









































reading facility and being comfortable playing all sorts of
music has taken a back seat. I realize that all drummers
go through phases when things like that seem important;
however, more so than ever before, I feel drummers have
gotten away from the basic elements.”

I suggested that the disappearance of big bands, plus the
fact that other training grounds also have gone by the
board, leave the young drummer little opportunity to learn
his craft.

“It's not the fault of the youngsters, particularly when
we speak of their big-band work,” insisted Krupa. “Years
ago, the drummer coming up had places to go where he
could listen and learn. He also had minor-league outlets
which prepared him for big-time competition. Today, there
is little he can do other than study and hope to accumulate
enough experience to make a go of things.”

What of the friendly interchange so common among
drummers in the 1930s, '40s, and early '50s? Had stiff
competition for work affected the fraternal feeling in the
profession? Had the romance gone out of the field?

Krupa paused to think. Then he said that he didn’t think
that today there was as intense a feeling of fraternity as
in years past.

“About the romance idea,” he went on, “the first thing
you have to realize is that these are altogether different
times. During the '30s and '40s, in particular, there was a
rash of activity. The whole picture encouraged the young
percussionist. Vitality abounded. The climate made for
a different kind of drummer. Today the youngsters are not
exposed to as many sides of the percussion story. It's as
simple as that.”

Krupa turned to the subject of young drummers he
finds stimulating. “Oliver Jackson, the kid with Lionel
Hampton, has something,” he said. “He plays with assur-
ance and authenticity and has a fine grasp of the essentials
of jazz drumming. His time is good—that’s so important.
And because he plays so well for others, he reminds me of
a young Jo Jones.

“Joe Morello is another whose playing I enjoy. Did you
see him on TV with Dave Brubeck? Excellent technique and
co-ordination give his work dimension. Everything he plays
is clean, crisp, and well defined.

“Mel Lewis—we met outside a theater in Buffalo many
years ago—has come a long way. He's one of the few
young drummers who knows how to move a big band.”

Krupa reminisced about his development as a drummer:
“I guess the teacher who taught me the most was the late
Gus Moeller. He used the up-and-down stroke method,
which incorporates movement of the arms in concert with
wrist and finger action. ‘Music is motion; you have to
move fluidly and with grace and ease,’ Gus insisted.

“Because of my training with him, I am able to move
easily around the set. He also made it possible for me to
extract a better sound from the instrument. There are far
too few teachers of his caliber.

“Jazz drummers who helped mold my style? Baby Dodds,
fqr one—how he could work the snare drum'—and Zutty
Singleton—he’s still as great as ever. And of course, Chick

Webb. It’s too bad that his greatness was never captured
on records.

“Like all great drummers, these chaps came to the scene
with special gifts. There was something in each one’s play-
ing that set him apart from the others. How do you come
by this individuality? It’s something you have naturally,
something that studying cannot bring you.

“Make no mistake, however; studying is of prime impor-
tance. Only three drummers who have evolved on their
own come to mind—Ray McKinley, Ray Bauduc, and
that firebrand Buddy Rich. Buddy, specifically, is a fantastic
exception to the rule. He plays most cats under the table,
and he has no idea how he does it.”

The afternoon was coming to a close, and Krupa had to
get ready for a long night's work at the Metropole. We
parted and planned to meet later at the club to continue
our talk.

AR AND TABLES were jammed when I arrived at the
club. Trumpeter Charlie Shavers was playing heat-
edly as I went up the stairs to Krupa’s dressing room.

When I was settled in the dressing room, the conversation
began where we had left off in the afternoon.

“There’s one chap you really ought to mention,” Krupa
said. “Tommy Miles . . . from Baltimore. He wore a green
eye shade and would sit flush up against the wall when he
played. Tommy was something like Miles Davis—you know,
never paid the audience any mind, never showed any emo-
tion. But could he swing! Chick Webb learned a lot from
him. I couldn’t wait to get to Baltimore in the old days.”

The conversation turned to the present and the question
of small bands versus big ones.

Krupa has worked with a quartet for several years (his
group at the Metropole included Eddie Wasserman, tenor
saxophone; Bill Takas, bass; John Bunch, piano). Seem-
ingly happy working in this small group context, Krupa
said he did, however, prefer working with a big band.

“I do enjoy it,” he said, “though I feel more responsibility
in a large band. And after all, small bands are what the
public is buying today. It doesn’t seem likely that the big
bands will come back. But you never know, perhaps the
Twist will create an interest in dance bands again. As for
my putting together another big band . . . No, I don’t think
I could make that one-nighter grind, or the five-shows-a-
day theater routine. I'll stick with this set-up for personal
appearances and leave my big-band playing for record
dates.”

Krupa has had much influence on other drummers, but
have any of the modern drummers influenced him? Krupa
reflected and then said: “My style hasn’t changed too much.
I still play on the drums rather than leaning heavily on the
cymbals. Unlike the modern guys, I keep the bass drum
going. I feel the big drum should be used to keep time and
for accents. But I must admit that certain things I've heard
Art Blakey, Shelly Manne, and Max Roach do have found
their way into my repertoire. And often I incorporate some
of the modern things to accommodate the youngsters in my
group.”

Krupa concluded, “My job, however, remains the same
—to keep time, to extract appropriate, supporting ‘sounds’
from the instrument, to be a musician . . ."”
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Happily, the talk turned to his earlier days in jazz and
his pre-New York background.

Haynes was born in Boston, Mass., 37 years ago, and
37 is not such an advanced age for a man who is listed
among the pioneers of bop drumming. He studied briefly
at the Boston Conservatory and then began playing with
local groups.

“I was at Martha's Vineyard in 1945,” he said, “when
1 got this telegram from Luis Russell asking me to come
to New York. I don’t know how he heard about me, because
I hadn’t played anywhere but in Boston and places in Con-
necticut. I think maybe there was a musician who was
playing with Luis who heard me when he passed through
Boston. Anyway, 1 was excited and wanted to go to New
York, but I also wanted to stay up at Martha's Vineyard
until I finished the gig. It was really a swinging place then,
kind of a resort for really rich people. So I wrote Luis
Russell and asked him could he wait until I finished the
job. He wrote back telling me when and where to show up
and enclosed my ticket. When I got to New York, we were
opening at the Savoy.”

He paused and put John Lewis’ Morpheus on the phono-
graph; it sounded amazingly like today’s avant garde,
though it was made in 1950. Haynes was the drummer in
that group boasting Sonny Rollins, Miles Davis, Percy
Heath, and Lewis.

He continued his reminiscences: “What really turned me
on to jazz was one particular record. You know that record
Basie made called The World Is Mad? Well, that’s what
really got me moving. Jo Jones' solo on that tune was
really out of sight. I knew right away what I wanted to
do, after that.

“I quit Russell's band in 1947. Those one-nighters got
to me finally, although I thought it was a pretty swinging
band. We had some good people. And it was the first time
I had worked with a really big band. Luis had a lot of
faith in me . . . I was just a young kid, a little over 20.
My brother told me something years after I'd left Russell.
He said that I'd really been a big influence on that band.
Some of the musicians told him that. I mean, that they
had started picking up on some of the things I was doing,
and it changed their playing. And I was just trying to
get myself together. It's a strange thing.”

When Morpheus ended, the photographer suggested Roy
play a Sarah Vaughan album.

“You know people are always asking me how it was to
play with Sarah,” Haynes said. “They figure it must have
been a drag, you know, playing behind a singer and never
really getting a chance to stretch out. But that’s not the way
it was. I thought it was a gas. Sarah’s not just another
singer. I mean she’s fantastic and playing with her was
a ball for me. When I got tired of working with her I left.
It was as simple as that. But she’s a beautiful singer.”

Haynes’ recollection turned back to his days with Russell.

“When I started playing with Luis Russell, it was the
first time I'd ever seen the South. We went through the
South a lot doing all those one-nighters the band had to do.
The first place we went when we left the Savoy was Mary-
land, which is not really the South, I guess, but it was still
something else. And the rest of those tours . . . you know,

sometimes we played in warehouses. I made a lot of south-
ern tours with Sarah, too. Those terrible package deals.
Sarah didn’t dig those too much either.”

When he left Russell, Haynes said he hung around New
York’s 52nd St., at that time the location of several jazz
clubs. “I'd already been going up to Minton’s and sitting
in. I learned a lot up there, too. Drummers used to have
to stand in line to get a chance to play. There were so many
people around who wanted to sit in—Teddy Stewart, Max
[Roach,] Klook [Kenny Clarke]. And everybody really tried
to show up good—every night. No matter where some-
body might be working, if they were in town they'd try
to make Minton’s. There was a lot of good music.

“I just gigged around 52nd St. for a year, but then
I went back to Russell. I just stayed with him a year this
time. When I left, I started playing with Lester Young.
That was a really great experience. Prez could do anything.
I really learned a lot being in that group. He always knew
just the way he wanted everybody in the band to sound.
I stayed with Prez for about two years. He was a really
creative musician; he’d never do the same thing twice.
Playing with Monk was the same, in a way, or with Bird.
You never knew what they’d do next. Monk was like going
to school, every night. He'd play anything and do anything.”

T THIS POINT Roy put on an airshot taken from a
A195 1 broadcast from Birdland.

Symphony Sid Tobin’s baleful monotone was
announcing a group about to play Blue 'n’ Boogie. The
group was made up of Charlie Parker, Dizzy Gillespie,
Tommy Potter, and Haynes.

“It was Max Roach’s gig,” Roy explained, “but he couldn’t
make it. He called me up at the last minute, and I got
there. Listen to Bird. Sometimes you wouldn't believe the
things he would do. And I sometimes wondered how I
could follow him. I mean he would do anything. I was
lucky to get this record. There was some guy walking
around asking a fantastic price.”

The group went off into Ornithology and another wild
Parker solo.

“Yeah, I was doing just about the same things then I'm
doing now. A little more certain now, that’s all. You know,
I was the first drummer to work in Birdland, back in 1949.
And just about that time I really got busy . . . '50 and
'51 I was always working; that was just before I went with
Sarah.”

The conversation shot around into a great many areas,
musical and nonmusical, but always there was Roy’s insist-
ence upon the short-sightedness of critics and the diffi-
culties arising when one is trying to make a living playing
jazz.

“What is it, almost 17 years I've been around the jazz
scene?” he asked. “You know, I've never yet won any kind
of poll. I haven't even been voted new star or anything.
And that's the only place I ever get any votes in those
polls—as a new star. Isn't that something? A new star,
and I've been around longer than most of the old stars.
I don’t know what it is.

“And then among the critics, people who are supposed
to know what’s happening, I still barely get mentioned.
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People are always saying I'm underrated . . . like it's some-
thing to be proud of. There was even a picture of me in
a Metronome yearbook a few years back, backing up Bird,
and you know what they had in the caption? They had
Klook’s name. If it wasn’t so funny, it would really make
me mad. I bet if I was some kind of nut or something,
you know, weird or a junkie or something, I'd get a lot
of notice. But there doesn’t seem to be too much attention
paid to guys who make a normal scene. I mean, who make
all their gigs and raise families. It’s a wild thing.”

I agreed that it was a crazy kind of situation when a
musician like himself, who is really so well known and
respected by critics and musicians alike, had never won any
kind of poll. Haynes is usually mentioned in any critic’s or
musician’s list of best drummers, and judging by the fre-
quency of his appearances with some of the younger avant
garde musicians such as Eric Dolphy and Oliver Nelson,
there has certainly been no lessening of Roy’s gifts.

“I'll tell you a funny story about what some musicians
mean when they say they respect you” he said. “I was in
Chicago once, playing opposite this very well-paid group. So
the drummer, whom I'd known only casually before, comes
over after one of our sets and tells something like, ‘Roy, you
are the greatest. I've listened to you for years and really
picked up so much. Man, if it wasn't for you and Max, I
don’t know what I'd be playing.” You know . . . and it was
kind of nice to hear. But just a few days later I read in a
magazine where this same drummer is quoted as saying his
biggest influences have been Buddy Rich and Sonny Igoe.
Whew, I mean, what can I say?”

During the last few minutes of talk, Roy had begun to
exit and re-enter the room in various stages of dress and
undress, readying himself for the trip to Manhattan and his
job with Getz. At one point he came back into the room
waving a carefully framed plaque. It was the award he had
received from Esquire magazine for being one of the best-
dressed men in show business.

“Did you see the issue of Esquire the award was an-
nounced in?” he asked. “Miles got one, too. You know this
really means a lot, because I guess they must be just getting
around to giving them to Negroes. But I don’t get any
awards in music, my profession, just for clothes.”

Roy was just about dressed, in an extremely fashionable
suit that could probably bring another Esquire award. The
photographer and I hurriedly emptied our cans of beer; Roy
looked at his watch, made his family goodbyes, and we left.

every few minutes.

“Well, we still have some time,” he said after one
watch glance. “I hate to be late for any gig. If you're late
you just don’t have any excuse. You're wrong. This is a
tough business in a lot of ways. I mean, nobody really makes
any large money. A few guys—people that get in magazines
all the time—but most don’t make so much. Working with
Sarah was what straightened me out financially. Helped me
to get the house and things. But even when you're working,
I mean freelance, and fairly regularly, you don't work that
much. And then records are not that much. You know, I
just made my first date as a leader a couple of years ago.”
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c S WE DROVE toward the city, Roy checked his watch

We were coming off the bridge into Manhattan and Roy
glanced at his watch again.

“We made good time,” he said. “I still have about five
or 10 minutes. You can't tell, when you're following Trane.
[John Coltrane’s was the group playing opposite Getz'.]
There’s no telling how long that cat will stay once he gets
started. And then sometimes he plays very short sets. So
I like to be fairly early.”

We walked into the club just as the Coltrane quintet was
leaving the stage. Getz walked in soon after, but the group
didn’t go up immediately because the bass player was late.
I sat and talked with Roy, while Getz looked nervously
at his watch.

“Talking about working regularly,” Haynes said, “Stan
wants me to go with him to Europe. He wants to work six
months in Europe and six months here. But I don’t know
. . . I really don’t want to leave New York for that long.
It's my home, I really dig New York. I was thinking of
maybe moving further out on the Island or maybe up to
Connecticut. That’s still close, if you've got a car.”

McCoy Tyner and Eric Dolphy, two of Coltrane’s cohorts,
came over to exchange greetings with Roy while he waited
for Getz to finish shaking his finger in the finally-arrived
bass player’s face. The set began shortly after, and Roy
Haynes went to work.

to a delicatessen. He ate some matzoh ball soup,

watched the clock, and answered some of my last
questions. I wondered, since Roy had played with so many
masters of modern jazz and had been in on the music
called bop almost from the beginning, what he thought of
the young innovators, many of whom he also has played
with.

“Well, I don't think Ornette Coleman’s doing anything
really new,” he answered. “I like some of the things he does,
but a lot of people were doing the same thing—years ago.
Oliver Nelson is a very good saxophonist, and he’s written
some fine things, but essentially I don’t think it’s anything
new. There’s no reason why it should have to be. Maybe
he’s using some different voicings or something, but Duke
Ellington has used those way-out voicings for years.

“Young drummers? Well, there’s only a couple I could
pin down. So many of these young guys sound so much
alike. There’s one guy, Donald Bailey, who plays with
Jimmy Smith. He doesn’t play many solos, but I really like
what he does with the group. I like Billy Higgins a lot. He
thinks about drums the way I do. We've talked a lot of
times. He doesn’t play enough though. But he's real. He
plays the truth. A lot depends on conception. You've got
to draw things out of drums. You can’t just beat on the
drums. There's much more to drumming than that.”

It was time to get back to his job. We left the delicatessen
and got back to the club in time to hear Coltrane’s last
tune. Trane was looking up and down a scale for some
note and thrilling the audience doing it. Roy and I joined
a crowd of musicians and ecstatic hippies and listened.

I left Roy as an autograph hunter came up and said,
“You were playing with Stan Getz weren’t you? Will you
sign this so I can have all your names here?”

Fou.owmc THE FIRST SET, we walked down the street









cause they're the only ones who under-
stand what it is to have their own
country. But do you know who’s help-
ing them — and they know it? The
French people. Because the French peo-
ple are going everyday to the streets—
the labor. unions—and they are fight-
ing against the same oppressors be-
cause they know the oppressors of the
Algerians are their own oppressors.
Roach: Right. Right. Right.

Schifrin: So that makes the problem not
being Algerian or French but belonging
to the working-class group. In Cincin-
nati there is a Negro who belongs to
the chamber of commerce. Of course,
he is an exploiter, too. You are proud
of people of your own race who are
members of the chamber of commerce,
which means he is a big business man?

Roach: No. He could be a dirty dog,
he’s sold out . . .

Miss Lincoln: Why is it that because I
love my people and I want human dig-
nity, must I be a racist? Why is that I
say to you, Don, Dizzy Gillespie is
a great musician. Does that mean that
you are inferior? This is the whole
thing. Because I say my people are
worthwhile and should be free, does
this mean I hate the white man?

Coss: No, Abbey, it only means that,
if you say only my people can be.

Miss Lincoln: Only? That’s true. But
have I ever said this?

Coss: I don't know. I'm asking you.

Miss Lincoln: Did I ever say this in the
album?

Gitler: No, but you implied in the
article that Barbara Gardner wrote
[DB, Sept. 14, 1961] and in the album.

Miss Lincoln: I'd like to tell you that
in the article Barbara wrote she put too
much emphasis on Scarlett O’Hara and
Gone with the Wind.

Hentoff: What did she [Barbara Gard-
ner] imply by this?

Gitler: This bitterness to the point of
hatred for all white people.

Miss Lincoln: How did you get there?
Because you're bitter doesn’t mean that
you hate all white people. I'm bitter.
Roach: I can explain it. The oppression
that we suffer is associated with the
white man who is also screwing every-
body else white who is just a wage
earner.

Schifrin: It is not only white people.
Tshombe is black.

Roach: All right. But I mean in this
country, Lalo, in our circumstance . . .
we are faced with our problem today.
Schifrin: And then this leads to a dis-
tortion of the truth when people borrow
from some theory. . . .

Miss Lincoln: He's saying that the

people who exploit who are white, they
are not aware that they are white—

Schifrin: They’re aware of money and
power.

Miss Lincoln: Anyone who’s got a
white skin must be aware he's white
when he looks at himself in a mirror—
and because he does not get refused at
a restaurant. He does not have to go
through the changes that I go through.

Schifrin: He's thinking too much how
to make more money!

Roach: Let me explain something to
the both of you. Here is what he means.
Take the Russian revolution. These
were white against white. This was a
matter of change, socially and economi-
cally. It was all white people involved
with this scene. There wasn’t any way
somebody could look in the mirror and
say, “I'm a slave because I'm white.”
Everybody was white in Russia. By
those standards, they aren't conscious
of white and colored. This is a situation
that only exists here.

Gitler: And when the slaves were sold
fn Africa, there were Negroes who
made a buck out of that, too. Right?

Roach: That’s very true. By the same
token, they only bought black men
and women. See that’s the only differ-
ence . . . I'm talking about this country.

Miss Lincoln: They bought the Irish,
they bought the English, they bought
the Germans. They bought white slaves
over here. But the black man is the
only slave left in the country. Why
is that?

Gitler: His color.

Miss Lincoln: Of course. You must
admit that it is because of his color.

Roach: What she’s talking about can
only happen here.

Coss: It was not till I was 28 or 29 that
I became friendly with Charlie Mingus.
He said to me at that time, “You
know, we know each other very well,
but you don't really know me. When
you get up in the morning and I get
up in the morning, we're quite different
when we look in the mirror.”

Schifrin: But it is social pressure that
makes a Negro be aware of that. I was
not aware of being white till I came to
this country. I never thought when I
looked in a mirror, “I am white.” Only
when I came to this country and
started worked with Dizzy and started
living in—

Miss Lincoln: But, Max, they don’t
have that fine line of difference [where
Schifrin comes from, as we do here].

Roach: But the same thing would apply
to—let’s take the French over there
who feel they're being oppressed.
They’re white, so they are not conscious
of the fact that they are white.

Schifrin: Do you think an African is
looking into a mirror every day and
saying, “I am black™? He is not aware
of that, because he has the dignity
already.

Miss Lincoln: But he doesn’t have to

look in the mirror, if he lives in South
Africa . . .

Schifrin: No, no, I am talking about
one of those countries like Ghana. I'm
not talking about South Africa, which
is one of those countries of nazism and
reaction. I'm talking about an African
country where there is dignity, they
don’t have to think they are black . . .

Roach: But here you are made aware
of it when you go down South—and
I was born in the South—when I go
down to visit my relatives and they
don’t let me sit in the train stations—

Hentoff: Max, when you look for an
apartment in New York, it's—

Roach: But in the South it’s made so
obvious. They say “no colored.” So,
therefore, the first time you see this
sign—when you are a child—you are
conscious you are colored because they
make you conscious of it.

Miss Lincoln: You can’t get away
from it.

Schifrin: I know. I know. But that is
the distortion that can lead to . . .

Roach: I hope it’s a distortion that leads
to a social change.

Hentoff: There's one other point I'd
like to bring out. Suppose there were
a singer who hated all whites. Who was,
in that sense, a racist. I still think—and
we now come from the sociological
back to the musical—it is a critic’s
function, if he is reviewing it as music,
to judge it just as music. Dostoevsky,
for example, during the last part of
his life, was virulently anti-Semitic,
which doesn’t negate the power of his
best works. So I think if you're going
to write a sociological critique, this
should be somewhere else than in a
musical analysis, because it’s a whole
different thing . . . What I'm trying to
say is that more and more of this is
going to happen in jazz, that there’ll
be more and more social content in
the music . . .

DeMicheal: Can we go back to Jim
Hall and Sonny Rollins for a minute?
Max was saying that because some
people said they didn't dig Jim Hall,
that right away we're jumping to the
conclusion that this is a race thing and
not a musical thing. All right. Do you
know of any experience where a Negro
sideman in an all-white group has felt
this draft from other Negro musicians?

Ellis: Oh, definitely. Yes.

Miss Lincoln: Why not? Do you know
of any all-white group . . . there’s al-

March 29, 1962 o 23



ways a first. They’'ve been integrated
into this, they’ve been integrated into
that.

DeMicheal: 1 don’t quite follow—
Miss Lincoln: For instance, what the
Negro in this country is trying to
integrate into now. Marian Anderson
really had a time, didn’t she? Why do
they say we are less than human? The
things that white people have done—
why wouldn’t you allow the black man
to do the same thing to you?

DeMicheal: All right now, Abbey. Back
in the '30s when Benny Goodman had
Teddy Wilson and Lionel Hampton . ..
What ] feel, what I dislike about these
drafts is that I feel the prejudice—
the reaction, which is a “natural”
thing—is directed toward the wrong
people. It's directed toward the white
jazzman . . .

Hentoff: I think what Don is saying is
indisputable. All prejudice is bad. You
know, based on a racist line, or a belief
line. But also, I think this is part of the
catharsis. And while you can deplore
it, its going to happen for a while.
When I was a kid, this was an all-
Jewish neighborhood . . . and a guy
opened a butcher store, and he had
the temerity to sell both kosher and non-
kosher meat. His window was broken
every night, till he finally moved out
of the neighborhood. This was ap-
palling. I was shocked by it as a kid.
This was also the time when the Jews
were being killed in Germany. And
this was a kind of emotional wave. It
had to get out. It got out against this
poor guy . . .

Miss Lincoln: Don, if it were true that
Crow Jim really did exist, there would
be no white musicians in jazz.

Gitler: It exists, but it’s not a force
like Jim Crow.

Roach: Miles hired Bill Evans because
he hears that [way of playing]. Dizzy
hires Lalo; he hears that . . . But
there’re only a few Lalos, there're only
a few Bill Evanses. But how many
drummers are you going to get to play
like Philly Joe Jones? How many piano
players are you going to get to play
like Wynton Kelly and Red Garland?
DeMicheal: How many drummers are
you going to get to play like Dave
Tough?

Roach: Well, Dave—there was another
cat. That's an exception to the rule.

DeMicheal: There's too much putting
into categories and not enough think-
ing about individuals.

Roach: They’re exceptions to the rule.
DeMicheal: Who's rule?

Roach: This is the rule of the society
. . . At that time [the 1930s] when
Dave Tough and Gene Krupa, who
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were the drummers working, there was
Sidney Catlett, there was Chick Webb,
there was O’Neil Spencer, there was
Jimmy Crawford . . . oh, man, there
was a host of them.

DeMicheal: And there was Buddy Rich.

Roach: Okay, there were three, then.
Gene Krupa, Dave Tough, and Buddy
Rich. But there were about 20 Negro
drummers for these three cats . . .

Miss Lincoln: And they did Gene
Krupa’s life story, and Jo Jones [is
eating] grits.

DeMicheal: Commercially speaking,
was Jo Jones ever the name that Krupa
was?

Miss Lincoln: You know why he wasn’t
the name, don't you?

DeMicheal: You're assuming why he
wasn’t.

Miss Lincoln: I'm not assuming—
DeMicheal: You’re assuming it was a
racial thing.

Hentoff: Oh, no, Don, look. Basie was
never the draw Benny was because
Basie never got the publicity—
Roach: We're talking about the Gene
Krupa story in the movies.

Miss Lincoln: That’s right.

Hentoff: For the same reason—if Jo
Jones had been white and had been in
Benny Goodman’s band, there would
have been a terrible movie made of
his life . . .

Miss Lincoln: Just for the record, I
would like someone to name just one
person who happens to be white, who
is a great jazz musician, who can’t work,
and who has not been accepted into
the fold?

DeMicheal: Ira Sullivan . ..

Roach: Whose fault is that?

DeMicheal: I would say his . . .

Miss Lincoln: But the reason we don’t
get in is because—we may be the
greatest ever—we are not allowed in
because of our black faces. Is this true
or not?

DeMicheal: Wait a minute. Let me say
something about Ira [Sullivan]. Ira has
not been able to work much in the
last two years because he has always
worked with Negro musicians, mostly
on the south side of Chicago, and now
those guys won’t hire him because he’s
white. Now, you explain that.

Roach: That's the catharsis (laughter].
Gitler: Why should they take it out
on...

Roach: It's a natural reaction.

Gitler: . . . on somebody who really
isn’t against them?

Miss Lincoln: Yes, but why expect
more of us? . ..

Roach: It's not just toward Ira. It's

toward all white people . . . It's directed.
So Ira now becomes an outsider, even
though they realize who Ira is . . .
Now, this is the time for Ira to get all
white musicians, because now there is
just too much hostility over there for
him to enjoy himself, not against him
personally, but against the white settle-
ment now. That's what's happening in
Chicago. Don’t you know the ferment
of the people? Do you feel it? The
black people of this country have taken
on a different role as far as the social
scene is concerned. Every black area
you go in you hear this talk which Nat
has explained . . . I didn't realize it. It's
just a natural thing. You just have to
react some way. So now this is the
thing that’s happening. Ira is probably
just outside. Now is the time for Ira
to really go make some money, hire all
white musicians because he knows the
whole story.

Hentoff: What you've got now is the
harvest of 300 years. And it’s going to
hurt a lot of people of all kinds of
colors for at least one or two more
generations.

Gitler: Listen, I said this 10 years ago.
There's going to come a time when
the Negro’s going to get a chance to
give back all his hatred that he’s been
receiving.

Miss Lincoln: He hasn’t done it—

Roach: This goes back to our point
about why does Ira Sullivan work with
Negro musicians? When he wants to
get guys to play with, he feels that
these guys satisfy him better. Now, I re-
member Ira Sullivan—I think it was in
that old band that this guy had when
he was very young, he worked with
all-white big bands. Jay Burkhart. Now
that was a long time ago. When he
started going out for himself, he'd go
to the south side to get his real satis-
faction. . . . They were more competent.
And now he won’t work unless he
works with Negro musicians. He is
not prejudiced. He would just like to
play with the best guys he knows.
Socially he knows, too. So he’s aware
of these guys. . . . You don’t have to
explain to them what’s supposed to
happen. He calls up these guys because
they know. He doesn’t have to say,
“You play this and you play that.”

Ellis: To emphasize the differences is
only going to make the schism worse.
Now as I understand it, the Negro
position—and I'm in full agreement, of
course—is that everybody should have
equal rights. That there shouldn’t be
discrimination. Abbey, you brought up
that there is a difference. I don’t nec-
essarily. . . . If you want to get this by
pointing out the differences, by making
the thing harder for the jazz musicians
to work together—the Negro and white



—the classical musicians, this is only
going to make this thing worse. The
best way, I think, for all of us tha_t are
concerned about this problem is to
ignore the differences as much as pos-
sible. And to try to get together as
much as possible. I think in the long
run this will do more good.

Roach: Psychologically, speaking to
what you said, when a doctor treats a
patient who has some mental problem,
say, he's suicidal, he feeds him drugs
. . . that brings out the worst in this
guy, and will see him at his worst, and
then he’ll give him something to bring
him up to his highest level where he
does not want to commit suicide. And
somewhere in between this thing they
try to catch him and straighten him
out. Somewhere between those two ex-
tremes. So it's a natural thing—this
bitterness, this angriness toward the
white man—this is a natural thing to
happen.

Ellis: That doesn't mean it’s right.

Roach: There’s nothing anyone can do
about it.

Ellis: Yes, there’s something you can
do about it.

Roach: What do you want me to do
—take a gun out?

Elliss No. There’s something you can
do about it as Max Roach.

Roach: Look, the revolution starts be-
tween black and white, say if it got
that bad. . . . We've all got guns against
each other. No matter how 1 feel about
you, I'm going to have to shoot be-
cause white guys over there are going
to shoot everything black, and black
guys are going to shoot everything
white. Where am I going to go, man?

Ellis: You don’t have to.

Roach: What am I going to do? Stand
on the side? I'm going to be in be-
tween? I'll be really in between. I'll get
it from both sides.

Ellis: If everybody thought that way,
there wouldn't be any fighting, see?

Miss Lincoln: Everybody doesn’t think
that way.

Ellis: So the way to go is not the worst
way. The way is to go the best way.
Roach: The best way would be to be
with your people if there’s a black and
white war. . . .

HUBBUB
DeMicheal: I'd like to see things half
and half in jazz. . ..
Miss Lincoln: Gerry Mulligan—how
many Negroes did he have in his big
band?
Gitler: Clark Terry—
Miss Lincoln: Clark was taking the

place of somebody else. How many?
Now if you wanted to really go to it,

we are not the ones who have done
this. The black man is so eager to
integrate that it makes me sick. He’s
eager for anything he can integrate into.
It's the white man who doesn’t want
to integrate. Do I want to integrate?
Not necessarily. Integrate into what?
Why do I necessarily have to want to
integrate? I have been refused all this
time. Maybe I have decided I like be-
ing with my own people. Do you be-
lieve you have the right to tell me I
must integrate with people who have
always abused me and looked at me
askance. . . ?

Roach: I believe this. Integration
shouldn’t be—that’s a terrible word,
“integration”—for this reason, integra-
tion always seems to mean that we have
to all get together . . .

Elliss Well, to integrate into a so-
ciety, you have to accept its norms.

Roach: Yes, but “integrated,” to me,
shouldn’t mean racial integration—
mental integration is how I prefer it.
An integration where everything that's
available at this particular time—1962
—that’s available to the white man,
make it available for the black man.
. . . Integration of necessities and
luxuries.

Hentoff: But there’s more than that.
And this is what I hope is going to
come out of this increasing Negro
militancy, hostility, and disaffiliation.
That once this kind of integration is
achieved—and it’s a long way off, eco-
nomically and every other way—that
those people who have gotten into the
habit of thinking in terms of social dis-
location, of opposing the society, will
go further and question the very eco-
nomic and social bases of the society
aside from prejudice.

For example, I'm a unilateral dis-
armament man. I think this is a psy-
chotic society — on both sides — that
we're rushing into war. I think that
there’s what Eisenhower—of all people
—<alled the military-industrial complex
that constricts everybody’s opportunity,
economic and every other way. And if
this kind of direct action against this
sort of thing, that has been started by
the Negroes primarily, goes on farther
to question the very core of society,
then a lot will have been accomplished
for everyone. . . . I'm with people like
Lorraine Hansberry and Baldwin who
say “integrate into what society?” They
are the ones who don’t agree anymore

with many of the white standards of
success.

Schifrin: The whole thing is not be-
cause it's a white society, it's because
it’s a wrong society.

Hentoff: That’s right.
Miss Lincoln: But it does happen to be

a white society.

Schifrin: You should see that in India;
it's a wrong society, too.

Hentoff: Or in Liberia.

Schifrin: The color of the skin has
nothing to do with it. They are all the
same colors. But there are the untouch-
ables.

Miss Lincoln: But still, in this country,
you know.

Roach: You’re right. The problem is
here that we’re faced with. You can’t
go down South with Dizzy. So you are
suddenly made conscious that there is
something wrong.

Schifrin: Not only this. In some hotels,
they don't let me go to the same floor
they go. I ask, “Do you have a room
on the same floor?” “No, we don’t
have.”

Roach: Therefore, if you want to re-
hearse some music you have written,
you might break the segregation law
and go to jail.

Schifrin: No! No! No! I'm talking even
about in the North. Some hotels send
the other musicians to one floor and
they send me to another floor.

Hentoff: See, that's why, in that letter
you read to Down Beat, when he said
let’s all be Americans . . . I think we
ought to question what kind of Amer-
icans we are and what kind of Amer-
icans we ought to be.

EMlis: But when you say “integration”
that doesn’t necessarily mean into a
society. It just means you've got two
opposing things, and you integrate. But
not necessarily one comes over here
and one goes over there. You read that
into what I said.

Miss Lincoln: But integration in this
country means assimilation for the
Negro.

Ellis: It doesn’t have to.

Roach: This is the way it's inferred.
Everybody seems to be . . . who's
worried about assimilation?

Gitler: We’re talking about legal rights.

Roach: The intcgration of the economic
and social things.

Hentoft: If Negroes equate with the
whites in accepting the economic sys-
tem as it is, in accepting the politi-
cal system as it is, then I don’t think
integration will have done Negroes
enough good.

Coss: Integration, I would imagine,
means not exchanging customs, or not
exchanging rights, but just clasping
hands.

Miss Lincoln: If you clasp hands,
though, you would have to exchange.

Roach: It means something else to me.
It means let’s take these problems and
solve them together.
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SPOTLIGHT
REVIEW*

Suan Getz

FOCUS—Verve 8412: I'm Late, I'm Late; Her;
Pan; I Remember When; Night Rider; Once Upon
a Time; A Summer Afternoon.

Personnel: Getz, tenor saxophone; Hershy Kay,
conductor; Roy Haynes, drums; Gerald Taruck,
first violin; Alan Martin, second violin; Jacob
2'.'}"' viola; Bruce Rogers, cello; others unidenti-

ed.
Rating: % % % * *

Getz, one of the relatively few jazzmen
who truly deserve to be called creative
artists, and Eddie Sauter, an important
arranger who should be heard from more
often, have produced a magnificent work
that is almost sure to be counted among
the dozen or so best records of 1962.

Focus is a pithy, thoughtful, and extra-
ordinarily attractive set of seven pieces
for string orchestra and tenor saxophone,
not quite like anything ever before at-
tempted. It ranks with the best of the
Gil Evans-Miles Davis collaborations and,
more fittingly, the Neal Hefti-Charlie Par-
ker gem Repeiition. Yet it is better bal-

anced and even more ambitiously planned
than any of those works. Moreover, it
does not lose the spontaneity, lift, and
inventiveness of good jazz playing.

Sauter wrote each of the thematically
interrelated sections of the album as a
nearly complete composition-orchestration,
leaving the task of finishing the design to
the ingenuity of Getz. His plan worked
beautifully, for Getz plays like an angel
from one end to the other of the 33%:-
minute work. Improvising with, rather
than over or against, the composer’s
moods, Getz creates elegant counter melo-
dies and independent lines that simultane-
ously draw substance from and give life
to Sauter’s handsome score.

The saxophonist’s proliferous imagina-
tion, impeccable taste, and purity of tone
can be heard at their best in Her, a delicate
but unsentimental vignette of almost over-
whelming beauty. Here, as in other parts
of the larger composition, conventional
tonality seems to hang suspended for min-
utes at a time while Getz’ incredible ear
finds just the right notes to fit the melodic
images suggested by the strings.

I Remember When is similarly effective

as Getz moves sensitively in and out of
the piece with sureness and finesse.

In each of the other sections, a com-
plete idea is stated, developed, and com-
pleted with none of the usual clichés that
so often turn up in the cyclic form ap-
plied to jazz. The strings do not interfere
with the rhythm, they are the rhythm.
There is no use of superficial waltz or
mambo effects to hide the composer’s lack
of imagination. Sauter does not borrow
classical forms but creates his own to fit
his needs.

This is, in short, no pompous “jazz
suite,” “concerto,” or warmed-over pro-
gram stuff. Neither is it “*mood” jazz nor
“Stan Getz with Strings” in the usual
sense. It is pure art music, encompassing
a wide range of human reactions and
feelings, from wonder and surprise through
enchantment and joy to impatience and
agitation. Here is an outstanding example
of two fine artists, composer and impro-
viser, creating together a whole piece
greater than the sum of its individual
parts.

Focus is an important milestone for
Getz and Sauter alike. (R.B.H.)

*FOOTNOTE
TO “FOCUS”

It seems impossible that anyone could
be unaware of the importance of Eddie
Sauter.

Still, some simple research shows young
listeners thinking of Sauter sorta like Fine-
gan, both involved with a band some-
times involved more with sound than fury.
Few know Eddie Sauter as an important
composer and arranger in the ’30s and
'40s for Red Norvo, Benny Goodman
(Superman, Benny Rides Again), Artie
Shaw (The Maid with the Flaccid Air),
Tommy Dorsey, Woody Herman, and Ray
McKinley.

But, early in 1960, Stan Getz asked
Sauter to write something for him. “Any-
thing you want,” said Getz.

Said Sauter recently, “The inspiration
was the possibility of just being free. It
was the first time anyone ever told me
to do just what I wanted to do. It scared
me. Especially because I was dealing
again with a jazz musician. You have to
remember that, even in the days when I
was writing for jazz bands, I was always
an also-ran. I think the closest I ever got
was a second place in a poll.”

The result of Sauter’s writing and Getz’
playing is the Verve album Focus,
reviewed above.
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“All of the titles, you understand, came
after the recording,” Sauter points out
quickly. “I wasn’t really concerned with a
particular style of writing at first, but
with finding an over-all idea. I knew I
didn’t want to write a suite. I thought that
too pretentious. And I wasn’t out to
write jazz. I guess I'm not a jazz writer.
I haven't been associated with it for years.
If it turned out as jazz, it must be because
our environment has been jazz-oriented.

“So, anyway, I began thinking about
how to use Stan. The thinking took the
time, not the writing. Before I started
writing, I conceived the compositions as
seven different fairy tales—that's what
they are—as if Hans Christian Anderson
were a musician. They’re not songs as
much as they are short stories. I decided
on that because Stan tells stories so well.
He's a musical poet.”

Once he had decided on that, a short-
story approach, Sauter said he decided to
write for the string section used on the
recording in a manner similar to the way
he would write for a string quartet. Nor
would there be a rhythm section (only
one track had a drummer—Roy Haynes).
“I knew we could make our own rhythm,"”
Sauter said.

“When we went into rehearsal without
Stan playing, I heard something besides
the fairy-tale conception I had originally
heard. Without Stan, the music gave me
an image of Greek columns standing

alone, and Stan appeared as Pan, dancing
among those columns.”

Sauter said the Pan dance worked out
only because Getz is the musician he is.
For the first of the six sessions necessary
to complete the album, Sauter gave him
only a rough lead sheet of what the or-
chestra would play, similar to that which
a conductor would use. Sauter said Getz
never had been faced with anything like
that before.

“I had not written in a normal way for
a soloist,” Sauter explained. “The pieces
had enough continuity and strength to
stand by themselves. I left few holes for
the soloist. I wanted Stan to use the or-
chestra and what it was playing.

“He felt unsure about that and asked
me to write out chords for him. I did and
we played it, and it sounded awful. So,
instead, he listened carefully to the strings
rehearsing. Like all artists, Stan reacts
to his surroundings. He has a fantastic
musical memory. Well, let’s just say it
worked. He listened, then he played over,
around, in, and with them.

“Everything can be better,” is the typical
Sauter answer to a question about his feel-
ings about Getz and Sauter with strings
attached. But both men reflect pride in
the finished product, exemplative of a
stream without number—stream of con-
sciousness and conscience, if you will—
the river, really, of much return.

—Coss



JAZZ

Cannonball Adderley S ————

THE LUSH SIDE OF CANNONBALL—
Mercury 20652: I Cover the Waterfront; A
Foggy Day; The Surrey with the Fringe on Top;
Two Sleepy People; I'll Never Stop Loving You;
The Masquerade Is Over; I've Never Been in
Love Before; Lonely Dreams; Falling in Love
with Love; Street of Dreams; Polka Dots and
Moonbeams; You Are Too Beautiful.

Personnel: Adderley, slto saxophone;
orchestra; Richard Hayman, conductor.

Rating: % * %

Adderley's wide range as a saxophonist
is emphasized in this set. He plays these
ballads with a fresh, warm tone, a pleas-
antly lilting attack and an obvious appre-
ciation for the potential of the melodies.
It is a type of playing that jazz saxo-
phonists seem to have turned their backs
on for the past decade, and it is striking
to hear it coming from a saxophonist who
can, when he wants, play strongly in the
current fashion.

Hayman’s string backgrounds are in the
tradition of such things—cushions to carry
the soloist.

But Adderley makes a great deal more
of these solos than one normally expects.
The jazz elements in them are only peri-
pheral—and presumably were intended to
be no more than that—but they have far
more interest than the usual set of moody
ballads. (Js.w.)

string

Gene Ammons I

NICE AN’ COOL—Prestige/Moodsville Vol.
18: Till There Was You; Answer Me, My Love;
Willow Weep for Me; Little Girl Blue; Something
I Dreamed Last Night; Something Wonderful; 1
R ber You; S to Watch Over Me.

Personnel: Ammons, tenor saxophone; Richard
Wyands, piano; Doug Watkins, bass; J. C. Heard,

drums,
Rating: % % * %

The most important contribution Am-
mons makes to this recording is his ability
to exert relaxed authority. He is firm
without being harsh, his sound full with-
out being bawdy, his flow even and inter-
esting throughout.

It would be difficult to pinpoint either
the high or low spot of the album, because
each selection is handled with the same
thorough, imaginative blowing. Little Girl
Blue is, on the strength of the tune itself,
one of the most interesting of the plain-
tive pieces. Someone also is commanding.

My major reservation is the occasional
repetition in phrasing and the few Am-
mons clichés that crop up from time to
time.

Of all the musicians who attempt this
mood-jazz approach, Ammons is perhaps
_ the most acceptable in consistency, con-
cept, and execution. As a relaxed blowing
session by one of the deans of the saxo-
phone, this album is recommended.

(B.G.)

Dave Brubeck maasssssssss—"

TIME FURTHER OUT—Columbia 1690: I¢'s a
Ragegy Waltz; Bluette; Charles Matthew Hallelu-
jah; Far More Blue; Far More Drums; Maori
Blues; Usnsquare Dance; Bru's Boogie Woogie;
Shadows in the Street.

Personnel: Brubeck, piano; Paal Desmond, alto
saxophone; Eugene Wright, bass; Joe Morello,
drums.

Rating: % % % %

This set is subtitled Miro Reflections,

and in keeping with this, there is a Joan

Miro painting reproduced on the album’s

cover. According to Brubeck, who wrote
the notes, the music was conceived as a
blues suite, and *“‘each reflection is in the
form of 12-bar blues or a variation there-
of.” Much is made of the selections’ time
signatures (3/4, 4/4, 5/4, 6/4, 7/4, 8/8,
and 9/8); the numbers visible in the Miro
painting; and the “link” between the paint-
ing and the music. The notes, the reflec-
tions on Miro, and the music come off as
being a bit strained—if not put-onish.

Two of the compositions, Raggy and
Unsquare are clever—no, cute. The melody
line of Raggy gets a feeling of 4/4 super-
imposed on the basic 3/4, which is ear-
catching and tricky on first or second hear-
ing but soon loses its novelty value. Un-
square is a primer in 7/4. Obviously 7/4
is a composite of 4/4 and 3/4, but nothing
is left to chance. There is handclapping
throughout (umph-clap, umph-clap, umph-
clap-clap, ad nauseam) with Wright play-
ing a simple blues line over and over. The
first and last choruses find Brubeck playing
rather stiffly (it sounds as if he’s count-
ing); Morello is featured in the middle
section playing on the rims of his drums
with bass and clapping accompaniment—it
sounds like one of those American Legion
drill teams in action. Evidently there was
some heavy-handed splicing done on this
track, too; there is an abrupt change in
sound when Brubeck re-enters after the
Morello bit.

But what really bothers me about Un-
square is that nothing of much value was
done. All one has to do is compare it with
Max Roach’s 7/4 Man from South Africa
in his recent Impulse album to hear the
difference between a novelty and a musical
approach to an *“odd” time signature.

Two other tracks are weak—Boogie and
Maori. Neither, I feel, do what Brubeck
claims for them. Boogie is supposedly in
8/8—it’s not; if this track is not looked
upon as being in 4/4, then it must be con-
sidered in 12/8, since Brubeck plays in
treple rather than duple meter. The first
part of Maori is in 6/4, the time claimed
for it in the notes. But Brubeck, instead
of staying in 6/4 with a “two” feeling,
doubles the two and proceeds to improvise,
not in 6/4, but in 4/4. A minor point,
perhaps but one that bothered me.

Perhaps I have dwelt on minor points,
for there are surely good moments—most
of them provided by Desmond, who is not
on Unsquare, Maori, Boogie, or Drums.

I liked best Bluette and Blue Shadows,
both as compositions and performances.
Both have delightful Desmond solos, which
are studies in lyricism. Desmond also plays
well on Raggy, his solo lyrical, as always,
but with a sharp rhythmic edge and just a
touch of hardness—ingredients of his work
sometimes overlooked by listeners.

In addition to Desmond’s excellence on
these tracks, Brubeck is in his best form,

NTESlgown beats

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. Use this guide as
a handy check list.
* k k * %

O Don Ellis, New Ideas (Prestige/New Jazz 8257)
O Stan Getz-Bob Brookmeyer (Verve 8418)
0O Lightnin’ Hopkins-Sonny Terry, (vocal) Last Night Blues (Prestige/Bluesville

1029) -

. . *x * * * %
O Gene Ammons-Sonny Stitt, Boss Tenors (Verve 8426)
O John Coltrane, Settin’ the Pace (Prestige 7213)
O Red Garland, High Pressure (Prestige 7209)
O Claude Hopkins, Lef's Jam (Prestige/Swingville 2020)
O Gary McFarland, The Jazz Version of How to Succeed in Business without
Really Trying (Verve 8443)
O Ken MclIntyre, Stone Blues (Prestige/New Jazz §259)
O Introducing Memphis Willie B. (vocal) (Prestige/Bluesville 1034)
O Oscar Peterson, The Trio (Verve 8420)
O Gerald Wilson, You Better Believe It (Pacific Jazz 34)
*x kX k% %

O The Cannonball Adderley Quintet Plus (Riverside 388)

3 Brun Campbell-Dink ‘Johnson, The Professors (Euphonic 1201)

O Bill Evans, Sunday at the Village Vanguard (Riverside 376)

O Ella Fitzgerald, (vocal) Clap Hands, Here Comes Charlie (Verve 4053)

O Roland Kirk, Kirk's Work (Prestige 7210)

O Booker Little, Out Fron: (Candid 8027)

O Charlie Mingus, Mingus (Candid 8021)

O Fats Navarro with the Tadd Dameron Quintet (Riverside Jazzland 50)

[ Sonny Rollins, Sonny Boy (Prestige 7207)

O Charlie Rouse/Seldon Powell, We Paid Our Dues (Epic 16018)

O Clark Terry, Color Changes (Candid 8009)

[ Various Artists, Chicago and All That Jazz (Verve 8441)

O Various Artists, (reissue) A History of Jazz: the New York Scene (Folkways
RBF 3)
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An I_'B from page 12

Davis, Redd Foxx, Aretha Franklin,
Eddie Vinson, and Olatunji made dif-
ferent kinds of sense . . . Quincy Jones
will lead a band at Basin Street East
three months each year, according to a
recently-signed contract . . . Woody
Herman will bring a 17-piece band into
the Metropole for an engagement start-
ing March 21.

Gerry Mulligan, currently leading a
quartet, says his bandleading days are
hardly over. He has no immediate plans,
but “is open to all questions and inter-
views.” Mulligan led Bob Brookmeyer,
Bill Crow, and Gus Johnson through
four numbers on a February session of
CBS-TV’s The American Musical
Theater. Then he discussed his interpre-
tation of jazz with host Earl Wrightson
and his current collaboration with Judy
Holliday on a musical based on Anita
Loo’s novel, Happy Birthday.

Tenor saxophonist Clifford Jordan’s
new group includes Andrew Hill, piano;
Teddy Smith, bass; J. C. Moses, drums
. « . Vocalist Johnny Hartman, for two
years in Europe, is -now back in this
country, receiving a big build-up from
the Willard Alexander Agency . . .
Sonny Rollins has changed drummers
again. The new one is Ben Riley.

Jerome Richardson and Les Spann
have formed their own group featuring
two flutes and much doubling. Tenta-
tive sidemen are Richard Wyands,
piano; Henry Grimes, bass; Grady Tate,
drums . . . Gunther Schuller, Ted Cur-
son, and Kenny Dorham are among the
composers to be featured in a series
sponsored by the Jazz Society, a non-
profit organization in New York . . .
Vibist Teddy Charles leads groups at a
legal afterhours club in Saddiebrook,
N. J,, the After the Ball, where music
is played from midnight until 5 a. m.
and coffee is all that is drunk.

Shelly Manne recorded for Impulse
while he was in New York last month.
On the date were Coleman Hawkins,
Hank Jones, and George Duvivier . . .
Robert Farnon will conduct the orches-
tra and Dizzy Gillespie will be soloist
for Farnon’s composition Suite for
Trumpet, to be recorded by Mercury
. « . Jules Colomby is now the promo-
tion director for three Prestige labels
—New Jazz, Moodsville, and Swings-
ville—and will do a&r direction for the
first and third . . . Raymond Scott fans
will be happy that tenor saxophonist
Dave Harris, once with Scott’s quintet,
has assembled 12 of that group’s big-
gest hits for a Decca LP titled Dinner
Music for a Pack of Hungry Cannibals
. . . Blind Orange Adams is reportedly

set to sign with a major label.

Dave Brubeck was the latest feature
on radio station WNEW’s live jazz
shows. Brubeck, by the way, is off to
New Zealand in April . . . Louis Arm-
strong was the featured jazz artist on
ABC-TV'’s Winter Carnival at Sun
Valley . . . Kurt Edelhagen and his
Orchestra were a special feature on
ABC-radio’s Music for Dancing . . .
André Previn is scoring Long Day’s
Journey into Night . . . Henry Mancini
has completed two movie scores—Ex-
periment in Terror and Hatari . . . The
Jazz Nocturne, Alan Grant as emcee,
can now be heard in New York (WR-
FM) every Saturday and Sunday night
from 11 p. m. until midnight.

The Plainfield, N.J., Musicians Ball
(Local 746) was a success, with 1500
attending. Net receipts are to go for
music scholarships. Among the 18
bands appearing was one led by young
drummer Barry Miles backing singer
Joe Carroll . . . The Seattle World’s
Fair, opening on April 21, will have
many jazz artists, including Erroll Gar-
ner, Benny Goodman, Count Basie, and
Ella Fitzgerald . . . Rensselaer Poly-
technic Institute in Troy, N.Y., con-
centrated on jazz during its annual Feb-
ruary festival—Dave Brubeck for a
concert and Duke Ellington for a dance

. The Student Activities Committee

PROFESSIONAL PIANO STYLING. Improvising,
JAZL accompanying, left and rlght hand ideas,
walking bass, brooks, efc. ............ $1.50
BUD POWELL: The amazing artistry of this great
Planist. All solos as recorded. First time avelil-
able. Vol. | & Il ,...covvvnnnnens $1.50 each
LENNIE TRISTANO; JAZZ LINES. First [

THE GREATEST NAMES IN JAZZ WILL HELP YOU BE A MODERNIST!

MODERN JAZZ PIZZICATO STRING BASS: Direct
approach to jozz lines for Blues, Progressions, Im-
provisation, Speed, eotc.. Create o perfect Bass
line. Complete courte .........ocoveuennn $3.00
MILT HINTON and OSCAR PETTIFORD. Greot
Jazz lines for String Boss. Fresh new ldeas for
the mod: bass men. Vol. 1 & Vol. 2..$1.50 ea.

of his dozzling plane MaGIC..cccvvvenss $2.00
NEW DllECTIONS IN JAZZ PlANO—Pano after
page of int now
styles and 'ochnlqtm to give fresh, modem Ideas
to the pianist..... Cesesteecsnrtenasnnsse $1.50
INNOVATIONS IN FULL CHORD I‘ECHNlOUE—
This complete book illust how
Shearing, Tristano use the full chord fechniquem=
porallel, block, whole tone, minor........ $1.50
THELONIOUS MONK PIANO ORIGINALS — The
first wrilten oxamples of this uniot improvising
ond chard As " $1.50
1500 CHORD PROGRESSIONS: For a better technic
in AD LIB playing—improvise [au passages on
these P ! For all iclans....... $1.50
CHORDS AND PROGRESSIONS.
~—Thoory made eosyl ‘Learn Popular, Modern,
Chlomc'lc, Docoptive, Substitute and ‘‘Blues'’
50 tial for the modem
mulklun Vol. I. Vol. Nevessrueanen $1.50 each
DAVE BRUBECK'S PIANO WORKS — transcribod
from his latest rocordings. The first printed ex-
amples of the Bruback creative style and Impro-

visations — Vol. | and Il........... $2.00 each
DAVE BRUBECK: Jazz Impressions from his latest
recordings now available........... only $1.50

HOW TO IMPROVISE—Complete control of the
subtle sounds is yours in everything you play from
Dixieland to Latin for all Instruments...... $1.50
SHELLY MANNE DRUM FOLIO: Original drum
ports as written and played by Shelly. His spe-
clal recording free, loaded with new ideas &
tochnics. Play and hear the drum pertsl ..$3.00
SONNY IGOE: Modem DRUM ‘'Breaks & Flll Ins.**
So ossential to the modom drummer....... $1.50
DRUMCRAFT—the modem approach for the danco
drummer . . . faking, reading, Latin beat,
Dixioland . . . correct use of accessorles . .

commorcial drumming, OM.........cc00.. $1.50

C.O.D. IN U.S. ONLY—C.O.D. Service on 2 Books or More
Rush Your Order—a post card will do
FOREIGN ORDERS GIVEN IMMEDIATE ATTENTION.

Postage paid on prepaid orders

JAZZ LINES: FOR TRUMPET by Thad Jones, Arl
Farmer, Joe Nawman In_one big book. Ultra

d Jazz Improvisations ......ccecee. $1.50
JAZZ PHRASES: FOR TRUMPET by Miles Davis,
Thad Jones, Art Farmer, Chet Baker, Shorty
Rogers, ofc. From their new rocords....... $1.50
LEARN TO WRITE PROGRESSIVE SOUNDS—Neow
sounds through harmony, melady, 12 tone technic
and rhythm, plus & modem loxz works....$1.50
SOHNNY SMITH'S AID TO TECHNIC—This great
Guitarist shows how to acquire dexterity, speed
and complete control of the fingerboard...$1.50
GUITARISTS: Analysis of tho Blues. How to foel
and play the new Blues stylings.......... $1.50
JOHNNY SMITH GUITAR INTERPRETATIONS —
You must know the modem guitar sounds. This
book shows you how. Vols. | and !l..$1.50 ea.
CHARLIE CHRISTIAN: HARLEM JAZZ. The only
Ad Lib solos, riffs and single string choruses by
this great Jozz Guitarist. Will help you formulate
a style in the jozz Idlem............ only $1.50
ENCYCLOPEDIA OF CHORDS—A referenco book
with over 1000 chords used In medem music.
Every musiclan needs one..........c0ee0. $1.50
A COURSE IN MODERN HARMONY — Begins
where old foshioned books end . . . basic
foundation for the study of arsonging..... $1.50
JAZZ IMPROVISING. Fresh new ideas fully
analyzed to improve your AD-LIB playing..$1.50
AD-LIB—Basic Instructions In the art of creating
AD LIB choruses. TAKE-OFFS and Improvising.
Includes ANALYZED AD LIB Choruses on 24
Stondards ......ciieiieiincrranses only $1.50
EAR TRAINING AND SIGHT READING—How to
develop absolute plich, sight singing and ear
training for all voices and instruments. . ..$1.50

MILES DAVIS: Cool sounds for trumpet. Unique
oxamples of tho cool Jozz. Completecees...$2.00

§0 e DOWN BEAT

THE NEW TREND (N MODERN ARRANGE-
MENTS DESIGNED FOR ALL COMBO GROUPS-
23 ORIGINALS BY GERRY MULLIGAN..... $2.00

27 ORIGINALS BY JIMMY GIUFFRE........ $2.00
24 ORIGINALS BY PETE RUGOLO......... $2.00
21 ORIGINALS BY DIZZY, SHORTY ROGEIS,
PARKER AND OTHER JAZZ GREATS........ $2.00

10 ORIGINALS BY MILES DAVIS.......... $1.50
13 ORIGINALS B8Y SHORTY ROGERS...... $1.50
STAN GETZ: Tenor Sax Jazz. From his fabulous
recordings come these great of all
Improvisations and foxz lines........ Only $1.50

ZOOT SIMS PRESENTS: -THE ART OF JAZZ. In-
cludes the only writien examples of his exciting
improvisations end Ad Lib choruses....... $1.50
GREAT TENOR SAX STYLES. STYLINGS: By Stan
Gotz, John Coltrane, Gigi Gryce, Zoot Sims, Al
Cohn, Senny Rollins, etc. in one big book..$1.50
CHARLIE PARKER'S YARDBIRD ORIGINALS —
Any alto sax man can take oft on these original
solos_and ad-lib exactly as Parker........ $1.50
LEE KONITZ; JAZZ LINES. Exciting Alto Sax im-
provisations from his latest recordings, With
Instructions on acquiring the new Jozz...... $1.50
SONNY ROLLINS' FREEDOM SUITE: Great Tonor
Sox jazz lines, new exciting jaxz from his newest
Riverside ntordlng ..................... $1.50
THE SOUNDS OF GERRY MULLIGAN: Ultra modem
swinging Sax solos from this fabulous stylist's

greatest recordings ..........c.c.0ein0n.n $1.50
190 JAZZ PHRASES: Diroct approach to modem
Jozz ad lib improvisations on all chords...$1.50
JAZZ AD-LIB CHORUSES: Modern fazz Improvisa-
tions on 21 Famous soNgs ........ccc0u.. $1.50
LOU DONALDSON: Fabulous Alte Sax solos direct
from his new Blue Note records........... $1.50
JOHN COLTRANE & GIGI GRYCE: Ultra modem
Tenor Sax Improvisati they ded.....$1.50
TONY SCOTT WAILS: REAL JAZZ for CIarlne' by
this new sensation. A new concept in modern
fazz for all clarinetists. Vols. | and Il. $1.50 each
MODERN JAZZ: How to play the new jazz styling.
Every phase coverad. All Instruments......$1.50
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