some of them—Killer Joe and Reggie of
Chester especially—are well worth study.

Reggie, a straightforward piece of writ-
ing by Don French, makes clever, develop-
mental use of a small motif and contains
a variegated use of percussion instruments,
all very well worked out. The arrangement
compares favorably with the best of the
Bill Holman work included in the Stan
Kenton book of five or six years ago. The
final ensemble, however, left me wanting
more—too much more. It could have been
extended considerably. There is a good
trumpet solo by Kelly. If French writes
this way as a student, what’s going to hap-
pen in 10 years?

Clifford is played with great sensitivity
by vibist Burton: simply, not too many
notes. The arrangement is good (again by
French) but here, as in several of the
other arrangements, the ending is depend-
ent on a sad harmonic cliché that is not
worthy of the body of the piece.

Haasan’s has some good drumming by
Spassov. Where Am I? is a little dull, but
it sustains its mood.

Killer Joe 1 found to be the finest piece
in the album. Not only is the tune one of
Golson’s choicest little masterpieces, but
the arrangement by Gibbs also demon-
strates formidable talent. To call this a
student piece makes no sense at all, unless
one uses “student” in the largest possible
sense of the word. The economy, the con-
trolled power, the ensemble playing, the
weaving of the formal web, the blowing,
the balance, all these are on the highest
possible level, and this track, more than
the others; ‘bears repeated listening. I
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can't speak for other arranger-composers,
but Gibbs scares me.

Blues It displays some delightful voicing
techniques by Teixeira and beautiful uni-
son and ensemble playing by the band.
Listen to the identity of feeling on all the
e figures. Here again, though, the

last bars are disappointing. They should"

ban final flatted-fifth chords at Berklee.

Betty, one of my favorite Golson tunes,
starts out beautifully, but Cliff Weeks, the
arranger, doesn't quite retain the lightness
that the beginning promises. The Latin
part is a little awkward. But as a whole,
the arrangement is excellent.

City Lights features the emotional play-
ing of Stevens, a very promising altoist.
Gibbs gives even more indication here of
his talent. But if I may give a little un-
asked-for advice: extended final ensembles

are hard to figure out, and they take a’

ridiculous amount of writing time in order

to yield just a few seconds of music. But. °

in a case like this, I feel that the effort
would have been well spent. We can all
take our cue from Holman, Bill Russo,
and Gil Evans, all of whom know the

value of a well-placed, roaring ensembleh.

This track wants it.

An open remark to Stan Kenton, Woody
Herman, Maynard Ferguson, and all other
bandleaders who periodically hunt talent:
go to Berklee for young talent, because if
this record is an indication, that’s where
it’s at. (B.M.)

Bob Broockmeyer

JAZZ IS A KlCK—Mercuy 20600: Air Con-
ditioned; Bxactly Like You; This Can’t Be Love;
Green Stamps; The Things 1 Love; Only When
You're Near; You're My Everything; Co-operation.

Personnel: Tracks 1, 2, 3, 5—Brookmeyer, Cur-
tis Fuller, trombones; Thad Jones, Joe Newman,
trumpets ; Hank Jones, piano; Ed Jones, bass;
Charlie Persip, drums. Tracks 4, 6, 7, 8—Brook-
meyer, Fuller, trombones; Wynton Kelly, piano;
Paul Chambers, bass; Paul Motian, drums.

Rating: & % % .
There was a time when the intermittent

meetings of high-caliber jazzmen to make

records would produce a joy and fire that

never could be disguised; nowadays, these
sessions are part of the formula, some-
thing that is expected and done even if
there is no binding idea or purpose behind
it all, and now it’s the boredom that can’t
be disguised. .

If this album does not belong in the
last category, neither does it belong in
the first. It is, as a matter of fact, a fairly
good album, but it should have been great.

Brookmeyer is responsible for all the
arrangements, which are mostly long,
west-coast, choirlike brass lines put to-
gether competently but without the pre-
ponderant sweep and care that the situa-
tion would seem to warrant. Green
Stamps, a minor-key blues, has the best
writing. The theme is stated in a provoc-
ative interplay of trombone passages
where, like a simultaneous paraphrase, the
second trombone picks up the melody of
the first in echoes running for two choruses.

Of the soloists, the two stars, Brook-
meyer and Fuller, are disappointing for
different reasons. Fuller seems more in-
terested in experimenting with the sound
§nd the shape of the phrase than in turn-
ing in solos that have over-all logic and
cohesiveness. Brookmeyer, perhaps be-
cause of the burdens of leader-composer-
arranger, just mever gets off the ground.
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Both have undisputed power and ability,
and both could probably shake the speaker
apart, but it doesn’t happen on these
tracks.

Thad and Hank Jones, Newman, and
Kelly all have brief spots, and it may
have been better if there had been a more
equitable division of labor among the
soloists. (G.M.E.)

Buck Clarke

DRUM SUM—Argo 4007: W3ody's You; Dou't
Get Around Much Any More; Funk Roots;
Darben, the Redd Foxx; Bags' Groove; Blues for
Us; Georgia on My Mind; Drum Sum; Buckskins;
1 Got Rhythm,

Personnel: Clarke, bongos, conga drum; Charles
Hampton, piano, fluto, alto and baritone saxo-
phones; Clement Wells, vibraharp; Fred Williams,
bass; Roscoe Hunter, drums.

Rating: % %
Clarke, a 28-year-old Washingtonian,
has worked with an Arnett Cobb small

- group and in New Orleans, and that would

appear to be the extent of his musical ex-
posure outside his home town. After
gigging around D.C. for several years, he
formed his own trio in or about 1958 (the
notes are not explicit on that point) and
then expanded to quintet size the next year
when multi-instrumentalist Hampton
joined. S

Because of the leader’s chosen instru-
ments, there is, understandably, more than
a touch of the Afro-Cuban about the
group. Not all the tracks here are in that

groove, however, but- in those that are
Latin-flavored the quintet comes on like
east-coast Cal Tjader. Taken in toto, there
is much versatility to the combo, and it
shows its mettle in both jazz and more
commercial repertory that should enhance
its appeal to clubs of the AC-DC musical
variety.

In the jazz department the strong man
is Hampton. He plays an alto strongly
in the Charlie Parker-influenced vein but
proves he knows his way around on bari-
tone, too. On alto he solos best on
Woody'n and 1 Got Rhythm. He is heard
in some honestly swinging baritone work
on the medium-tempoed Blues. On piano,
Hampton favors a somewhat flowery, Ah-
mad Jamalish style, effective in its way
but inconclusive as jazz. His flute playing
is adequate and ‘inclined to be thin-toned.

Happily, the bongoist-leader doesn’t in-
trude too much. On the Latin numbers the
Afro touch fits; in the jazz things it doesn’t
quite make it.

Perhaps because of its very versatility,
this group doesn’t seem to be headed in
any definite direction. (J.AT.)

Maynard Ferguson
MAYNARD ’'61—Roulotto 52064: Olo; New
Blue; Blues for Kapp; Ultimate Rejection; The
Pharaok; Goodbye.
Personnel: Ferguson, trumpet, trombone; Chet
Ferretti, Bill Berry, Rolf Ericson, trumpets; Ray
Winslow, Kenny Rupp, trombones; Lanny Morgan,

Art Farmer, Art (Argo 678)
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Charles Bell Contemporary Jazz Quartet (Columbia 1582)
John Coltrane, My Favorite Things (Atlantic 1361)

John Coltrane, Lush Life (Prestige 7188)

Hank Crawford, More Soul (Atlantic 1356)

Gil Evans, Out of the Cool (Impulse 4)

Charlie Parker, Historical Recordings, Vols. 1-3 (Le Jazz Cool 101-3)

Lem Winchester, Another Opus (Prestige/New Jazz 8244)
. * Kk Kk k% _

Louis Armstrong, (reissue) A Rare Batch of Satch (RCA Victor 2322)

The Bix Beiderbecke Legend (reissue) (RCA Victor 2323)

Jon Hendricks, (vocal) Evolution of the Blues Song (Columbia 8393 and 1583)
Lightnin® Hopkins, (vocal) Lightnin’ in New York (Candid 8010)

George Russell, Jazz in the Space Age (Decca 9219)

.k kK
Benny Bailey, Big Brass (Candid 8001)

Teddy Edwards, Sunset Eyes (Pacific Jazz 14)

Bill Evans, Explorations (Riverside 351)

Aretha Franklin, (vocal) Aretha (Columbia 1612 and 8412)

The Bud Freeman All-Stars (Prestige/Swingville 2012)

Curtis Fuller, Boss of the Soul-Stream Trombone (Warwick 2038)
Tommy Gwaltney, Goin’ to Kansas City (Riverside 353)

Lightnin’ Hopkins, (vocal) “Lightnin’"” (Prestige/Bluesville 1019)
Lightnin’ Hopkins, (vocal) Lightning Strikes Again (Dart 8000)
Helen Humes, (vocal) Songs 1 Like to Sing (Contemporary 3852)

Harold Land in New York (Jazzland 33)
Toshiko Mariano Quartet (Candid 8012)
James Moody with Strings (Argo 679)
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George Russell Sextet at the Five Spot (Decca 9220)

Roosevelt Sykes, (vocal) The Honeydripper (Prestige/Bluesville 1014)

Buddy Tate, Tate-a-Tate (Prestige/Swingville 2014)

Various Artists, (vocal) The Newport Folk Festival 1960, Vol. 1 (Vanguard

Mal Waldron, Impressions (Prestige/New Jazz 8242)
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alto saxophone, flute; Willio Maiden, tenor saxo-
phone, clarinet; Joe Farrell, tenor and sopreno
saxophones, flute; Frank Hittner, baritone saxo-
phone, bass clarinet; Jaki Byard, piano; Charlie
Saonders, bass; Rufus Jones, drums.

Rating: % % % ¥

Ferguson, who penned the liner com-
mentary, points out that this is a cross
section of the new book being played by
his band this year. Three of the selections
are by trombonist Slide Hampton (Olé,
New Blue, The Pharoah); Kapp is Marty
Paich’s; Rejection is by Farrell, and
Goodbye was arranged by Don Sebesky.

If the set is representative of Fergu-
son’s current repertoire, the trumpeter is
vending varied and stimulating jazz. While
not all the tunes fit into the danceable
category (Olé and The Pharaoh, for ex-
ample), New Blue, Kapp, and Rejection
are eminently satisfying both from jazz
and dancing standpoints.

In Blue, altoist Morgan’s heated solo
reaches out and grabs you by the lapels;
his exchanges with Ferguson make for a
rousing climax on the take.

Kapp is relatively gentle in conception
and showcases the ensemble drumming of
Jones, a solid yet precise percussionist
who obviously knows how to handle this
band. Rejection is taken at medium tempo
and lightly rides through good solos by
pianist Byard and Morgan. In this, Far-
rell’s writing appears subject to strong
early-Kenton influence.

Olé is bullfight music with Maynard
going at it with stratospheric ebullience.
Latin, not Egyptian, feeling dominates
The Pharaoh, which features reed man
Farrell on flute, soprano and tenor saxo-
phones. On the latter instrument Farrell
plays in strong and bruising manner and
stands recognized as a jazz soloist of
high rank. His tenor is again up front in
the old Benny Goodman theme Goodbye,
fleet but tough-toned, highlighting what
is more than a mere mood piece or rou-
tine dance arrangement.

On the basis of this offering alone,
Ferguson’s band continues to proffer
much jazz excitement on a high level of
musicality. (J.AT.)

Grant ‘Green
GRANT’S FIRST STAND—Blue Note 4064:
Miss Ann’s Tempo; Lullaby of the Leaves; Blues
for Willarene:; Baby's Minor Lope; Ain't No-
body's Business If ' Do; A Wee Bit o' Green.
Personnel: Green, guitar; Baby Face Willette,
organ; Ben Dixon, drums. :

Rating: % % *

The three musicians involved in this
session all come out of a rhythm-and-
blues background. The only one who
seems to have been overly affected by this
is Willette," but possibly this can be at-
tributed to the fact that he is saddled
with an electric organ, an instrument that
requires a great deal of skill and taste to
be made palatable or useful.

Willette’s organ succeeds in muffling
and shadowing a great deal of Grant's
playing and in imbuing the record as a
whole with dreary monotony. This is un-
fortunate because Green apparently has
a good deal of potential.

He plays long, easygoing, single-string
guitar lines that have a warm, sinuous
quality on a slow blues like Bit o’ Green
and flow brightly on the up-tempo Miss
Ann’s. Interestingly enough, he turns
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Leaves into a very effective blues; at least
he invests it with a proper blues feeling.
This seems to be his best metier. And he’s
an honest blues man; the down-home
thump of pieces like Minor Lope and Will-
arene fail to inspire him.

For those who can stand organ—and
in all fairness, Willette is considerably
less obnoxious than some—this may prove
an effective introduction to Green. Others
may prefer to wait until he. can be heard
in less muddied surroundings. (J.S.W.)

Freddie Hubbard
GOIN' UP—BIue Note 4056: Asiatic Raes; The

Changing Scene; Karioka; A Peck o Sec.; 1

Wished 1 Knew; Blues for Brenda.

Personnel: Hubbard, trumpet; Hank Mobley,
tenor saxophone; MeCoy Tyner, piano; Paul Cham-
bers, bass; Philly Joo Joncs, drams.

Rating: % % %

Hubbard’s flaring, electrical charges on
trumpet crackle all through this disc,
sometimes effectively, sometimes point-
lessly. He gives the impression of having
developed an attention-getting style with-
out having considered that it must be put
to some valid use to be of any value.

Tyner, a churningly rhythmic pianist
who is exciting within a limited range,
frequently cuts Hubbard here, and de-
spite the repetitious quality of his playing,
he is the most consistently successful of
the three solo voices. The third, Mobley,
is, like Hubbard, erratic, showing evidence
of g strong, swinging attack on occasion

—~and then reverting to the drab mulling

that has characterized so much of his re-
corded work.

In a way, this is a provoking set. Much
of it-is good, and then the rest has the
potential to have been good if a little more
work had been done in advance. As it is,
the over-all result is slapdash and hap-
hazard. JSwW.)

Duke Jordan
FLIGHT TO JORDAN — Blue Note 4046:
Flight to Jordan; Starbrite; Squawhin’; Deacon
Joe; Split Quick; Si-Joya.
Personnel: Dizzy Reece, trumpet; Stanley Tur-
rentine, tenor saxophone; Jordan, piano; Reginald
Workman, bass; Art Taylor, drums.

Ratingd: % % % %

Jordan is one of the most inexplicably
neglected musicians of the postwar jazz
world. He was a striking figure in the
mid-'40s bop movement, striking not be-
cause of flamboyance but because he al-
ways moved calmly, cleanly -ahead amidst
"a sea of turbulence. .

He and Al Haig were possibly the most
fitting of the pianists with whom Charlie
Parker worked. Since then Jordan has fol-
lowed a relatively obscure path and now
may be known best as the composer of
Jordu. .

An adequate LP showcasfhg of Jordan
is long overdue. This one is far more
than adequate even though, as ever, his
‘compistently workmanlike contributions
tend to be overshadowed by flashier ele-
ments (in this case, the flashiness is meri-
torious).

All six compositions are Jordan orig-
inals, and, one and all, they are several
steps above the customary “originals” that
are normally found on such sessions. At
least two, Flight to Jordan, a swinger,
and Starbrite, a ballad, should be around
for a while.

Throughout the set, Jordan's piano work

is marked by swinging simplicity and
directness. He is an impressively honest
pianist and one with taste. Even on Dea-
con Joe, which skirts the Gospel-funk rut,
he disdains any of the common, panic-
button clichés.

But there is considerably more than
Jordan on this disc. There is also Reece,
playing crackling, big-toned solos that
seem much more effortlessly effective than
most of those on his own Blue Note LPs.

Even more importantly, there is Tur-
rentine, a tenor saxophonist who increases
in stature with each record. Here he
swings, he lifts, he bites, he charges, and,
on the balladic Starbrite, he exhibits an
overwhelming romanticism that has strong
shades of Ben Webster but, in the end,
turns out to be individualistically Turren-
tine. For all of Jordan’s warming contri-
butions to this disc, Turrentine has now
reached a stage at which he has that facil-
ity that both Coleman Hawkins and Web-
ster have of dominating any group with
which they play. And at this point, Tur-
rentine’s surging, vital freshness gives him
an advantage over the two older men.

(JS.wW)

Les McCann :

LES McCANN, LTD,, IN SAN FRANCISCO
—Pacific Jazz 16; Ok, Them Golden Gaters; Red
Sails in the Sunset; Jeepers Creepers; Gone on
and Get That Church; Bug Jim; We'll See Yan'll
after While, Ya Hear?

Personnel: McCann, piano; Herbie Lewis, bass;
Ron Jefferson, drums. .

Rating: see below

It always has been my aim to be just
another writer rejected or respected ac-
cording to the taste of the reader—but
just another writer. The last two years
have made this position difficult to main-
tain. In listening to and reviewing rec-
ords, I have attempted to listen as ob-
jectively as possible. At the moment, I
am fed up to here with objectivity, and
just for this one review permit me to be
a Negro reviewer—not a New Negro,
but an ordinary ome with just over a
quarter of a century experience at the
game. - "

This album, along. with other Mc-
Cann albums and a deluge of spirited,
up-tempo gook, is supposed to occupy
some sort of space as being representa-
tive, in part, of the American Negro
heritage.

That McCann- chooses this method of
expression is his prerogative and literally
his business. That this brand of music
is indicative of anything other than Mc-
Cann’s prerogative is poppycock.

In the first place, as this album clearly
indicates, McCann has not the musical
discipline or the technical skills to ex-
press anything as encompassing as the
Negro heritage. His ideas are inconclu-
sive and repetitive, as well as imitative.
His technique is careless and uneven.
Both these limitations seem to be of his
own choosing. Perhaps he ‘is feeding on

-all- the--hogwash about his “groove.”

Second, if McCann lives long enough
to express segments of the Negro heri-
tage truly, it can be assured that the work
will not be so quickly recognized and
understood.

And finally, I am not sure that Mc-
Cann has the sympathetic understanding
of Negro culture to begin with. If he
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