












































down and really became stabilized.”

Roach remembers his friend as an inquisitive indi-
vidual, a tinkerer who felt an insatiable desire to know
all there was to know about music.

“Oh, he was always, always learning something,” the
drummer remembered fondly. “Out in California, we had
a house, and we had a piano and vibes as well as trumpet
and drums. Brownie could play all these instruments, you
know. I would go out of the house and come back, and
he would be practicing on anything, drums, vibes, any-
thing. He loved music.”

But music was his business as well as his pleasure, and
he went outside of music to find two unrelated favorite
hobbies, according to Roach.

“He was an excellent chess player, and he could shoot
pool like, Wow! Of course, he was also a whiz at mathe-
matics. He liked to fool around with numbers a lot.

“He was just too much. He was one of the rare com-
plete individuals ever born.

“He was warm and polite to everybody. It didn’t make
any difference who it was. But make no mistake—he was
strong. He knew how to take care of himself. He even
knew how to take care of me sometimes. Don’t forget,
1 saw Brownie in many, many circumstances, and he
really didn’t take no bs. from nobody. He dealt with
club operators and owners, agents and these people in
no uncertain terms.” Here Roach adds a point which
seems almost unbelievable in light of the firm, outspoken
drummer of today:

“When we had our group, I was the brunt of these
people's oppression; and Brownie would often straighten
them right away.”

His fellow musicians perhaps never realized the extreme
pressure Brown was under much of the time. Accepting
him as the new champion, musicians assumed the position
of challengers. The competition was constantly climbing
into the ring in the form of contemporary artists. The
jazz “old-timers” such as Art Blakey, who was 11 years
older, or Roach, who was an innovator at Minton’s before
Clifford had even begun to study the horn, these giants,
accepted the youngster as an equal and reflected little
consideration for his youth. After a particularly burning
session in Chicago’s Bee Hive, Clifford quietly walked out
of the club and stood sucking in the cool night air. He
confided in a friend:

“I feel as though I have just had acid thrown in my
face. My lips are on fire. Sometimes, I wonder if I can
keep up with Max when he really gets that cymbal going.”

This is perhaps the first Roach will know of young
Clifford’s inner fear. .

Brown convinced more than the musicians that he was
aware of what he was about and of where he was headed.
Jazz writers and critics praised the trumpeter as combin-
ing the best qualities of Miles Davis and Fats Navarro.
He was charged with the mighty responsibility of attempt-
ing a true synthesis of modern jazz. His firm, definite,
almost percussive attack separated his sound from that of
Davis, who was playing in the same detached style. His
phrasing adhered fairly close to the frame of the bar and
the beat. Brown was an improvisational teaser in that
the mobility of his style permitted him to roam at will,
creating melodic lines that followed the basic harmony
while all the time pricking the imagination with the
possibilities of extension.

He was recognized as a brilliant technician, and the
purity of his tone complemented the precision of his
execution. Art Farmer recognizes Brown thusly:

“Brownie and I received our primary inspiration from
the same source, and I think at one time we sounded
somewhat similar; but he was always the more capable
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for being able to really move around the horn.”

In most critiques or evaluation of Brown, little men-
tion is made of his limitations, which were real and
obvious. He occasionally would go in over his head
rhythmically; the originality and maturity of his solos
were sometimes questionable.

Roach, while not acknowledging these specific areas of
weaknesses, alludes to them in his praise of Brown:

“He was an individualist, like Bird. I don’t mean he
sounded like Bird or tried to play that way. I just mean
he played Brownie all the time. He was so much of an
individualist that you had to rate him over several other
prominent trumpeters, although what Brownie was doing
was not always as acceptable as what they did.”

N A RAIN-SWEPT, early morning in June, 1956, on the
Pennsylvania Turnpike, Clifford Brown, along with
pianist Richie Powell, and Richie’s wife, Nancy, who was
driving, was killed when their automobile hurtled over an
embankment.

Various persons close to Brown can think of reasons
why the accident never should have happened. Like most
tragedies, this one is encased in “if's.” Roach recalls viv-
idly the minute details of incidents leading up to the
accident—and away from it.

“The whole thing just never should have happened,”
Roach said.

“Instrument manufacturers had been after us for some
time to use their instruments. We never consented before.
Every once in a while, Brownie would bring a new horn
on the job, but he always went back to his old one. Well,
this time, we had three days off between jobs, and Clifford
and Richie went home to Philly, and I came to New
York. We were supposed to open in Chicago’s Blue Note
that following Wednesday. I called Brownie- from New
York to tell him what time and where to meet me on
the turnpike, and we could come on into Chicago to-
gether. He said no, he had decided to go get a new horn.”

Max paused a second. Then he said, “If he hadn’t
decided to get that horn . . . Anyway, we agreed to meet
in Chicago. I was going to go on so I could get some
sleep before working, so 1 left in time to arrive in Chi-
cago around 3 in the morning. Brownie left Philadelphia
in time to get to Elkhart, Ind., around 9 to get the horn
and come on in to Chicago. The girl was driving. It
was raining, and they were killed.”

The news of the tragedy spread quickly, and both
Roach and Art Farmer remember that it was not a
personal friend or relative who broke the news, but
rather, businessmen. )

“Joe Glaser called me in the afternoon,” Roach said.
“] had been asleep and hadn’t heard anything about it. I
went right back to New York. We canceled the date, of
course. They had mass funeral services for the three of
them that Saturday in Philly.” .

Farmer remembered: “I was in a recording session with
Helen Merrill. Gil Evans had written the arrangements
and was conducting. Max Zeppo, the contractor of Ehe
date, came out of the control booth and said something
about Clifford Brown being killed. We made two or three
false starts on the tune we were trying to record, packed
up, and went home.”

So ended a fleeting career. After the shock, there came
the sobering realization that the productivity and vitality
of Clifford Brown were lost. Then, through interchange
of memories, it was clear that Brownie had left a precious
legacy of good deeds and friends. Respect and admiration
bordered on reverence.

Benny Golson penned a moving ballad, and Jon Heq-
dricks set the lyrics to I Remember Clifford. The tune 1s
one of the most recorded of the Golson originals. Each
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CLASSICS

Bartok/Ramor Quartet

QUARTET FOR STRINGS, by Bartok—Vox
VXB-19 (three-disc sct).

Personel: Ramor Quortet.

Rating: % % % %

Bartok’s quartets are as necessary to a
modern man's musical education as Bee-
thoven’s, and when an opportunity to
acquire all six for less than $8 comes
along, my advice is to grab it if the per-
formances are satisfactory.

The Ramor Quartet, a new one to me,
is a strong group, equal to Bartok's diffi-
cult technical demands. Interpretatively, I
prefer a more pungent attack on the dis-
sonances in the third and fourth quartets
(there is really no point in trying to iron
them out when bare-nerved shock was
what the composer was after here).

The Fine Arts Quartet set of a few
seasons back is preferred, especially on
engineering counts, but the Vox set is a
strong contender, with a notable price
advantage. (D.H.)

Cliburn/Reiner/Beethoven

BEETHOVEN EMPEROR CONCERTO—RCA
Victor LM-2562 and LSC-2562: Piamo Concerto
No. § in E Flat Major.

Personnel: Chicago Symphony Orchestra, Fritz
Reiner, conductor; Van Cliburn, piano.

Rating: % % % %

This is not the concerto it might have
been if Cliburn had recorded with another,
more flamboyant conductor — for which
admirers of the Emperor may give thanks.
What Cliburn has achieved in this work
is a long stride toward full stature as a
musician as well- as a virtuoso.  His Em-
peror has more structural coherence and
fidelity to detail than any concerto he has
yet recorded (he has yet to produce .a
solo album, which may be significant).

This, in effect,.is Reiner’s performance,

with Cliburn acting the part -of - willing
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‘Chloe’s captivity. - - .

pupil to a master. What virtues are lost
in such a case—spontaneity and personal
touches—are compensated for by a further
solidification of Cliburn’s artistic position.
This one is not the biggest or the most
individual Emperor Cliburn will ever play,
but it is a good one, worth owning.
(D.H.)

Ericourt/Debussy

DEBUSSY Piano Music—Kapp KC-9061 and
KC-9061-S: I'mages, Books 1 ond 11 (Reflets dans
l'eau, H ge a R ;s Cloches
a travers les feuilles, Et la lune descend sur le
templ ui fut, Poissons d'or); Bstampes (Pagodes,
Soiree dans Grenade, Jardins sou la pluie); D’un
cohier d’equisses; Bercuse Heroique.

Personnel: Daniel Ericourt, piano.
Rating: % % % %

Pianist Ericourt takes a more detached
and definite approach to Debussy than fol-
lowers of the Gieseking school may like.
And yet, the Ericourt way strikes me as
more authentically French in its concep-
tion than Gieseking’s. Ericourt does not
pedal as artfully perhaps (certainly not as
noticeably), nor does he have as variously
colored a tone. His Reflections in the
Water, for example, are as clear as a
spring pond, whereas the more impression-
istic approach clouds up and subtly hazes
over the harmonies. The French pianist is
excellent in the propulsive Movement
and the evocative Night in Granada,
and everywhere technically adroit. In gen-
eral, his playing has the lucidity and dry
refinement we have come to identify with
good Ravel interpretation, but it .works
surprisingly well in Debussy, too.

The piano sound is admirably lifelike.
This is Ericourt’s second album in a series
of the complete Debussy piano music (he
has recorded the preludes, too). If the
rest turn out this well, Ericourt’s reputa-
tion is not in any danger. (D.H.)

Ravel/Munch

DAPHNIS AND CHLOE, by Maurice Ravel
—RCA Victor LM-2568 and LSC-2568: Ballet in
One Act for Chorus and Orchestra (complete).

Personnel : Boston Symphony Orchestra and New
Bngland Conservatory Chorus, conducted by
Charles Munch.

Rating: % % %

The complete ballet version (for orches-
tra and chorus) of Ravel's Daphnis is a
specialty of the house in Boston. Munch
here re-records the score for stereo in his
familiar excitable style, receiving rich
help from the Boston Symphony and the
choral forces. The most often heard con-
cert version of Daphnis, the Suite No.
2, employs no choral vocalise, thereby
robbing the score of some of its most
exquisite effects. No concert version, either
of Suite No. 1 or No. 2, includes the
middle section of the ballet, describing
: “For., sohics - and sensuousness; Munch’s
is 'a stunning job. Pierre Monteux’s stereo

version with the London Symphony
Orchestra captures more orchestral detail
and is better in the quieter moments.

(D.H.)

Various Artists

60 YEARS OF MUSIC AMERICA LOVES
BEST, VOL. III—RCA Victor LM-2574: Marian
Anderson, Go Dows, Moses; John Barrymore,
soliloquy from Hamlet; Jussi Bjoerling, Che
gelida manina from La Boheme; Enrico Caruso,
La Donna e Mobile from Rigoletto; Arthur Fied-
ler and Boston Pops Orchestra in o song fest;
Kirsten Flagstad, Ho-yo-to-ho! from Die Walkure;
Vladimir Horowitz, first movement of Moonlight
Sonata, by Beethoven; Serge Koussevitsky and
Boston Symphony Orchestra, waltz from Seremade
for Strimgs; FPritz Kreisler, Caprice Viennois;
Ezio Pinza, sercnade from Don Giovamni; Lily
Pons, Caro mome from Rigoletto; Arturo Tosca-
nini and NBC Symphony Orchestra, Dance of
the Hours from La Gioconda.

Rating: % % %

RCA Victor finally has decided to aban-
don the wildly confused mixture of popu-
lar, classical, and unclassifiable music that
marked the first two releases in this series,
bargain priced at $1.98.

Vol. III comes in both popular and
classical versions, though there still seems
to be some confusion as to what is to be
classified as music at all (how Barry-
more’s Hamlet reading sneaked in is diffi-
cult to understand).

The most practical use for this disc is
as a shopping guide to the albums from
which they were extracted.

The Pinza, Bjoerling, and Caruso items
are especially worth while, and the prize
of the lot is Miss Pons’ Caro nome with
a full-voiced, unsqueaked E above high C
to close. (D.H.)

Voisin/Vardi

ROGER VOISIN TRUMPET MUSIC—Kapp
KC-9026 and KC.9026-S: Fanfare -— Chiamata
No. 3 by Pantini; Symphony from The Fairy
Queen, by Purcell; Sonata for Trumpet and
Two String Orchestras, by Stradclla; Carousel
Music (1686), by Lully; Fanfare—Chiamata No.
6, by Fantani; Fanfare—Sinfonia da Guerra, by
Monteverdi; Le Journal de Printemps, Suite No.
6, by J. K. F. Fischer; Ten O°'Clock, Sonata
No. 30, by Petzold.

Personnel :. Kapp Sinfonietta, conducted by Eman-
uel Vardi; Roger Voisin, trumpet.

Rating: % % % *

Voisin, solo trumpet of the Boston Sym-
phony Orchestra, delves again into the vast
literature for trumpet and orchestra, com-
ing up this time with eight pieces from
the pre-Bach Baroque period. The Purcell
symphony from the Fairy Queen and
the J. F. K. Fischer suite are the most sub-
stantial items, but everything on the rec-
ord bears hearing. The Kapp Sinfonietta
under Emanuel Vardi sounds like a bright,
stylistically aware Baroque orchestra, and

‘Voisin's “solo pérformance is exemplary

in every way, with a tone that is pure

‘silver.” "An ° exciting " disc, recorded with

enough ' reverberation and stereo separa-

‘tion 'to ‘suggest: a large 17th century ban-

quet hall. (D.H.)




Booker Ervin
THAT'S IT!—Candid 8014: Mojo; Uranus;
Poinciana; Speak Low; Booker's Blues; Boo.

Personnel: Ervin, tenor saxophone; George
Tucker, bass; ‘‘Felix Krull,” piano; Al Hare-
wood, drums.

Rating: & % % %

Ervin is a rugged individualist with an
honest, forthright approach that is basic
but it is not so at the expense of exploration.
He has emotional power to spare and a
personal sense of rhythmic and harmonic
qualities. His sound is very much his own.
Although he has done many fine things
as a sideman with Charlie Mingus and
under his own name, this album surpasses
them.

Material is important here; this set does
not suffer by excluding overworked stand-
ards. Another reason for success is the
unity of the four men present. As the Play-
house Four, they have been working
around New York City during 1961.

If this “Felix Krull” were to confess,
we would learn that he is really Horace
Parlan. He comps well and his solo style
is uncomplicated. Harewood is an ex-
tremely steady drummer. Tucker is one
of the best bass players to enter jazz in
a long time; his solos on Poinciana and
Booker's Blues are prime examples of
sensitive strength.

Mojo, one of four Ervin originals, finds
Parlan playing in one key while Ervin
and Tucker are in another. And it
comes off. Uranus is a ballad with beauty
but it also has fervor not often found in
the usual ballad offering. Boo is a jagged,
exploratory, minor-key swinger. The long-
est track in the set is the more-than-10-
minutes-long Booker’s Blues. It shows
Ervin's capacity for reflective, unaffected,
slow blues blowing.

Even the standards are treated freshly.
Poinciana is a demonstration of the power
‘of jazz to enrich tunes in new ways.
Speak Low is taken at up tempo with
unrelenting swing and invention by Ervin.
His solo on this track has marvelous
continuity.

This is no helter-skelter “blowing ses-
sion” although there surely is a lot of
inspired blowing going on. A rewarding
album. (I. G.)

Benny Golson

GETTIN’ WITH IT—Prestige/New Jazz 8248:
Baubles, Bangles, and Beads; April in Paris; Blue
Streak; Tippin' on Through; Bob Hurd’s Blues.

Persornel: Golson, tenor saxophone; Curtis
Fuller, trombone; Tommy Flanagan, pisno; Doug
Watkins, bass; Arthur Taylor, drums.

Ratingd: # % % % %

What a pleasure to review an album
such as this. Golson, Fuller, Flanagan,
Watkins, Taylor — certainly among the
most creative and swinging men on their
respective instruments and five of my per-
sonal favorites as well.

More than just a younger J. J. Johnson,
Fuller is capable of combining a dancer’s
grace with singing lyricism; hear his exu-
berant solo on Baubles.

Flanagan, a name, synonomous with
good taste, continues to be underrated.
At his peak, he has an amazing gift for
melodic invention, as he demonstrated on
John Coltrane's Giant Steps LP.

A constant source of support in the
rhythm section, Watkins also continually
delights with the unexpected in his solos,
Hurd’s Blues being a good example. It's
a shame we don’t hear more of him these
days.

As for Taylor, well, just say that he fits
in perfectly with the others.

I have deliberately left Golson for the
last. T have seen the claim advanced from
some quarters that Golson is a more “dis-
ciplined,” hence more acceptable, version
of Coltrane. This seems to me in error
for at least two reasons. First, asking for
a more “disciplined” Coltrane is nothing
but a euphemistic way of asking for a
less challenging one. Removing those al-
legedly *“undisciplined” aspects of Coltrane
would be like taking away Miles Davis’
introspection, or Dizzy Gillespie’s sense
of humor. An essence would be pruned
out. Moreover, such a view slights Golson
unduly, as if his playing were of value
only because he provides us with a sub-
stitute for a more difficult musician. This
is not the situation at all—Golson is quite
exciting in his own right, and in any case
the Coltrane influence is but one of many.

The front line here is in part the fore-
runner of the Jazztet, and in some respects
I find this group more interesting. Those
who heard the other two Prestige releases
in this series (Gone with Golson, Groovin’
with Golson) will know what I mean.
Those who haven't, and want to dig Gol-
son and Fuller in a very fiery session,
would be advised to pick up on this one.

(FX.)

Gigi Gryce

REMINISCIN': GIGI GRYCE ORCH-TETTRB
—Mercury 20628: Blue Lights; Caravan; Remi-
niscin’; Yesterdays; Gee Blues Gee; A Night
in Tansia; Dearly Beloved; Take the A Train.

Personnel: Gryce, alto saxophone; Richard Wil-
liams, trumpet; Richard Wyands, pisno: George
Duvivier or Julian Euell or Reggie Workman,
bass; Bob Thomas or Walter Perkins, drums;
Bddie Costa, vibroharp.

Rating: % % % *

Gryce has organized a solid, unpre-
tentious group that functions effectively
as a small orchestra. Even when the
material here is familiar, it is played with
understanding and personal verve. Gryce
is an arranger who fortifies a main theme
without losing sight of its inherent quali-
ties. He also finds new ways to present
a piece, for. instance, the refreshing vibes-
with-bass-backing - statement of Tunisia.

Gryce's playing has improved tremen-
dously in the last few years. He sounds
like no other alto man and has lost the
stiffness which used to hamper him. Never
strident, his strength is expressed by other
means—his solo on Yeterdays is a good
example.

Williams has often shown his capacity
for explosive, confident, inventive playing
in the Fats Navarro tradition, but rarely
has he achieved it on record. Here he does.
And his ensemble playing sounds like a
whole trumpet section at times, as on
Lights. Even his muted work on Yester-
days crackles.

- Although better known as a pianist,
Costa is a skilled vibist. He combines
swinging and thinking effectively on Tunisia
and Caravan. Wyands, a much underrated
pianist, is fine throughout. His opening on
Lights sets a good mood.

The rhythm sections are uniformly
good. Euell and Perkins work hand-in-
glove on Beloved, Lights, and Gee Blues
Gee. (The latter, a Randy Weston blues
waltz, is identical to Kucheza Blues on
Weston’s recent Uhuru Afrika album.)
Duvivier, one of the bass bosses, is heard
with Thomas on all other selections except
Tunisia, where Workman plays an im-
portant role well.

In this set, Gryce has achieved a bal-
ance between the blowing and arranged
sections. The latter set off the former,
investing the soloists’ spots with greater
interest and making the album a success.

(L. G)

Chico Hamilton

THE CHICO HAMILTON SPECIAL—Colum-
bia 1619: Don’t Get Lost; Autumn Leaves; New
Rhumba; Way Down; Afternoon of a Breese;
Ladybird; Trio.

Personnel: Homilton, drums; Nate Gershman,
cello; Harry Polk, guitar; Charles Lloyd, alto
saxophone, flute; Bobby Haynes, bass.

Rating: % % % *

Not only is this set representative of
Hamilton’s new group, it also makes clear
that the present quintet is the best the
drummer has had since he first organized
in 1955.

Hamilton has decidedly swung away
from the exotica of the first group and
now is following a straight jazz path. In
Lloyd and Polk he has superior soloists.
Lloyd, in particular, gets a splendid oppor-
tunity in the set and emerges as one of
the most stimulating young sax and flute
men in recent years.

Despite a tendency to overrecord the
leader’s cymbals (or perhaps he just played
too loudly) in the opening track, Hamil-
ton restrains himself for the most part
and sticks to playing time. Trio, the clos-
ing track, is a fast jazz waltz and a
vehicle for Hamilton’s drums.

In this new, hard jazz of Hamilton’s one
may question the assigned role of Gersh-
man’s cello. Actually, it is used quite
astutely, skillfully utilized in New Rhumba
and playing an all-important part with
Polk’s guitar and Haynes' bass in Lady-
bird. The tenderness and poignancy of the
latter is one of the high spots of the set.
Moreover, this trio within the quintet
makes for an ideal break in pace and in
clubs is a versatile facet of the over-all
performance.

Afternoon reveals the definitive differ-
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ence in approach to jazz flute of Lloyd in
contrast to Buddy Collette, who for a cou-
ple of years set the Hamilton pattern. Col-
lette is a well-schooled and rather aca-
demic instrumentalist; Lloyd’s style is
rougher, fare-thee-well and leans to all-
out wailing.

For this reviewer, The Chico Hamilton
Special is by far the best album the
drummer has recorded in terms of jazz
spirit, exciting soloists, and, above all,
deep-down swing. (J.AT.)

Jimmy Heath

THE QUOTA: Riverside 9372—The Quota;
Lowland Lullaby. Thinking of You; Bells &

Horns; Down Shift; When Sonny Gets Blue;
Funny Time.
Personnel: Heath, tenor saxophone; Freddie

Hubbard, trumpet; Julius Watkins, French horn:
Cedar Walton, piano; Perry Heath, bass; Albert
Heath, drums.

Rating: % * * %

With its full quota of Heaths, and in-
telligent writing by Jimmy, this is an un-
flagwavy blowing date. The leader’s tenor
lives up to the succinct appraisal by Don
De Micheal that is quoted without credit
in Ed Sherman’s otherwise admirable liner
notes.

There is a good, clean ensemble blend
throughout, almost as if this were an
organized unit, and there is enough scor-
ing to give most tracks more substance
than is often found in dates of this type.
Milt Jackson’s tune, Bells & Horns, and
Funny Time by Jimmy, which includes
a good solo by Percy, are the best items,
though the three horns have admirable
solos scattered through both sides.

Walton, though still lacking a little in
dynamic variety, offers pleasant, if un-
eventful, single-note lines.

Watkins, still straining occasionally
(will anyone ever invent a clinkerproof
French horn?), remains the most inven-
tive artist on the instrument and has a
consistently culinary workout on Funny
Time.

Hubbard demonstrates deftly why he
walked away with this year’s critics poll
citation, as new-star trumpeter. All in all,
a session that didn’t aim too high and man-
aged to hit the target. (L.G.F)

John Lewis

ORIGINAL SIN—Atlantic 1370: Creation of
the World and Creation of Adam; Recognition of
Animals; Birth of Eve; Adam and Eve Pas de
Deux; Teachlng and Temptation; Expulsion from
the Garden of Eden.

Pcrsonnel: Unidentified orchestra conducted by

Lewis.
Rating: % % %

I will say, in front, that this is the hard-
est review I ever have had to write.

The ballet is scored for trumpet, trom-
bone, a few winds, percussion, and a
small string orchestra. One of the prob-
lems that Lewis, its composer, has set out
to solve is to find suitable rhythmnc figures
the strings can play with a jazz feeling.
Some of his solutions are admirable and
pave the way for future work; other solu-
tions are not so fortunate.

The ballet begins with a dark theme of
weighty and moving beauty. But decay
sets in at an appalling rate.

The first indication is the addition of
the conventional ride cymbal beat. Its in-

congrunty doesn’t bother ‘me.so. much .as |
its unbelievable dynamic level. Some en-
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gineer at Atlantic wants a good ear-cath-
artic. If you are not in an especially tol-
erant mood when you hear this piece, it
very rapidly becomes a concerto for cym-
bal and small band—historic first in the
heretofore uneventful evolution of cymbal
literature.

This forgivable error is followed—be-
fore the piece is five minutes old—by a
section that is so different from the first
that when I first heard it, I swear I
thought the selector on my hi-fi set had
accidentally slipped over to AM radio.
Alas for the Third Stream, it had not.

The first variation of Part 2 is un-
abridged musical comedy pit band. But
the tantalizing thing is that Variation 2
is a clever, self-sustaining, unified, and
original little composition. Variation 3
sounds like a fashion show, but Variation
4 is a lovely, light, unpretentious piecc,
and Variation 5 is simple, stark, and well
composed reminiscent of Aaron Copland
at his best.

Have I given a clear picture of the in-
consistencies of the score? Since the work

contains some of the very best and some
of the very worst jazz I have ever heard,
I have given it a rating that is dead center
between five stars and no stars.

Though Lewis has solved some stylistic
problems with great economy, I feel that
the starkness of certain devices is too
apparent (pyramid chords, ostinatos ad
infinitum). I also do not feel (and this
is more personal than didactic) that the
nature of the music matches the infinite
weight of the subject matter. Toward the
end of the piece (Expulsion), we are left
with a stark, sustained, fortissimo string
color, cymbals chopping away in the fore-
ground, which is supposed to suffice for
the climactic dramatic moment. I don’t
think I am being overly harsh to say that
Lewis had many more means at his dis-
posal—and to wonder why he didn’t use
them.

Well, now that I've got my disappoint-
ment out of my system, I can say in all
honesty that this ballet will be enjoyable
to the forewarned listener, that Lewis is

and 4050)
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For the benefit of record buyers, Down Beat provides a listing of jazz, reissue,
and vocal LPs rated four stars or more during the preceding five-issue period.
LPs so rated in this issue will be included in the next listing.
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Ella Fitzgerald Sings Cole Porter and More Cole Porter, (vocal) (Verve 4049

The Exciting Terry Gibbs Big Band (Verve 2151)

Dizzy Gillespie, Gillespiana (Verve 8394)

Lionel Hampton, (reissue) Swing Classics (RCA Victor 2318)

Montgomery Brothers, Groove Yard (Riverside 326)

Gerry Mulligan and the Concert Jazz Band at the Village Vanguard (Verve

* K k k%
Steamin’ with the Miles Davis Quintet (Prestige 7200)
This Is Walt Dickerson (Prestige/New Jazz 8254)
Budd Johnson and the Four Brass Giants (Riverside 343)
Blue Mitchell, Smooth as the Wind (Riverside 367)
North Texas Lab Band (90th Floor Records 904)
Charlie Parker, Bird Is Free (Charlie Parker 401)
Bill Russo, Seven Deadly Sins (Roulette 52063)
Various Artists, The Soul of Jazz Percussion (Warwick 5003)
Various Artists, (vocal) Blues 'n’ Trouble (Arhoolie 101)
Randy Weston Live at the Five Spot (United Artists 5066)
Big Joe Williams, (vocal) Piney Woods Blues (Delmar 602)
* % k %k
Pepper Adams-Donald Byrd, Out of This World,(Warwick 2041)
Red Allen Plays King Oliver (Verve 1025)
Art Blakey, A Night in Tunisia (Blue Note 4049)
Johnny Coles, The Warm Sound (Epic 16015)
Victor Feldman, Merry Olde Soul (Riverside 9366)
Johnny Griffin, Change of Pace (Riverside 368)
Slide Hampton, Somethin’ Sanctified (Atlantic 1362)
Coleman Hawkins, Night Hawk (Prestige/Swingville 2016)
Al Hibbler Sings the Blues (vocal) (Reprise 9-2005)
John Lee Hooker Plays and Sings the Blues (vocal) (Chess 1454)
Lightnin’ Hopkins, (vocal) Lightning Strikes Again (Dart 8000)
Jazz Renaissance Quintet, Movin’ Easy (Mercury 20605)
Jackie McLean, A Long Drink of the Blues (Prestige/New Jazz 8253)
Roy Palmer/Ike Rogers, (reissue) Gut-Bucket Trombone (Riverside. 150)
Dijango Reinhardt, Djangology (RCA Victor 2319)
Pee Wee. Russell-Coleman Hawkins, Jazz Reunion (Candid 8020)
. Bobby. Timmons, Easy Does It (Riverside .363)
Ben Webster, The Warm Moods (Reprise 2001)
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