
































With both brothers not dependent on
music for a living, the youngest felt
himself ill-equipped to argue the point.
Besides, he was bogged at the time in a
period of adolescent indecision.

“I went and stared,” he said somber-
ly, “outside the tailor and cutter on
Gerrard St. But I couldn't make that.
I'd been playing since 1 was 7, where
my brothers started playing when they
were 14, 15. So it was harder to make
my parents understand that I couldn’t
do anything else. Yet I understood their
point. So it was kind of frustrating.”

One day at the Club 11, Tony Crom-
bie, a drummer prominent on London’s
modern-jazz scene, gave Feldman’s bur-
geoning career a decisive nudge.

“He gave me a chord chart he'd
written himself,” he recalled and smiled.
“I remember he charged me five shil-
lings for it.

“] started voicing chords on the
piano. And then somebody else gave me
the chords to Embraceable You the way
Bird used to play it — the altered
changes and so on. It took me a long
time to figure it out.

“Somectimes when I teach the occa-
sional pupils I have now, I give the
chart to them. It seems to help them a
lot so far as voicing chords and every-
thing.”

Still predominantly a drummer, Feld-
man became an habitue of the Club 11,
a fuzz-cheeked fixture of the bop groups
blowing there. Gradually, he said, he
turned to comping chords on piano (“It
kind of opened up something for me").
Pretty soon he was alternating between
drums and piano. Then he began play-
ing vibes.

Feldman believes his father, now de-
ceased, helped him get his first profes-
sional band job with pianist Ralph
Sharon. (Sharon since 1953 has lived in
the United States. He is now music di-
rector for singer Tony Bennett.) This
meant one-night stands and a trip to
Switzerland with the Sharon band in
1949,

Feldman, in company with many an-
other musician, abhors one-nighters and
road work in general, but after he left
Sharon and joined Roy Fox, the one-
night stands continued—as did Feld-
man’s misery with the execrable food,
the abominable weather, and the gruel-
ing schedule. Now he was paying dues.

Just about the time the sun was
setting on the British empire, Feldman
was auditioning for the piano chair with
Eddie Carroll’'s band for an extended
engagement in India. Then he was
summoned for military duty.

“The idea of going to India,” he said,
“really fascinated me. I wanted to get
away from the English weather, and I
wasn’t very well, anyway. The [Car-
roll] band was very commercial, and
the guys were very nice and good musi-
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cians. It was just that that brand of
music wasn’t my type. But I went along
with it and did the audition. About
three days later I got called up.”

It was as though the bottom had
fallen out of his life.

“It didn’t seem like I was going to be
put in the band or anything,” he re-
called gloomily. “I hated the army or
anything like that. . . .

“I remember Eddie got me deferred.
He had been a lieutenant, I think. I was
supposed to report when I got back
from India. I didn’t report when I got
back. You can quote any of that; I don’t
care. They can't do anything. Some
people in America might read it and
say, ‘Golly, he’s not patriotic—he hates
the army.’”

ETURNED To England from India in

1953, Feldman said he was starved

for a steady jazz job. He joined Ronnie

Scott’s band, a modern little-big outfit

with trumpet, trombone, four reeds,
vibes, and rhythm section.

It was during Feldman’s tenure with
this band that he made the crucial de-
cision to emigrate to the United States.

He recalled:

“I remember Ronnie saying—and I
respected him and still do—one day in
a cafe, with a certain look in his face,
that Victor ought to go to America. The
way he said it, he seemed so sure. I had
been thinking of it in my mind, and it
gave me added confidence.”

Feldman after that directed his think-
ing more and more toward the U.S.

“We played for nothing at an Ameri-
can base,” he said of Scott’s band, “just
so we could hear Woody Herman’s
band. You see, there weren’t any Ameri-
can bands coming over to England at
that time. The union ban was still on.
So I heard my first American band with
adult ears since Glenn Miller. I was
just knocked out completely.”

Feldman met and became friendly
with such Herman sidemen of the time
as trumpeter Al -Porcino, drummer
Chuck Flores, baritone sax man Jack
Nimitz, tenor man Bill Perkins, trum-
peter Dick Collins, bassist Red Kelly,
pianist Nat Pierce, and bass trumpeter
Cy Touff. Their brief encounter with
the young Englishman was probably
forgotten by most of them, but later, in
New York, it was to be happily re-
membered.

In October, 1955, Feldman made the
plunge and sailed on the French liner
Liberté, landing in New York City on
Oct. 25. He said:

“I 'stayed in the Manhattan Towers
Hotel on 91st St. Then I went ’round
to Charlie’s, and I started to meet musi-
cians. They were very, very friendly, I
found. It was very nice. If it hadn’t been
like that, I probably would’ve gone back
in a couple of weeks.”

Feldman sweated out his Local 802
union card for the prescribed three
months, working casuals; his first in
America, he recalled, was with a group
led by trombonist Willie Dennis. It was
an anxious, frustrating period, a bap-
tism by fire of sorts in the New York
jazz jungle. “I had my return ticket in
case I couldn’t make it here,” he said.

Fate, as they say, took a hand in
Feldman’s destiny. Woody Herman’s
band was in town, and Feldman ran
into Cy Touff.

“Cy asked me if I was interested in
going with the band,” he recalled. “He
said Woody would be interested. Woody
spoke to me about joining the band. . . .

“I didn’t want to go on the road.
Even as great a feeling as it was—to go
with Woody’s band—I just didn’t want
to go on the road, 'cause I know how
my physical and mental capabilities
work on the road. It’s a bit too rough
for the kind of personality I am. But
naturally I just couldn’t turn it down.
I wasn’t working much in town and
Woody was so nice and everything. He
made me feel so relaxed.

“I went with the band [playing
vibes]. . . . Woody went overboard to
make me feel relaxed. He said I could
wear whatever I wanted on the stand.”

Off and running in his first “name”
job in the United States, Feldman found
himself on the band bus with many of
the Herdsmen he had met in England
as well as such men as pianist Vince
Guaraldi, tenor man Bob Hardaway,
trumpeter John Coppola, and others.

Following nine months with the Herd,
on the road constantly, Feldman wel-
comed a respite from one-night stands
when Herman disbanded and took a
small group to work in Las Vegas.
But Vegas didn’t appeal to him. (“To
have to live in Vegas is like having to
live in a madhouse. It’s like a cup of
money jingling all over the place. Com-
pletely ridiculous.”)

Feldman first visited California with
Herman’s small group.

“I liked the West Coast,” he said.
“I'd been hearing about it. Vince
[Guaraldi] was telling me about it, and
he said he thought I'd like it better out
here. He was right. I feel there’s more
of a compromise between the European
way of life and the New York mad-
house.”

HEN HERMAN’s small group dis-
banded for a vacation, Feldman re-
turned to England for a couple of
months in 1957. Since then he has been
back a half-dozen times.

“The first time,” he recalled with a
smile, “it was funny to see the smaller
roads and the smaller cars. Everything
was of different dimensions. After hav-
ing been in Vegas, when I went back









leader of a group in which he played drums or piano, and
occasionally vibes. But then his bass player left, and Pea-
cock picked up the instrument. .

Suddenly things were different: “My hands went downy.
right almost from the beginning. The instrument seemed
to fall under my fingers. I never really tried to learn bass
—it was as if I just started playing it.”

AFTBR THE SERVICE, he went back to Los Angeles, went
on the road with Terry Gibbs, and subsequently
worked with (as he puts it) “‘every group in the area except
Red Norvo's—Harold Land, Art Pepper, Dexter Gordon,
Bud Shank. . . .” In the course of it, his whole approach tot-
the bass changed from the old one to the new.

“I don’t know exactly when it happened,” Peacock
said. “It must have been gradual. Before I realized it,-L
was there.”

It definitely happened later than one evening he re-
members when he chanced to end up on the same band-
stand with Ornette Coleman. (“When he started to blow,
I just froze; I couldn’t play.”) But it happened.

Then ‘he: no longer had any trouble with groups that
improvised .freely and no longer had to work only with
players_who go through every piece cyclically and har-
monically, ever repeating the basic structure.

“Only for about six months in 1959 did I put in any
extra time practicing and exploring my instrument. I had
begun to hear things I couldn’t execute properly and had
to find a way to play them. The rest of the time I learned
on the job, just by playing and listening. I grew quite un-
satisfied with playing the time. It became redundant, a
strait jacket. Along with several other people, I found
that if a tempo is simply allowed to exist, you don't need
to play it—it’s even redundant to play it.

“But it is a personal thing. If it’s right for a given
player to play time, okay. But if it isn't, it won't feel right.-
to him or sound right to his listeners.” i

This latter observation reflects an attitude that several
of the young players seem to have: an awareness that
what is right for them to play or to search for is not
necessarily right for everyone. Peacock, for instance, talks
readily of his great admiration for Al Cohn and Zoot
Sims. and .for. the Modern. Jazz..Quartet.: But the MIQ
holds still another lesson for him, for theirs is truly a
group music, and future jazz will be truly group music.

“You know the title of that LP of Ornette Coleman’s,”
he asked, “This Is Our Music? I think that tells the story. I
think, in the future, we will hear a group music by equal
participants. Each member is going to have to be a leader
to some extent.

“It will have to be that way. In my own experience,
we work now with a kind of psychic communication. We
just know when a drummer has finished a phrase and
when he has finished a solo. We know when a horn play-
er has finished developing his ideas.

“Perhaps this is only the first stage, and we will have
different ideas later on. Perhaps we will have more
conscious reasons for what we do, but for now, things are
evolving this intuitive way.”

Peacock has thought about the dangers, delusions, and
contradictions in a freer music, however.

“The pitfall in the concept of freedom is that" total
musical freedom invites chaos,” he said. “And I think we
should also remember that freedom isn’t necessarily valid

unless it produces something. Also, so-called self-expres-
sion is not necessarily musical or artistic. I think we
should keep those things in mind when we play. And most
of all, we have to know when to stop. We must know
when we have said it all, or when it isn’t happening,

“But for myself at this stage, I know that generally
my best playing comes when I don’t think too consciously
about what I'm doing, and frankly that doesn’t bother
me too much. You can be specific about logical causes
and about emotional causes, but about intuition there are
no reasons. You just do what the intuition says. Inci-
dentally, I think Ornette Coleman plays by intuition, too,
not just feeling, as some people say. Anyway, I think
that now we just have to play out the intuitions and see
what happens. After all, if you go so far wrong, you’ll
eventually get back to what's right. And the only way
to find out about some of the things we’re working on is
just plunge in and do them.”

About the attitude that it is up to each player to ex-
plore the possibilities of his instrument, Peacock said,
“Musicians tend not to regard their instruments as a
whole. They take only a section of what can be done.
The bass has two worlds. At the bottom, it affects every-
one, especially in rhythm. At the top, you are into the
piano’s range and are more of a horn. There you can't
upset the time and rhythm.

“The thing to do is ask, ‘What can I do with texture?
Dynamics? Timbre? What can I do with one note? What
can I do with the whole range? And can I extend it? These
ideas are reaching a lot of players, and particularly bass
players—especially, I should name Steve Swallow in this.
They are asking these questions, and asking how the
answers affect the group music. But a player should work
these things out at practice, not on the job. A job is a
place to play, not experiment.

“Take Ornette Coleman. He takes a note, bends it,
twists it, even spits it out. It's beautiful; it gives the instru-
ment a new life. Jimmy Giuffre is doing the same sort of
thing with the clarinet.”

Peacock has substituted for Swallow in Giuffre’s cur-
rent trio on a couple of occasions and considers the
experience among the most musically exciting he has had.
“Jimmy and Paul [Bley] don’t need anyone keeping time
—in fact, it would get in their way. But playing with
them is very exacting. They have really broken through
recently. Their new Columbia record tells the story.”

If Bley is not working with Giuffre, he and Gary Pea-
cock can probably be found together. They worked re-
cently at a Sunday session at New York City's Five Spot,
with trumpeter Don Cherry and drummer Pete LaRoca,
after which Bley moved over to the Take 3 coffee house
to take his place with Giuffre and Swallow. Peacock and
Bley also have made a television appearance on New
York's educational Channel 13, and Peacock recently
played a weekend with tenorist Archie Shepp and trum-
peter Bill Dixon. But players of their persuasion don’t get
much of the work yet.

Nevertheless, it is very important to Peacock to be in
New York now. “It only took me one day here to know
that this is the place,” he said. “In Los Angeles, the first
thing you think of doing is relaxing. In New York, we
play things and work things out—things that need to be
worked out. This is the place—the music, the quality of
the music, and the interest in it.”
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BRINGING
UP
‘FATHA’

By RUSS WILSON

ACK Now in the musical groove that he helped form,

57-year-old Earl (Fatha) Hines, one of the first great
style-setters on jazz piano, is looking at a future flavored
by memories of the past.

Heading a mainstream swing sextet, which is sailing high
in the San Francisco Bay area and may go on the road, and
with a new big-band album in the works at Capitol records,
Hines seems to be in position to move into the forefront of
the current jazz scene. One factor that could steer him that
way is the experience he gained for years as an orchestra
leader—a period on which he looks back fondly, and
longingly.

Sitting in the comfortable family room of his big, stylishly
furnished home in a quiet Oakland, Calif., neighborhood,
Hines let his memory roam through the years he headed one
of the country’s widely known orchestras.

The offer of leadership came to Hines while he was in New
York in 1928 recording piano rolls for the QRS company.

“I'd just come out of a little Chicago club, the Apex,
where I'd been working with Jimmy Noone,” Hines related.
“There was a guy named Percy Venable—he’s living out on
the coast now—who was producing shows at the Sunset Cafe
in Chicago. After it closed, he was hired to open the Grand
Terrace, and he was looking for a ‘name’ attraction. Well,
there weren’t any ‘names’ there at the time; Louis was in
New York and so was Fletcher Henderson, and the only
person that was living in Chicago then was me—though I
was in New York making those piano rolls.

“Venable sent the offer to me in New York through
Lucius Millinder, who was working for him (he didn’t be-
come Lucky Millinder till after he got in the band business
some Yyears later). Lucius said, ‘Earl, we'd like you to come
back and open a club,’ and I said okay. He told me it
would be called the Grand Terrace and asked if I had a
band. As a matter of fact I had been rehearsing a band back
there for some time. When I got back to Chicago, I got
the guys together, and we started working on the first show.
That’s how I actually got started in the band business for
the Grand Terrace.”

In making his offer, Venable was aware of the fact that
Hines had played with Louis Deppe's big band in Pittsburgh
and had been music director of the former Carroll Dickerson
Band, with which Hines and Louis Armstrong had been play-
ing, after Armstrong had succeeded Dickerson as leader.

“That gave me the experience of directing a band and
accompanying vocalists and all that, so when I got my own
band I knew my way around,” Hines said.

The orchestra made its debut on Dec. 28, 1928, a date
Hines always will remember—it’s his birthday anniversary.

Hines identified its members as trumpeters Walter Fuller,
George Dixon, who doubled alto and baritone saxophones,
and Charlie Allen; trombonists Louis Taylor and Billy
Franklin, who also sang; reed men Omer Simeon, who
played alto and baritone saxophones as well as clarinet; Dar-
nell Howard, clarinet, violin, and alto saxophone; Cecil
Irwin, clarinet and tenor saxophone; Lawrence Dixon, who
doubled banjo and cello; Quinn Wilson, bass and tuba; and
Wallace Bishop, drums, who utilized chimes, gongs, tym-
pani, and a variety of tom-toms in addition to the standard
bass and snare drums.
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As the years went on, there were additions to the orches«
tra as well as other changes of personnel. Many of its instru-
mentalists and singers who later became names were musical
nonentities when they joined Hines, he said.

“I had to make my stars rather than buying them,” he
said. “I was working with a man that just wasn’t going to
put out too much money. So I just stayed with my guys,
coached ’em, and built the things for them I thought they
could handle. Then they began to acquire greater ability and
confidence.

“And I've always made mental pictures of my bands and
vocalists. I just see my band on stage, and I hear them play
certain things, and if it doesn’t sound good to me, I know
it doesn’t sound good to the audience, and if they don’t look
good to me, they don’t look good to the audience. I've pic-
tured certain numbers for Billy Eckstine and Sarah Vaughan
and Madeline Green and given them to them and then gone
off to one side and watched them and realized that isn’t the
way they should look or sound. So those numbers went out.

“I've done the same way with my present group and with
the Dixieland band I had before it. For instance, I'd show
[trombonist] Jimmy Archey and [clarinetist] Darnell
Howard what [ wanted from them, the type of endings and
so on. In doing this, I'd know how to direct it, how to sell
that person because I knew what he was going to do.”

Of his Grand Terrace band, Hines said:

“It never was a typed organization because I didn’t want it
to become such. That's why I used a variety of arrangers
from all over the country—so there'd be no one certain
style. And I'd exchange arrangements with Fred Waring,
Tommy Dorsey, and Jimmy Dorsey. The only time the
listeners knew it was my band was when they heard my
piano.

“We got a lot of different sounds, but we needed them
for the shows we played. Why, the first section of the shows
was an hour and a half long, so you know how much music
we had to play.

“In those days we worked seven nights a week, and the
-hours were rather long—we'd start at 10 p.m. and go to
3:30 and 4 a.m. every day except Saturday. On Saturdays
we went 'til 5. [Editor’s note: the hours are the same today.]
No matinees, though, thank goodness.”

The band’s first out-of-town trip, for an engagement at
the Earl Theater in Philadelphia, is another of Hines’ bright
memories.

“We didn’t know what it was all about,” he said. “We
went there because it was touring for us, and we were just
a bunch of kids. Fox {[theaters] gave us a dinner on the
train, and we thought that was wonderful.”

A little later, on a trip to Washington, D. C., Hines’ path
crossed that of Jimmy Mundy.

“Guys were telling me that Mundy was one of the best
arrangers in the area. So he brought me five arrangements,
at $5 apiece. I tried them out, and one of them was this tune
Cavernism. He was working in a place in Washington called
the Crystal Cavern, playing sax. We put the tune in our book
and used it as a closing theme while we were broadcasting.”

Mundy, who later was to become famed as an arranger,
joined the Hines band in 1929.

“At that time,” Hines said, “Cecil Irwin—who was way
ahead of his time—was doing all the arrangements for the
band. Mundy worked with him, and what happened is that
Jimmy got a lot of his ideas from Irwin. It was during this
time.that Benny Goodman and a lot of other bandleaders
used to come in and listen to the band, and the arrangements
that Benny heard and thought were Mundy's tunes were
Irwin’s tunes, but Jimmy never did tell him anything
different.

“When Jimmy went with the Goodman band (in 1936),
why naturally Mundy got the publicity and this other boy









blues, he has all that he requires. When I play a Beethoven
sonata, I have all that I require.
“The harmonic structure of jazz is a development of

European achievements. What appears to be particularly ¥~

Negro about it is the rhythm and the form—the complete
naturalness with which it contents itself with the form of the .
variation. )

“The jazz musicians started thinking about other forms
when they encountered those of European music. If they
hadn’t encountered them, I don’t think it would have
occurred to them to break out of the variation form.

“To me personally, jazz has been a certain salvation, be-
cause in my opinion European music has been dying for the
last 140 or 150 years. If we must have a date, I would say
since the death of Beethoven. It became sick. It died. The
sickness? Age, a natural thing.”

HEN HE FIRST KNEW JAzz, Gulda said, it seemed to him
w to speak the language of things lost—‘of natural®
musicianship, improvisation, rhythmic zest, all the wonder-
ful things European music was in possession of 200 years
ago.”

Gulda’s first and strongest jazz impressions, he said, were
of the bop era, hearing Dizzy Gillespie and Charlie Parker.
In this idiom, the music seemed to him young and healthy
and, therefore, formed an unforgettable contrast to what was
happening to classical music. Gulda said it would take a long
time to analyze the decline of European music.

“Chopin, along with Tchaikovsky and Grieg and the
French and Spanish musicians,” Gulda said, “was involved
in the nationalization of music, which was a special feat of
the bourgeois after the decline of the nobility, which is
marked by the French Revolution.

“In the old days, a nobleman was a nobleman first and
only secondarily a Frenchman or a German. The nobility
was international and wanted an international standard of
music.

“After their passing, we see the setting up of an emphasis
on national music. Wagner was a German nationalist in the
purest sense. Wagner contributed to the process of German
nationalism. Of course, it is impossible to say whether the
man makes history or history makes the man. Whichever,

GULDA-BILITY

Around a talented person with the volatile opinions of
a Friedrich Gulda, choice stories always abound. When
the controversial pianist left New York City recently, he
left the following story in his wake:

After a rehearsal with a big band in Philharmonic Hall,
Dizzy Gillespie, in company with saxophonist James
Moody, returned to the hall to take care of some forgotten
business. They left Gulda and arranger-composer Lalo
Schifrin in the car to watch the instruments and the music.

When, after a half hour, Gillespie hadn’t returned,
Schifrin went looking for him and promptly got lost in
corridors with doors opening into other corridors. “Every-
thing was white and new, and I felt like I had wandered
into a scene from Kafka,” Schifrin said afterwards. Wor-
ried, he started looking for an exit.

He opened a door that looked promising and walked
through. Coming out of his daze, he saw several thousand
people staring at him. He was on the stage, and, a few
feet away, Claudio Arrau was playing Beethoven’s Moon-
light Sonata.

Two guards hustled Schifrin outdoors. He told Gulda
what had happened.

“Claudio Arrau is playing the Moonlight Sonata?” Gulda
asked and then added, dead-pan, “I must go and help him.
He will never get through the third movement.”

-
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Wagner was deeply involved with the growth of German
nationalism, and we all know what a historical disaster that
was.

“The decline of jazz comes about by this damned half-
knowledge of European music.

“An interesting comparison occurs to me. A highly civil-
ized people gets in touch with a more natural, younger
people. And the first things the younger people take from
the older and more experienced people are the worst features
of their culture.

“This is exactly what has happened with jazzmen coming
in contact with European music—they are taking the worst
things, the worst aspects of the decline, as being the whole
character of the music.”

Gulda says the same thing happened to him—only in the
opposite direction. When he met jazz, which he calls in some
some ways better than classical music, he started by imitat-
ing the worst of it, the easiest, the most accessible, the cliches,
he said.

Now, he said, he has the feeling that by taking on some
of the worst features of European music, jazz is on its way
to commiting suicide, and what makes him doubly sad is his
certainty that by knowing classical music thoroughly, jazz
could only gain. But with half-knowledge, jazz gets the
poison, not the vitamins, and this poison may Kkill it, he said.

“I flatter myself that I've gotten to the point where I know
jazz so thoroughly that it will be a boon and not a poison
to my general musical outlook,” he continued. “I'd give this
advice to jazz people, from my own experience:

“I would rather they didn’t touch classical music. But if
they are going to, they must go into the heart and soul of it
and really know it, and then they might gain. Three months
at the Juilliard School of Music can give only a superficial
sense of it. Ignorance is a boon. Knowledge is a boon. But
half-knowledge is terrible.”

JAZZ HAS NOT, he insisted, actually changed his approach
to classical music—a term he says he dislikes. It may
have augmented his sense of responsibility toward it—and
to jazz, too, of course, he feels—but he says he could have
learned it from classical music alone. He just learned it
faster through jazz.

Gulda is obviously not given to false modesty and said
that as far as his jazz playing is concerned, he thinks he is
playing much better now but that, “unfortunately, I always
will be judged in this country by that record I did six years
ago. It was a student record. I've learned a great deal since
then.”

He is writing a great deal of jazz—for a big dance band
in Vienna and for a small combo. In the last few years, he
said, he has been learning to play baritone.

“My baritone playing isn’t to be taken seriously yet,” he
said. “But it is coming. Why baritone? Because I'm very
good at playing second lines. That's the first reason. The
second is that on baritone there is not so much competition
as on alto or tenor. I chose a relatively easy instrument. It
was my only chance to get anywhere. I hope to be a good
saxophonist some day, but I'm not learning it for virtuoso
purposes.”

A few days after delivering himself of these views, Gulda
left for Vienna. But it is unlikely that the jazz world has
seen the last of him. He admitted before leaving that he
really was surveying the scene,

He wants to record jazz again, with a U. S. rhythm sec-
tion. A few musicians heard him playing jazz informally and
affirm that his jazz playing has indeed improved. He sat in
with the group of vibraharpist Joe Roland, who said, “He
played very well.’

When Gulda will be back is anybody’s guess. But it's
unlikely that the jazz world has heard the last of him.
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record reviews__

Records are reviewed by Don DeMicheal, Gilbert M. Erskine, Leonard G. Feather, Ira Gitler, Barbara Gardne:r', Richard B. Hadlock, Don Nelsen,
Bill Mathieu, Harvey Pekar, John A. Tynan, Pete Welding, John S. Wilson. Reviews ore initialed by the writers.

Ratings are: * Kk % % % excellent, * % % % very good, X * % good, ¥ * fair, % poor.

BOSSA NOVA
—STILL COMING

Luiz Bonfa
BOSSA NOVA—Verve 8522: Samba de Duas

Notas; Vem So; Sambalamento; Tristesa; Manha
de Carnaval; Silencio do Amor; Domingo a Noite;
Itha de Coral; Adeus; Quebra Mar; Amor que
Acabou; Chora Tua Tristeza; Bossa Nova Cha

a.
Personnel: Bonfa, guitar, vocals; Oscar Castro-
Neves, piano; others unidentified.

Rating: % % % %

Bud Shank Ssssssessssssme—

BRASAMBA 1—Pacific Jazz 64: Brasamba;
Otem a Note; Autumn Leaves; Sambinha; Gos-
toso; If I Should Lose You; O'Barquinho;
Serenidade; Elizette; Samba de Orfeu.

Personncl: Shank, alto saxophone, flute; Joc
Pass, guitar; Clare Fischer, piano; Larry Bunker,
vibraharp, drums; Ralph Pena, bass; Milt Hol.
land, Chuck Flores, percussion.

Rating: % % % *

Laurindo Almeida m—

OLE! BOSSA NOVA!—Capitol 1872: Recado
Bossa Nova; I Left My Heart in San Francisco;
O’ Barquinho; What Kind of Fool Am 1?; Aca-
pulco 1922; Heartaches; Fly Me to the Moon;
Satin Doll; The Alley Cat Song; Meditation;
Walk Right In; Days of Wine and Roses.

Personnel: Don Fagerquist, trumpet; Bob
Cooper, tenor saxophone; Justin Gordon, flute;
Jimmie Rowles, organ; Almeida, Howard Roberts,
guitars; Max Bennett, bass; Shelly Manne, Chico
Guerrero, Milt Holland, percussion.

Rating: % % %

Bossa nova is supposed to be a blend
of U.S. jazz and Brazilian music, and the
group leaders on these albums have more
than a passing knowledge of Brazilian
music. Even so, the results of the three
sessions vary greatly.

Bonfa wrote the excellent score for the
film Black Orpheus. His album is the least
touched by the jazz influence. Its first
side highlights his singing, the second his
guitar playing. On some of the tracks he
is backed by an orchestra or by vocal
effects. Lalo Schifrin wrote arrangements
for the large group, and Bonfa provided
the others. None of the tracks is taken
much above a medium tempo.

Nine of the compositions are Bonfa’s,
and he is co-composer of two others. If
they are representative of his output, then
he must be a Brazilian Cole Porter. Evi-
dently he is a prolific writer of lovely
melodies. I found Tristeza particularly
pretty, and Bossa Nova Cha Cha is a
simple and beautifully resolved tune, the
kind that stays in your head for days after
you hear it.

As a singer, Bonfa is a fine musician.
His vocal equipment is ordinary, but he
makes the most of it. He has a small voice
and sings in an intimate, soothing manner.
I have heard relatively few vocalists with
a more personal style.

The selections on the second side are
slightly less consistent in quality. Coral and
Adeus are marred by Schifrin’s syrupy ar-

24 o DOWN BEAT

rangements and come off as background
music. However, Bonfa is a fine guitarist
with a warm tone and clean technique.
His playing, like his singing, is tasteful and
relaxed, but he plays with sufficient force-
fulness when the occasion demands it—
as on Quebra Mar. Chora Tua Tristeza
has a good example of his single-string
style and also demonstrates his nice sense
of solo construction.

The Shank album, as one would suspect,
has a strong jazz flavor. He and Fischer
have contributed some attractive originals
to the program, which also includes two
U.S. standards and two excellent Brazilian
compositions (Barquinho and Orfeu). 1
don’t know who did the arranging, but it
too is admirable. The instrumental ver-
satility of Shank and Bunker gives a wider
range of color than a group of this type
generally has at its disposal.

Shank’s alto work is very pleasant, cool,

and easygoing, marking a return to his
approach of the ’50s. His flute spots are
innocuous.

Fischer performs commendably. He dis-
plays a beautiful touch: luminous and
full but not excessively heavy. All his solos
are interesting. He fingers so gracefully on
Serenidade that even when double-timing
his playing doesn’t seem agitated. He shifts
accents brilliantly on this track.

His rich melodic imagination is in evi-
dence on Otem a Note. His Gostoso solo
is influenced, directly or indirectly, by Len-
nie Tristano. It’s good to hear that some
latter-day pianists are aware of Tristano.

The notes mention that Pass had never
played bossa nova before this date. But
he is as inventive and tasteful as ever. I
think Pass is becoming to the guitar what
Hank Jones is to the piano.

The Almeida record seems to be an
attempt to take advantage of the com-
mercial success of bossa nova. In addition
to the inclusion of some-gprdinary pop
tunes, which do not lend themselves par-
ticularly well to a Latin treatment, the pro-
ducers have enclosed a booklet on how to
dance the bossa nova.

Rowles plays well, but the organ adds
an unwelcome heaviness to the music and
sometimes partly nullifies the effect of a
good rhythm section.

Most of the interesting moments on the
album are provided by Fagerquist and
Cooper, both of whom are in good form.
Unfortunately, neither gets much room to
stretch out. (H.P.)

Oscar Castro-Neves s —

BIG BAND BOSSA NOVA—Audio Fidelity
5983: OMenino Desce O Morro; Desafinado; Nao
Fasz Assim; Chora Tua Tristesa; Chega de sau-
dade; Zelao; Samba de Uma Nota So; Outra Ves;
Patinko Feio; Menina Feia; Doralice; Aula de
Matematica. .

Personnel: Castro-Neves, piano; Helio Mnnnb9,
Zo- Bodega, Emilio Genaldo, saxophones; Clelio
Ribeiro, trumpct; Norato, trombone; Henri, gui-

tar; Iko Castro-Neves, bass; Roberto, Chico
Feitosa, Gilson and Llsom, percussion.
Rating: % %

For more than two decades, Brazilian
musicians in Rio de Janeiro and Sao Paulo
have turned to jazz for pleasure and inspi-
ration, and occasionally some pretty good
players have come along. Combining jazz
with native rhythms was never considered
especially unusual, but it has, as everyone
knows, become the thing to do recently.

Behind the popularity of jazzy samba—
bossa nova—was a sudden rash of talented
tune writers and the interest of fledgling
Brazilian musicians like composer-pianist
Castro-Neves and his friends, some of
whom appear on this record.

The orchestra assembled around these
youngsters reveals a basic flaw in the
Brazilian approach to jazz: the lethargic,
yawning style that fits Portuguese-Brazilian
melodies so well just doesn’t make it in a
jazz setting. This group pokes along in the
soggy fashion that characterizes, say, many
U.S. high-school dance bands. (To be
honest, I've heard a number of high-school
outfits that can easily outswing Castro-
Neves' orchestra.)

Occasionally a well-played jazz solo
brightens the proceedings, but the rest is
labored part-reading over an ordinary Bra-
zilian rhythm section.

“Authentic—recorded in Brazil,” it says
on the album sleeve. If this represents
“authentic” bossa nova, I'll stay with Stan
Getz, thank you. (R.B.H.)

INSTRUMENTAL

Ahmed Abdul-Malik ———————
SOUNDS OF AFRICA —New Jazz 8282:
Wakida Hena; African Bossa Nova; Nadusilma;
Out of Nowhere; Communication; Suffering.
Pcrsonnel: Richard Williams or Tommy Tur-
rentine, trumpet; Edwin Steede, alto saxophone;
Taft Chandler or Eric Dixon, tenor saxophone;
Bilal ‘Abdurahman, clarinet, darubeka; Rupert
Alleyne, flute; Calo Scott, cello, violin; Abdul-
Malik, bass, oud; Rudy Collins or Andrew Cyrille,
drums; Montego Joe, conga, bongos; Chief Bey,

African drum. N
Rating: % % %2
What starts out in this album as an in-
teresting melding of African and Middle
Eastern musical practices with those of
jazz soon degenerates into a tedious
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CANNONBALL ADDERLEY

Reynolds Coliseum, Raleigh, N. C.
Personnel: Cannonball Adderley, alto saxo-
phone; Nat Adderley, cornet; Yusef Lateef, tenor
saxophone, flute, oboe; Joe Zawinul, piano; Sam
Jones, bass; Louis Hayes, drums.

Jazz concerts in a university setting are
beginning to increase in number and to
attain a dignified status of maturity.

Adderley, whose springtime appearance
at North Carolina State College here in
Raleigh brought out more than 1,000 ap-
preciative students, said his group has
played more than 25 concert dates during
this last school year and that the number
of requests for jazz combos to participate
in college entertainment programs gets
larger each year.

The saxophonist added that many Negro
colleges and universities in the South also
are asking for his band to perform for
concerts. Then followed his dry humor:
“You know, we'd really be hung if they
asked us to play for dances.”

(The N.C. State program was the last
of a series set up by New Arts, Inc., an
entertainment organization sponsored by
the college union and the intra-fraternity
council. Dave Phillips, social director of
the project, said that previous appearances
during the 1962-63 year included the
Weavers, Josh White, Ferrante and Teicher,
and classical guitarist Rey De La Torre.
Next year’s schedule will present Stan
Getz, the Dukes of Dixieland, Julie
London, Odetta, the Chad Mitchell Trio,
and the Phoenix Singers.)

From the opening moment—Jones’ bass
solo introducing Thelonious Monk’s
Straight, No Chaser — until the closing
Sack o’ Woe, the Adderley men had a rapt
student audience applauding in all the
right places.

Adderley’s presentation probably was
responsible in large part for this favorable
reaction. His short, humorous announce-
ments told the listeners everything they
needed to know about who was who and
what to listen for in each selection.

Another noteworthy aspect of the con-
cert’s format had to do with pacing and
variety. The exciting opener was followed
by the intriguing melody and rhythm of
Nat Adderley’s composition Jive Samba.
Pianist Zawinal was especially impressive
on this number and showed beautiful rap-
port with bassist Jones.

The next number, Angel Eyes, featured
Lateef on flute. The result was a moody
and beautiful improvised solo with sensitive
piano fill-ins. At one point Lateef produced
an organlike sound on the flute.

Lateef was again kept busy on his own
tune, dedicated to his friend Coltrane,
Brother John. On this, the multi-instrumen-
talist soloed on oboe and also played it in
ensembles with the Adderley brothers.
Brother John is written in 3/4, but as Can-
nonball pointed out, it was not a waltz.

The first half of the concert came to an
end with Oscar Pettiford’s Bohemia after

Dark, featuring a long, but rhythmically
interesting, drum solo by Hayes.

After intermission, Cannonball stepped
up the pace with a lively rendition of
Quincy Jones’ Jessica’s Birthday. Then he
brought back memories with the tune that
helped to put his ggoup on the way—
Bobby Timmons’ This Here. Next came a
feature for bassist Jones. Announced as a
down-home version of Falling in Love
with Love, the bassist performed a well-
phrased melodic solo accompanied by pi-
ano and drums.

The two-hour concert came to an end
with the round-robin solos and plaintive
ensemble-playing of Sack o’ Woe.

The Adderley group has shown that it
would be worthwhile*for all jazz bands to
give some attention to developing an in-
teresting and exciting presentation specific-
ally for use on the university circuit. The
demand is growing constantly.

—George Hoefer

JAZZ SUPPORTS THE SYMPHONY

Civic Opera House, Chicago

Personnel: Stan Getz with large orchestra,
Gary McFarland, conductor; Lurlean Hunter,
Gildo Mahones Trio; Teddy Wilson Trio; Muddy
Waters; Jack Teagarden Sextet, Bob Scobey;
Getz Quartet; Carmen McRae; Lambert-Hen-
dricks-Bavan, Pony Poindexter, Mahones Trio;
Count Basie Orchestra; Willis Conover.

"~ ]

This miniature jazz festival, held on two
days last month, must be termed a musical
success—at least what was heard at the
concerts. But the two three-hour perform-
ances, sponsored by Mayor Richard J.
Daley’s Committee on Economic and
Cultural Development, were filmed by
television station WBBM for CBS-owned
stations’ contribution to the International
Hour series and will'be edited down to an
hour of TV fare. How the final program
will hold together is anybody’s guess. (The
show is being shown on CBS-owned sta-
tions this week.)

The outstanding performances were by
Getz, both with the 14-piece orchestra of
Chicago musicians arranged for and con-
ducted by the extremely talented McFar-
land and with his own quartet. Getz was
in the best of forms, playing with an ease
and a lyricism that leave one in awe of
the man’s imagination. That he plays with
fervor when the occasion calls for it was
made clear in his booting C Jam Blues
solo with the orchestra and a marvelous
stop-time chorus on You'd Be So Nice to
Come Home To with his quartet.

McFarland’s arrangements for the or-
chestra were superb. Two of the scores,
Street Dance and Melancolico were from
the big-band bossa nova album that Getz
did with McFarland, but the outstanding
piece of writing heard at these perform-
ances was his handling of I Want to Sing
a Song; his use of woodwinds in dissonant
passages was particularly lovely.

Steve Kuhn, who has worked with Getz’
quartet on and off for more than two
years, played several sensitive piano solos
in the large-group context and also with
the quartet, which has drummer Al Hare-
wood and bassist Tommy Williams to
recommend it too. Kuhn, seemingly now
free of the machinegun approach he used
a couple of years ago, now leans more in

Bill Evans’ direction; the change in ap-
proach is certainly for the better.

Miss Hunter seemed just a trifle ill at
ease, perhaps because she was working
with a trio other than the one (Larry No-
vak’s) she had been using for several
months in Chicago. She sang well, as
usual, turning in a musicianly and pro-
fessional performance, but the unfamiliar-
ity between singer and accompanists caused
more than one faulty spot, particularly on
The Lady Is a Tramp.

Wilson’s trio won the audience almost
immediately with impeccable and humor-
ous versions of Love, Stompin’ at the
Savoy, Honeysuckle Rose, and, on the
second day’s concert, Shiny Stockings. The
performances’ humor came from the ir-
repressible Jo Jones, whose drum solos
were at times hilarious. Chicago bassist
Jim Atlas, who had worked with the two
veterans during their recent engagement
at the London House, rounded out the
trio and played several well-constructed
solos.

Muddy Waters and his band appeared
before a somewhat distasteful backdrop of
a Mississippi steamboat (backdrops were
provided for the small-group offerings),
but even this did not cool the heat of
Waters and the other musicians. His most
exciting number was Got My Mojo Work-
ing, which in addition to Waters’ vocal
featured a rollicking harmonica solo by
James Cotton, the rhythm section rolling
like a steam engine behind him.

Teagarden’s group played well but never
got off the ground, even when pianist Don
Ewell, recently returned to the band,
soloed. Still, it was good to hear Tea-
garden do his paper-cup version of St
James Infirmary. Trumpeter Scobey joined
the group for Do You Know What It
Means to Miss New Orleans? and South
Rampart St. Parade.

Carmen McRae, standing atop a con-
traption that raised her 12 feet above the
stage and her accompanying trio, main-
tained her poise even under what must
have been trying circumstances and sang
beautifully. Miss McRae is probably the
most telling singer of lyrics since Billie
Holiday—and there certainly is a differ-
ence between merely singing a song and
projecting the meaning of words while
retaining superior musicianship. This was
perhaps most notable in her version of
Just in Time, in which she made the hu-
morous verse an integral part of the song.

Lambert-Hendricks-Bavan sang several
songs — Avenue C, Shiny Stockings,
Swingin’ till the Girls Come Home — with
glitter and jumping tongues. Poindexter
and his soprano saxophone backed the
trio on Avenue C.

The Basie band played only at the sec-
ond concert and was its usual driving self,
climaxing its performance with drummer
Sonny Payne’s Old Man River ordeal.

Both concerts, well emceed by Willis
Conover, ended with a finale that would
have done producers of Hollywood musi-
cals in the 1930s proud: all performers
on stage playing disjuncted versions of
blues, most of the musicians perched on
a platform raised 30 feet above the stage,
with the large orchestras below them.

But, then, that’s television. —DeMicheal

June 6, 1963 e 35






federal penitentiary at Terminal Island,
Calif., for one year. “Then,” he said,
“in 1956 I went into [the U.S. Public
Health Service facility at] Fort Worth.
I got out in 1960.”

At Fort Worth, Hadley met and
became a friend of another inmate,
guitarist Joe Pass. Their paths were to
cross once more following Caliman’s
discharge—at Synanon House in Santa
Monica, Calif.

“I lived at Synanon for two months,”
Caliman said.

Why such a brief stay?

“Well,” he said, “I wanted to be with
my wife. I felt she needed me. She had
the same trouble as me. But together
I feel we can make it okay.”

Synanon’s directors, and the other
residents of the rehabilitation center,
Caliman said, disapproved of his deci-
sion to leave the house.

“They get pretty negative,” he re-
marked, “when an addict decides to
leave like that. But I had to join my
wife.”

The “negativism” of the Synanon
residents in a case such as Caliman’s
is founded on sad experience. They
know better than most the likelihood

that well-intentioned addicts can put
drugs behind them for good. They have
seen too many come and go; they have
heard too many passionately expressed
good intentions.

Caliman said he feels he can make
it. “So far as the law is concerned,”
he said, “I have no strings now.” He is
not on parole, on any form of proba-
tion, nor does he have to report for
a regular naline test, a method whereby
it may be determined whether a narcotic
drug is present in the human system.

Caliman is encouraged about his
music too. Not long ago he made his
recorded debut on Pacific Jazz records
with trumpeter Carmell Jones, pianist
Frank Strazzeri, bassist Red Mitchell,
and drummer Frank Butler. His bread-
and-butter living is earned nightly with
a rhythm-and-blues group. This is not
soul satisfying, but it's a gig.

“I'm waiting on this album,” he said
of the Pacific Jazz session, and from
the way he said it, it was apparent
that there is more involved in this wait-
ing than his réactions to jazz critics’
judgments.

What may be involved, in fact, is
his future.

Clas
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65c PER WORD—MINIMUM CHARGE $8.26

DEADLINE: 30 days prlor to
‘*on sale” date of Issue.
Remittance must accompany copy
Count Name. Address. City and State

ARRANGEMENTS

BANDSI! Arrangements written to order... $23
each. Send check to: MartinMusic . . . 450
East 6€3rd . . . Box 9M . . . NYC. State tune,
instrumentation, featured soloist.

FOR SALE

USED WHITE ORCHESTRA COAT, SINGLE BREASTED
$5.00. TUXEDO TROUSERS $4.00. KALE UNIFORMS,
522 W. ROOSEVELT, CHICAGO, ILL.

METHODS

JUST OUTI EAR TRAINING by William Curtis
(Berklee), onl%' $2.00. Also: Modern Drum-
mer—$3.350;  Saxophone Technique — $4.00;
String Bass Method—$3.00. We pay postage.
Free catalogs. National Educational Service,
Inc., 621 Hinman, Evanston 1, Illinois.

MISCELLANEOUS

POEMS WANTED for musical setting and record-
ing. Send poems. Free examination. Crown
Music, 499DB West 32, New York 1.

MAKE PEN FRIENDS all over the world! Illustrated

prospectus free by airmail. Correspondence
Club Hermes, 34 Goettingen, Box 748/D,
Germany. .

GUITARISTS, jazz, swing, blues, background, les.
sons. Single string and chord styles. Profes—
sional material. Cool Guitar, 713 Elsmere St.,
Middletown, Ohio.
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I can name—Omer Simeon, Darnell
Howard, and, of course, Budd Johnson
and Jimmy Mundy, though it finally
turned out he didn’t want to be a solo-
ist —he wanted to arrange — but he
played a good horn. In the trumpet
section, Dizzy stood out so much.

“Other guys didn’t want to be solo-
ists; they got their kicks out of sitting
up there and playing their horns and
listening to the other guys playing
solos.”

As for the entire era, Hines sum-
marized:

“Of course, the big-band days then
were more enjoyable because you found
musicians were closer together. They
all used to help each other, and it was
a pleasure for them to go to rehearsal;
they got such kicks out of rehearsing,
getting new numbers and any idea at
all could be brought up—playing differ-
ent instruments, singing, or what not. In
anything pertaining to the band they
all worked as one.

“It wasn't until years later, when the
recording companies began to get in-
volved, that all of them decided they
wanted to be bandleaders; that’s what
caused quite a number of the big bands
to break up. By the time you got num-
bers written for certain members, they
were gone, and that group of tunes was
just lost.”

The fun and pleasure must have
evened up the headaches and heart-
aches, however, for Hines says he still

would like to get back in the big-band
milieu.

“I think all of us who had big bands
have that feeling,” he said, “because
there’s more to work with; the sound is
bigger, and it’s more enjoyable. But in
the early days we were young and wild
and didn't care; if we worked, all right;
if we didn’t, so what? You're off a
month or so; you laughed about it. You
can’t do that today, let’s face it. I've
got a family, and my expenses go on.

“So I like the big bands, and I want
a big band, but if conditions won't
allow it, I just can’t have it, that’s all.”

The family to which Hines referred
includes his wife, whom he met in Cali-
fornia in the 1940s and who, as Janie
Moses, sang for two years with his
band, and their daughters Janear, 12,
and Tosca, 9. .

As for his present happy musical
state, it began early this year, when
Hines opened a three-month stay with
his new sextet in the Churchill Room
of Oakland’s Hotel Claremont, which
nestles in the hills overlooking San
Francisco Bay.

Dancers and listeners alike were in-
trigued by the group’s pulsating swing
and persuasive solos. The mainstream
format is far removed from the six
years Hines put in as leader of a Dixie-
land combo,  much of that time at the
now-defunct Hangover Club in San
Francisco.

“It’s a relief,” Hines said of his cur-
rent group. “I can work out my own
ideas, and I'm working with young
musicians who are willing to learn.”

RECORDING/ARRANGING

LEAD SHEETS, piano-vocal arrangements, printed
copies, demo records, discs from tape, press-
ings. Complete music service. Information free.
FIVE STAR MUSIC MASTERS, 25 Beacon
Bldg., Boston.

RECORDS & TAPES

FAST RELIABLE JAZZ record service—many rare
items — foreign orders welcome — send for
FREE LP sale listt MODERN MUSIC, Box
4035—4930 DELMAR, ST. LOUIS 8, MO.

ALL FRANZ JACKSON Original Jazz Allstars re-
cordings by mail—Pinnacle Recordings, 5358
Wells, Chicago 9, Illinois.

DONATE JAZZ LP's FOR FREE DISTRIBUTION BE-
HIND IRON CURTAIN. JAZZ-LIFT, BOX 980, BAT-
TLE CREEK, MICHIGAN.

WHERE TO GO

HOWARD RUMSEY'S
Lighthouse All-Stars
THE LIGHTHOUSE
Hermosa Beach
Top Jozz Names in Concert

WHERE TO STUDY
DRUMMERS —Stanley Spector writes:

“'What | think most jazz drummers are trying to
achieve is a feeling that they and the drum set
are one. But in watching drummers play basic wrist
strokes at the pad, | have noticed them pick the
stick off the pad with an urgency associated with
accidently touching a red hot stove. They tell me
this is no accident, but a way of perfecting a
precise, clean touch. | suspect that such a clinical
and legitimate approach to practice will almost
certainly sterilize the touch, but | wonder that in
the process it might also turn the drummers feel-
ings to ice? Will not such an approach set up a
nagging, frustrated undercurrent of feeling that the
drum and drummer are to bo two separate units
rather than a unified whole?’” Some drummers
have found a way of balancing a comfortable
rhythm feel at the drum set with an accuracy of
touch in their study with

Stanley Spector, teacher of
*METHOD JAZZ DRUMMING

13 W. 13th St.,, N.Y.C., N.Y,, YU 9-4294

246 Stuart Street, Dept. 64, Boston, Mass.
HU 2-1468

WHAT IS METHOD JAZZ DRUMMING ALL ABOUT?
For further information about our recorded home
study course, write to the Boston address.
°Method Jazz Drumming—trade mark
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national Jazz Critics Poll, he said he
found it understandable that Down Beat
had never discovered how to award a
jazz veteran, who previously had not
been honored, except by citing him as a
“new star.” '

“Let’s face it,” he said. “I was very
gratified to get it. It was proof that
something was happening for me again.
Funny thing, though, I met Roy Haynes
on the street after I got the plaque. He
got one too—the same thing, and, you
know, he’s been around a long time too.
We had a laugh about it because he
said, ‘I'm glad to have company.’”

Things do seem to be starting to
happen for the baritonist, even though,
with that, he still says he feels that he
hasn’t been heard enough. Steady em-
ployment helps, but perhaps more im-
portant is his new-found belief that the
baritone has barely been exploited.

As he sees it, the lack of baritone
saxophonists is relatively simple to ex-
plain: “It is the most expensive of the
usual jazz instruments. Practically no
one just starts out on one. Practically
everyone who has ever played it
doubles from some other instrument
after they start making money, or
switches to it after they start making
money. It just isn’t natural for a kid
to begin on baritone, just because of the
money problem.

“Then you have the fact that there
are so few baritone players for the kids
to follow, and so few big bands where
they can develop. And eventually you
get to the sound. It’s something that's
pretty abused.

“Still, I suppose I shouldn’t complain
about the lack of them. I really don’t
understand why more tenor players
don’t experiment with it, but like I say,
I should probably be happy that there
is so little competition.”

To change things, Payne said, the
baritone has to be presented in a new
light. That’s his job.

Two things have to be watched
closely, he said: “If you don’t play it
right, it gets a very fuzzy tone, and if
you play it evenly through all the regis-
ters, you won’t get the honking sound
that some people object to. Actually
mastering all that would make the bari-
tone more a reasonable part of the small
group. And, if more people like Benny
Golson hear the baritone for what it
can do in the largest context, then there
will be even more room for guys who
play the horn, and that will begin to
attract more of the new players.”

Payne’s view of the possible good life
ahead for the baritone saxophone and
its players is a characteristically gener-
ous one. Hopefully it would include a
widening of the fame of Payne. [EIS)

40 ¢ DOWN BEAT

An LIB from page 10

has joined the Duke Ellington trumpet
section . . . Danny Moore is now a
member of the Count Basie trumpet
section . . . At Basin Street East, ac-
companying Vic Damone, was a band
filled with such jazz musicians as Jerome
Richardson, Snooky Young, Bobby
Bryant, Willie Dennis, Jimmy Knepper,
Jerry Dodgion, and Sid Bulkin . . .
Cliff Jackson, eminent pianist at the
new Jimmy Ryan’s, last month suffered
a heart attack but is now out of Roose-
velt Hospital . . . Pianist Walter Bishop
Jr. is back from Sweden . . . Tenor
saxophonist Sam Margolis is now play-
ing in New York again.

Luther Henderson and Ralph Burns
did the orchestrations for Judy Holi-
day’s Hot Spot, the Broadway musical

. . Ralph Hawkins, a drummer with
Harry James in the ’40s, now has a trio
at the Neptune Lounge in Washington,
D.C. ... It is of special note that Lena
Horne will have a special show on NBC-
TV on Aug. 14.

Addenda to the Villanova Jazz Fes-
tival (DB, April 11): Lavere records
may issue an album of the competition;
Bob Cummow, trombonist-leader of the
Criterions of West Chester State Teach-
ers College, Pa., will join the Stan Ken-
ton Band as of May 27; pianist Mike
Micheles, an individual winner in that
contest, will bring his trio to join band-
stands with Kenton at Lake Com-
pounce, Bristol, Conn., on July 12.

Gunther Schuller’s concert, Recent
Developments in Jazz, at Carnegie Re-
cital Hall, was devoted to works by
Andre Hodeir, George Russell, Duke
Ellington, Lalo Schifrin, and Eric Dol-
phy. The music was performed by such
as Don Ellis, Nick Travis, Benny Gol-
son, Phil Woods, Richard Davis, Dol-
phy, Britt Woodman, Jimmy Knepper,
Jim Hall, Schifrin, and vocalist Susan
Belink. Schuller, incidentally, was the
recent recipient of a grant to write a
new musical work from the Serge Kous-
sevitzky Music Foundation in the Li-
brary of Congress. Two other com-
posers, Emst Krenek and Seymour Shif-
rin, also received grants, Krenek for an
orchestral composition, Shifrin for a
chamber work. Schuller will compose
a work for small orchestra . . . The
Bronx unit of the New York City Can-
cer Committee presented last month at
Thwaite’s (a supper club on City Island)
a group consisting of Teddy Charles,
Hall Overton, Zoot Sims, Jimmy Raney,
Teddy Kotick, and Ed Shaughnessy,
with singer Judy James . . . Pianist
Paul Knopf, back in New York City,
played the Embers early this month and
is scheduled to return in June.

Paul Gonsalves was the most recent
guest at the New York chapter of the
Duke Ellington Jazz Society. On June

16, at Town Hall, the society will pre-
sent Clark Terry with a 10-piece band
playing compositions by Manny Albam,
Luther Henderson, Gary McFarland,
Lalo Schifrin, and Bob Wilber. In the
band will be Zoot Sims, Hilton Jeffer-
son, Quentin Jackson, Lawrence Brown,
Jimmy Jones, Wendell Marshall, Taft
Jordan, and Sonny Greer . . . Ellington
and Jimmy Smith shared a billing last
month at the Apollo Theater . . . Don
Elliott wrote the music for a new Broad-
way show, The Beat in Me, starring
Kaye Ballard and Richard Hayes . . .
When trumpeter Dizzy Reece has re-
cently played in and around New York,
he has been accompanied by tenorist
Joe Farrell, pianist Gil Goggins, bassist
Wilbur Ware, and drummer Lex
Humphries.
" The latest Jazz Scene television pro-
gram, taped by WNTA in New York
with possible syndication to other edu-
cational television stations and seen in
late April in New York, was called Ad-
ventures in Improvisation. The half-
hour program featured narration and
playing by Don Ellis with Joe Farrell,
Don Heckman, Ed Summerlin, Frank
St. Peter, reeds; Garnett Brown, trom-
bone; Lalo Schifrin, piano; Barre Phil-
lipps, Jim Stevenson, basses; Ed Shaugh-
nessy, Howard Hart, drums; John
Matyin, spontaneous painting .
Charles Mills wrote the score for the
film Tracks in the Sand. Playing was
done by Max Roach, Tommy Flanagan,
Jimmy Knepper, Richard Williams,
Yusef Lateef, and Arthur Phipps . . .
Charlie Byrd did the background score
for a crime film, Dead to the World,
photographed in Washington, D.C.

[ ] [ ) [ ]

REcORD NoTEs: Vibist Walt Dicker-
son signed an exclusive contract with
Audio Fidelity . . . Cameo-Parkway rec-
ords begins its new jazz division with an
album by Maynard Ferguson, now un-
der exclusive contract to the company
. . . Savoy is currently releasing al-
bums by Jimmy Cleveland and the Bill
Dixon-Archie Shepp Quartet and The
Bird Returns, some newly discovered
tracks by the late Charlie Parker . . .
Verve has several projects in the offing,
including one album with Count Basie
playing songs Frank Sinatra made pop-
ular; another featuring Basie vocalist
(the first female singer he has had in
20 years) Irene Reid; still another of
songs from hit musicals, arranged by
J. J. Johnson for five trombones (in-
cluding Urbie Green and Lou Me-
Garity) and rhythm; and one by Cal
Tiader, which will consist of songs
dedicated to Jungle Gardenia, a-per-
fume manufactured by Tuvache. The
album cover will be impregnated with
the scent.

Detroit’'s Workshop Jazz latel has
recorded pianist Kenny Cox .. . Fantasy



is issuing an album by Brew Moore re-
corded when the tenorist was living in
Denmark . . . Some American company
may secure lease-rights for distribution
here, but as of now Jatz von Jestern
(loosely, Jazz of Yesterday) is available
only in parts of Europe. The album, pro-
duced by Electrola’s Extra-Produktion
of West Berlin, includes 23 examples
of jazz played in five European coun-
tries between 1919 and 1946. Musical
historians, it is said, will be fascinated
with the German tracks made during
Nazi domination, when it was sup-
posedly against the law to play “de-
cadent Anglo-Saxonian-Jewish music,”
as the Nazis described jazz.

Most know that the days of the 78-
rpm record are not even being num-
bered any more. But they are being
pressed. How to be the first to get one
in your neighborhood? Be Spanish. For
example, Tico records has a single
called E! Watsui by Ray Barretto. The
company discovered that record shops
in Spanish areas in New York had
many demands for the record, but the
customers wanted it at 78-rpm because
most have only the now almost-obsolete
machines. Tico had problems finding a
pressing plant that still produced 78s,
but found one, ordered 10,000 copies,
and is happily selling them uptown in
New York only.

Tenor saxophonist Flip Phillips will
make one album for Capitol’s new jazz
series . . . Prestige signed Roy Haynes
and Jimmy Witherspoon to contracts
. . . Sarah Vaunghan has returned to
Mercury after several years with Rou-
lette . . . Decca Records will reissue a
two-record set of Count Basie perform-
ances.

Frank Sinatra’s Reprise label lost a
second round in its legal battle with
Capitol records when the U.S. District
Court in Los Angeles recently dis-
missed Sinatra’s suit against Electrical
and Musical Industries, Ltd., of Great
Britain. EMI is owner of Capitol and
was named defendant along with Cap-
itol Records, Inc., and Capitol Records
Distributing Corp. -Judge E. Avery
Crary upheld EMI’s contention that the
parent firm did not do business in Cali-
fornia and, further, that the corpora-
tion had not been lawfully served . . .
Ford Lile, former San Francisco disc
jockey now resuming his singing career,
cut some sides with Russ Garcia con-
ducting.

EUROPE

The election of a European “Miss
Cannonball” was announced recently.
She is described as a “raving blond
Dutch photomodel,” and she represents
the many Cannonball Adderley fans in
Europe . . . At the recent San Remo
Jazz Festival in Italy, the Adderley
group shared the bill with Art Blakey
and the Jazz Messengers. Blakey, on a

spring concert tour of France, Holland,
and Italy, played to packed houses all
the way. In Amsterdam 3,500 Blakey
fans jammed the Apollo Hall to hear the
Messengers at a midnight concert . . .
Adderley also toured. His sextet was
heard in a week of 'TV programs and
concerts in Germany, Italy, and Sweden.
While in West Germany, the sextet was
recorded by Joachim-Ernst Berendt for
the monthly jazz television program on
Sudwestfunk, Baden-Baden. Adderley
returns for another three-week swing
through Europe in October,

Latest news from Germany, where
singer Jeanne Lee and pianist Ran Blake
have been scoring a phenomenal suc-
cess with both critics and fans, is that
the duo will range north to Bergen, Nor-
way, for a two-week engagement begin-
ning June 3 at the Hotel Neptun. This
follows a concert appearance in Bremen
for Horst Lippmann, a Rome television
appearance, and two weeks at the
ENAL Club in the Italian capital.

Pianist Kenny Drew made a short
trip through Holland recently, playing
at the Modern Music Club ’54 in Am-
sterdam. He was accompanied by Ruud
Jacobs, bass, and Cees See, drums . . .
During their appearance at Amsterdam’s
Apollo Hall, Art Blakey and his Jazz
Messengers had a great deal of trouble
with some large flies that remained
in the hall after a recent fruit exhibi-
tion . . . Oscar Peterson will receive an
Edison award for his Live in Chicago
album . . . Ray Charles and his show
are slated for a concert appearance at
the new RAI building in Amsterdam, a
hall that accommodates 7,000 people.

Dexter Gordon is booked solid in
Denmark. He is scheduled to play at the
Montmartre, the Copenhagen jazz club,
for three months straight (June, July,
and August). His comrades-in-arms are
drummer William Schioppfe, bassist
Niels Henning Orsted, and pianist Bent
Axen ... Danish bassist Erik Moseholm
takes a sextet to Russia during July. It
will be the first Danish jazz invasion of
the Soviet Union. Included in the
planned group are U.S. tenor man Ray
Pitts and pianist Niels Jorgen Steen . . .
Sahib Shihab, who is living in Den-
mark, is lining up sidemen for the pro-
posed big-band European tour by
Quincy Jones this summer. Shihab was
with the previous band and stayed in
Europe when it disbanded.

Norman Granz is reported to have
bought a Copenhagen restaurant, which
he plans to convert into a jazz den as a
link in a European night-club circuit.
He will book performers from his JATP
stable . . . Harold Goldberg, former co-
owner of the Montmartre, has produced
a jazz film for German TV. Dexter Gor-
don stars in the show with Danish
movie actress Hanne Borchsenius,

NEW ORLEANS

The Music Haven dropped its jazz
policy. The Elis Marsalis Quartet,
which held sway at the club with avant-
garde jazz for seven months, has ap-
peared at several concerts since leaving
the club . . . Dan Levy Jr. of Dan’s
Pier 600 Club imported trumpeter Don
Jacoby and his combo for a pre-Easter
engagement while Al Hirt and his reg-
ulars fulfilled television and road com-
mitments. The Jacoby group’s success
has sparked plans for a return date in
September, possibly alternating with the
Dukes of Dixieland The New
Orleans Jazz Club’s anniversary party
featured several interesting traditional
groups, including Sweet Emma’s Band,
the Onward Brass Band, Louis Cottrell’s
group, and vocalist Blanche Thomas.
The club’s Jazz on a Sunday Afternoon
series has been thriving, with recent
concerts by the Ferguesen-Crawford
Band and the Original Celestin Tuxedo
Band.

Pete Fountain, who seldom used local
sidemen on TV and recording dates in
the past, has been carrying pianist John
Probst on his major engagements.
Probst is an excellent modern pianist
who played for many years in Mobile
and Biloxi.

CLEVELAND

Rick Kiefer has reorganized his big
band, which, like previous editions,
features some of Cleveland’s best jazz-
men, including Ismael Ali, Gary Barone,
and leader Kiefer, trumpets; Haydn
(Jiggs) Whigham and Allan Jaborcky,
trombones; Dave O’Rourke and Weasel
Parker, tenor saxophones; Bud Wattles,
piano; Bob Sykora, bass; and Beb
McKee, drums. The group plays a large
number of arrangements from the book
of the Maynard Ferguson Band, as well
as many originals. The band is rehears-
ing Sunday evenings at AFM Local 4.

Weasel Parker’s current group at the
Lucky Bar has been the nucleus for
some delightful impromptu sessions at
the club. Among the sitters-in have been
Kiefer, Jaborcky, drummer Leon
Stephenson, and tenorist Joe Alexander.
Alexander’s recent group at the Club
100 had as a Saturday afternoon guest
drummer Elvin Jones, who sat in with
the tenor man for two stimulating and
well-received sets. Alexander, long a
favorite among Clevelanders and with
many name jazzmen, is currently work-
ing in Elmira, New York . .. The Music
Hall was the scene of recent concerts by
Benny Goodman and Ray Charles . . .
A number of local musicians have been
impressed by the exciting improvisa-
tions of Greek bouzoukist Elias (Eddie)
Mazakoulos, featured with the group at
the Athenian Restaurant, one of two
Hellenic night clubs in the downtown
area. Mazakoulos is also a jazz guitarist
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of prodigious technique, and sugges-
tions of both jazz and flamenco styles
sometimes appear in his solos, which
are often in the unusual and driving
rhythms (7/4, 9/8, etc.) characteristic
of Greek and Middle Eastern music.

The Jazz Temple, which opened in
the University Circle area last fall, has
been the only club with a consistent
name policy since Leo’s Casino, which
was gutted by fire during the winter.
Featured have been, among others, Art
Blakey, John Coltrane, Les McCann,
Stan Getz, Ramsey Lewis, Max Roach,
Gloria Lynne, and Sonny Rollins. Most
recent guests were the Prophets, a new
group featuring Jimmy and Albert
Heath, Donald Byrd, Herbie Hancock,
and Spanky DeBrest.

DETROIT

Contemporary records artists Prince
Lasha and Sonny Simmons were in
town last month and appeared at the
jazz workshop at Mr. Kelly’s. Singer
Frances Burnett has been making reg-
ular appearances at the Sunday after-
noon sessions. Ed Love, modern-jazz
disc jockey on WCHD, has been han-
dling the workshop production chores
since Lee Baron Taylor moved to
Cleveland. Taylor has a record show
on Cleveland’s WABQ . . . Grand Bar
management has plans to open a plush
nonalcoholic club to give Detroit’s
population another spot to become
acquainted with big-name jazz groups.

Drummer Jerry McKenzie has joined
the Detroit police force . . . Vibist
Jack Brokensha’s Savoy album is sched-
uled for a June 1 release. A second
album will be cut about that time . . .
Earl Grant played to capacity crowds
at Windsor’s Elmwood Casino . . . The
Raven Gallery seemed to be a perfect
room to showcase Dorothy Ashby’s
harp and vocal talent . . . Rhythm-
and-blues singer Lloyd Price was the
star of a recent show at the Grand
Bar. Also featured was Erma Franklin.
Price had with him the big band he has
used as accompaniment for the last
couple of years.” Trombonist Slide
Hampton currently is the group’s music
director.

CHICAGO

Among recent happy events in the
Windy City was the opening of a new
club, the Bear, on E. Ontario St., that
will offer simultaneously a variety of
musical experiences as a regular house
policy. Among the opening attractions,
for example, were Gospelite Bessie
Griffin, folk singer Bob Dylan, and two
local performers who will be more or
less resident musicians at the club, classi-
cal guitarist Roy Ruby and jazz pianist
Fred Kaz,

Prior to his recent appearance with
his own quartet and an orchestra under
the direction of Gary McFarland at the
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Jazz Supports the Symphony programs
at Chicago’s Opera House, Stan Getz
made an appearance at Valparaiso Uni-
versity in nearby Valparaiso, Ind. . . .
Featured performers in a recent Tivoli
theater stage show were Pearl Bailey
and drummer Louis Bellson, who led
the accompanying orchestra . . . May-
nard Ferguson and crew followed two
nights at Club Laurel with a return one
week later to the El-Sid (formerly the
Trianon) Ballroom on Chicago’s south
side. Count Basie’s crew also played
at the ballroom in recent weeks. Blues
shouter B. B. King will bring his band
into the spot June 28 for a one-nighter
. . . The organ trio of Bobby Buster has
been holding forth at the Algiers
Lounge . . . Vocalist Barbara McNair
was the featured attraction at the recent-
ly held Freedom Fund Dinner Show at
McCormick Place. The event was spon-
sored by the Chicago branch of the
National Association for the Advance-
ment of Colored People.

Tenor saxophonist John Coltrane
took his quartet into McKie’s Disc
Jockey Lounge for two weeks following
Jack McDuff. Tenorist Johnny Board
with organist Eddie Buster’s group cur-
rently hold sway, until they are suc-
ceeded, maybe, on June 12 by Sonny
Rollins.

Joe Segal is once again presenting
Chicago jazz talent in his Modern Jazz
Showcase sessions at the Sutherland on
Tuesday nights. Tenorist Joe Daley’s
trio began the series . . . Ira Sullivan,
one of the leading lights of contem-
porary Chicago jazz, still is absent from
the city; he now lives in Florida . . .
New Orleans pianist Joe Burton heads
a jazz trio at the Sherman House.
The group, which may expand into a
quartet with the addition of vibes, plays
from 6-10 p.m. and is signed to a one-
year contract.

The series of Tuesday night blues
concerts at the Fickle Pickle, which
have featured, among others, Big Joe
Williams, Sleepy John Estes, Muddy
Waters and band, Sunnyland Slim, and
Little Brother Montgomery, has been
discontinued. No business blues.

MiDWEST RAMBLINGS: Three pro-
grams have been set for the 10th annual
summer jazz series of the Walker Art
Center in Minneapolis, Minn. The series
is initiated May 27 with a concert by
the Modern Jazz Quartet at the Guthrie
Theater. The MJQ last was heard in the
Minneapolis area in 1961, when it ap-
peared in joint concert with the Min-
neapolis Symphony Orchestra. Two sub-
sequent programs will feature the Sonny
Rollins Quartet on June 24, and the
Preservation Hall Band, a seven-piece
New Orleans outfit directed by Kid
Thomas and featuring George Lewis,

on July 22 , . At the recent Midwest
Labor Press Conference held at Indiana
University in Bloomington, Ind., the In-
diana University Jazz Lab Band led by
pianist Tom Hensley, a winner at the
Notre Dame Collegiate Jazz Festival,
presented a concert for the trade union
publications editors attending the two-
day event . . . Stan Kenton will again
hold forth at Michigan State University
with his band clinics, to be held on the
school’s campus, Aug. 4-10.

LOS ANGELES

During his recent stand at Shelly’s
Manne-Hole here, Miles Davis objected
to picture-taking by a Time photogra-
pher. When the photographer persisted,
Davis ordered him out of the club. Time
retired in disorder. The last of the old
Davis sextet personnel, drummer Jimmy
Cobb, finally left the trumpeter. Cobb
joined ex-Milesmen Wynton Kelly and
Paul Chambers as the third corner of
The Trio. This newest of modern jazz
trios now is managed by Dave Nelson,
based here, who booked it into San
Francisco’s Jazz Workshop earlier this
month with a followup date at McKie's
in Chicago June 26 to July 7. The trio
will record for MGM-Verve.

Synanon’s jazz group, now billed as
Sounds of Synanon — featuring Joe
Pass (its guitarist), fills a date at the
University of Oregon on May 24. The
personnel consists of Pass, trumpeter
Dave Allen, valve trombonist Greg
Dykes, pianist Arnold Ross, and drum-
mer Al Mannion. Pass fills the bass spot
too — on bass guitar. The newest
Synanon House, incidentally, is a 19-
room mansion in San Diego, Calif.

Onzy Matthews’ big band filled a
Hollywood Palladium datc on a bill
with singers Della Reese and Lou Rawls.
The band backed Rawls on his latest
Capitol album . . . During a recent
booking with partner Buddy De Franco
at San Francisco’s Sugar Hill, accord-
ionist Tommy Gumina commuted daily
to the bay city from Hollywood’s ABC-
TV studios, where he is featured each
weekday afternoon on that station’s
Around Town program . . . Steve Allen
and singer Jennie Smith fly out of here
for dates May 25 in Dallas. Texas, and
June 1-2 at Seattle University . . . Rene
Bloch now maintains a house band of
12 men at his Havana Club on Sunset
Blvd. He has material in the book,
moreover, that’s a jazz knockout.

Arranger Dick Grove, whose re-
hearsal band has been one of the more
interesting features of the local jazz
scene for some time, was commissioned
by the Canadian Broadcasting Corp. to
write a jazz version of the West Side
Story score to be featured on Dave
Robbins’ weekly 60-minute Jazz Work-
shop radio program . . . The Swing,






WHERE «WHEN

The following is a listing by urban area of jazz performers. where and when they are appearing. The
Listing is subject to change without notice. Send information to Down Beat, 205 W. Monroe, Chicago 6,

IIL.. six weeks prior to cover date.

LEGEND: hb—house band: tfn—till further notice; unk—unknown at press time; wknds—weeckends.

NEW YORK

Absinthe House: Herman Chittison, tfn.

Avital: Don Frledman, Sun.

Bazi/l; g; East: Benny Goodman to 6/1. Limeliters,

Blrdlx;nd': Horace Silver, John Coltrane, The
(|;9roup, to 6/5. Big Maybelle, King Curtis, 6/6-

Bobbing Inn (Rockland Lake, N. J.): jazz, Sun.

Cafe Wha?: unk.

Carnegie Hall: Maynard Ferguson, Chris Connor,
Herble Mann, 5/24.

Central Plaza: sessions, Fri.-Sat,

Classic Lounge (Brooklyn): sessions, Tue.

Club Cinderella: Ephraim Resnick, Sun.

Condon's: Edmond Hall, ¢/n.

Embers: Ahmad Jamal, t/n.

Five Spot: Thelonlous Monk, tentatively, to 6/30.

Fountain Lounge (Fairview, N.J.): jazz, Mon.

Half Note: Clark Terry-Bob Brookmeyer to 6/2.

Junior's: Don Friedman, Thur., Fri., Sat.

Metropole: Dukes of Dixieland, t/n.

The Most: Chuck Wayne, /n.

New Yorkshire Terrace (Brooklyn): jazz, Thur.

Nick’s: Sol Yaged, f/n.

Penn Brook Inn (Elizabeth, N.J.): jazz, Mon.

Playboy Club: Jakl Byard, t/n.

Purple Manor: Tiny Grimes, ¢/n.

Robbers’ Roost: Sheila Jordon, t/n.

Room at the Bottom: Wilbur DeParis, ¢/n.

Jimmy Ryan's: Danny Barker, i/n.

Take 3: Jimmy Giufire, t/n.

Thwaite’s (City Island): Teddy Charles, wknds.

Village Gate: Lightnin’ Hopkins, Jimmy Smith,

tfn.
Village Vanguard: Bola Sete, Woody Allen, tfn.

NEW ORLEANS

Dan’s Pier 600: Al Hirt, ¢/n.

Dixieland Hall: various traditional groups.

Famous Door: Mike Lala, Jan Allison, Santo
Pecora, t/n.

500 Club: Leon Prima, t/n.

French Quarter Inn: Pete Fountain, ¢/n.

Joy Tavern: Red Tyler, wknds.

Paddock Lounge: Octave Crosby, Snookum Rus-
sell, ¢/n. Marvin Kimball, Wed.

Playboy: Al Belletto, Dave West, Ed Fenascl,
The Four More, Snooks Eaglin, Fred Crane,
hbs. Rusty Mayne, Sun.

Preservation Hall: various traditional groups.

Sobu: name big bands.

ST. LOUIS
Black Horse: Jean Trevor, Jim Becker, ¢/n.
Blue Note (East St. Louis): Leo’s Five, ffn.
Bob & Ollie’s: John Plerre, wknds.
Crystal Palace: 3immy Willlams, ¢/n.
Dark Side: Quartette Tres Blen, f/n.
Fallen Angel: Bob Thaier, Bob Graf, ¢/n.
Gino’s: Dizzy Glllesple to 5/25.
Golden Eagle: Singleton Palmer, tfn.
islander: Don Cunningham, ¢/n.
Jackiec Gold's Bustles & Bows: Moe Lemen, ¢/n.
Silver Dollar: Muggsy Sprecher, t/n.
Sorrento’s: Herb Drury, t/n.
Tiger's Den: Sammy Gardner, ¢/n.
Upstrcam: Gate Belle, wknds.

STAN KENTON CLINICS

. of Connecticut (July 28-Aug. 3)
Michigan State University {Aug. 4-10)
Indiana University (Aug. 11-17)
University of Denver {Aug. 18-24)
University of Nevada (Aug. 25-31)

Uni

| NATIONAL STAGE BAND CAMP, Inc. (not for profit) |
Box 221, South Bond, Indiana I
Please send me. at no obligation, complete informa-
tion on your 1963 clinics. |
Name. |
Street. '
City. State.
Age. (] t

DETROIT

Cork & Embers: Jack Brokensha, ¢/n.

Cote’s: Leo Marchlonni, t/n.

Duchess: T. J. Fowler, ¢/n.

Falcon (Ann Arbor): Bob Poazar, ¢/n.

Gold Door Lounge: Frank Fontana, Mark Rich-
ards, ¢/n.

Grand Bar: unk.

Hobby Bar: Charles Rowland, Mon.-Wed.

Left Bank: Ted Sheely, ¢/n.

Mr. Kelly's: workshop sessions, Sun. afterncon.

Menjo’s West: Mel Ball, t/n.

Minor Key: Herbie Mann to 5/26. Charlle Byrd,
5,28-6/2.

Nil; Lite 1 M. Nick Flore,
tfn.

Trent's: Terry Pollard, t/n.

20 Grand: Charles Rowland, Mon.-Wed.

Vince

CHICAGO

‘The Bear: Fred Kaz, Roy Ruby, /n.

Bourbon Street: Bob Scobey, Art Hodes, tfn.

Fifth Jack’s: sessions, Wed.

Gaslight Club: Frankie Ray, t/n.

Happy Medium (Downstairs Room): Cy Touff,
Mon., Tues. Clitf Niep, wed-d>un.

Hungry Eye: The Jazz Peopie, f/n.

Jaz_rzﬁ Ltd.: Bill Reinhardt, #/n. Dave Remington,

ur.

London House: Erroll Garner, 7/5-28. Oscar Pet-
erson, 7/30-8/18. Dizzy Glilesp:e, ¥/20-9/8.
Jose Beth rt, Larry N Ky 1OS.

McKie's: Eddle Buster to 6/9. Sonny Rollins,
6/2-23. The Trlo, 6,26-7/7.

Mister Keily's: Nancy Wilson, 7/22-8/11. Marty
Rubenstein, John Frigo, hbs.

Pepper’s Lounge: Muddy Waters, Wed., Fri.-Sun.

Playboy: Joe laco, Bob Davis, Harocld Harris,
Joe Paruello, hbs.

Plggged Nickel: Little Brother Montgomery, Fri-

at.

Sherman House: Joe Burton, #/n.

Silvio’s: Howling Wolf, wknds.

Sutheriand: Gloria Lynne to 6/2. Miles Davls,
6/5-16. Redd Foxx, 6/12-23. Lurlean Hunter,
6/19-23, (All tentative.) Sessions, Tue,

Velvet Swing: Nappy Trottler, tfn.

LOS ANGELES

Barefoot Inn (Laguna): Bob Russell, Eddye El-
ston, Southland Six, Sat.

Bar of Music (El Cajon): Dave Maxey, t/n.

Beverly Cavern: Andy Blakeney, Young Men
from New Orleans, Wed.-Sat.

Black Bull (Woodland Hills): Gus Bivona, t/n.

Blue Port Lounge: Bill Beau, ¢fn.

Bourbon Street: Jim Hubbart, Delta Rhythm
Kings, hb. Sun. sessions.

Breakers International Hotel (Long Beach): Al
Sanad’s Serenaders, t/n.

Caesar's (Torrance): Beb Martin, ¢/n.

Gay Nineties Room (Compton): The Astronuts,
Frank Glosser, Steve King, ¢/n.

Davy Jones': Kelth Sbaw, Thur.-Sat,

Dixie Doodle (Pomona): Ken Scott, Dixleland
All-Stars, Fri.-Sat.

IF YOU PLAY

BASS

Ask your dealer for these
famous Bass String Brands.

LA BELLA
=NUTONE
SWEETONE

E. & O. MARI, INC, 3s.01

23 Ave., long Island City 5, N. Y.
REQUEST FREE CATALOG
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Gay Cantina (Inglewood): Leonard Bechet, N.O.
Dixielanders, wknds.

Grape Vine: George Jackson, tfn.

Handlebar: Wally Holmes’ Dixieland Band, Fri-

at.

ngmosa Inn: Johnny Lucas’ Blueblowers, Fri-
at,

Hideway Supper Club: unk.

Huddle (Covina): Teddy Buckner All-Stars, t/n.

Honeybucket (Costa Mesa): Col. John Henderson,
Dixie Rebels, Fri.-Sat.

Intermission Room: Three Souls, tfn.

Jester Room (Elaine Hotel): Frank Patchen, t/n.

Jim's Roaring '20s Wondcerbowl ((Downey):
Johnny Lane’s Dixlelanders, t/n.

Keg and I: Kid Kenwood, Good Time Levee
Stompers, Carol Lelgh, Fri.-Sat.

Lighthouse: Howard Rumsey, hb.

Marty’s: Willlam Green, ¢/n.

Metro Theater: afterhours sessions, Fri.-Sat.

New Orleans Club (Long Beach): Ray Bisso’s
Dixleland Band, Fri.-Sat.

Mr. Konton's: Mike Melvoin, Leroy Vinnegar,
Wed.-Mon., ¢/n.

Page Cavanaugh's: Page Cavanaugh, hb.

PJ'’s: Don Randi, Ronnle Brown. Jerry Wright,
Trini Lopez, ¢/n.

Pizza Palace (Torrance): Johnny Lucas’ Dixieland
All-Stors, Wed.-Thur.

Quail Restaurant (North Hollywood): Pete Beal-
man, Beal-Streeters, Thur.-Sat.

Red Carpet (Nite Life): Laverne Glllette, tfn.

Roaring '20s (La Ci ): Ray Baud Pud
Brown, tfn.

Rose Bowl (El Segundo): Tommy Walker, Gene
Lels, Fri.-Sat.

Royal Tahitian (Ontario): Stuff Smith, Tue.-Sun.
Smith-Rex Stewart, Fri.-Sat.

Rubaivat Room (Wsivins Hotel!): Kenny Dennls,
Lou Levy, Al McKibbon, #/n.

Reuben’s (Newnort): Edgar Haves, Sun.-Mon.

Reuben’s (Tustin): Edgar Hayes, Tues., Wed., Sat.

Scene: Victor Feldman, ¢/n.

Shellv’s Manne-Ho'e: Chearlle Byrd, 6/21-30. Shel-
Iv Manne, Fri.-Sun. Various jazz groups, Mon.-

ur.

Sherry’s: Pete Jollv, Chuck Berchofer, t/n.

Sid’s Blue Beet (Newport Beach): Gene Russell,
Jazz Courlers, Thur.-Sat. Sunday sessions.

Soigot (Santa Barbara): jazz, Sun.

Storvville (Pomona): Ray Martin, Tailgate Rame
blers, t/n.

Tender House (Burbank): Jovce Collins, Sun.

Thun-erbug (Inglewood): Chuck Flores, Jim Whit-
wood, Pee Wee Lynn, Sun. afternoon sessions.

Zucca’s Cottage (Pasadena): Rosy McHargue, ¢/n.

SAN FRANCISCO

Algiers (Redwood City): Dick Maus, ¢/n.

Bassi's (Redwood City): Burke Carter, ¢/n.

Bit of England (Burlingame): Dave Hoffman, ¢fn.

Blaclé/l:_al\zk: Ahmad Jamal to 6/2. Ramsey Lewis,

Brass Rail (Sunnyvale): Gerry Glimore, ¢/n,

Claremont Hotel (Oakland): Woody Herman,
5/23-26. Sam Donahue’s Tommy Dorsey Or-
chestra, 5/27-28. Shep Flelds, 5/31-6/9. Lionel
Hampton, 6/15-22.

Club Unique: Cuz Cousineau, sessions, Sun.

Coffee Don’s: Jim Harper, afterhours,

Copenhagen: Chris Ibanez, ¢fn,

Derby (Redwood City): The Royals, ¢/n.

Earthquake McGoon's: Turk Murphy, Clancy
Hayes, t/n.

Ebb Tide (Miramar Beach, Half Moon Bay): Con
Hall, afterhours, wknds.

Gladiator (Oakland): Paskie Vela, ¢/n.

Gold Chips: Pete Tully-Herb Rosne, ¢/n.

Gold Nugget (Oakland): John Coppola-Fred
Mergy, alternate Sundays.

Gold Rush (San Mateo): Lionel Sequeira-Rudy
De Sousa, wknds. Session, Sun..

Jack’s of Sutter: Paul Bryant, wknds.

Jazz Workshop: Paul Horn, 6/4-16.

Jenna’s Jazz Cove (Oakland): Don Santos-Vicki
Hamltton, Fri.-Sat,

Jll;:bo's Bop City: Jane Getz-Flip Nunes, after-

ours.

McGowan’s West: John Price-Perry Lind, hb.

Mesa (San Bruno): George Lee, wknds.

Mike's Place: Pat Yankee-Sinners, ¢/n.

Miramar (Miramar Beach, Half Moon Bay):
Jimmy Ware, wknds.

Off Broadway: John Mosher, hb.

Pier 23: Burt Bales, ¢/n,

Ronnie’s Soulville: Sonny Donaldsen, afterhours.

Shelton’s Blue Mirror: Eddie Thomas, Sun.

Sugar Hill: Virgin Island Steel Band to 6/1S.
Jackie Caln-Roy Kral, 6/17-29.

Tin Pan Alley (Atherton): Tommy Beeson, Mon.

odernistics, Tue. Bernle Kahn, Wed.-Sun.
Con Hall, Sun. afternoon.

Trident (Sausalito): Vince Guaraldl, t/n.

Trois Couleur (Berkeley): Smiley Winters, Wed.-
Thur. Jack Taylor-John Handy, Fri.-Sat. Jeff
Ford, Sun. Sonny King-Louls Ware, Fri.-Sat.,
afterhours.

12 Adler Place: Vernon Alley-Shelly Robbins, ¢/n.

Ye Olde Firchouse (Colma): Tommy Martin,
Wed., Sat,
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