down
beart

THE BI-WEEKLY MUSIC MAGAZINE

Complete
Down Beat
Jazz Festival
Coverage

Annual School

Music Issue

Articles By Wifliam Russo,
Dave Baker, Don Heckman

Readers Poll
Ballot Inside

W' UNvIXYO
357y

LS u¥IHl § 009

00T6T¢T-a0g6g2~ 120=

DIZZY GILLESPIE AT THE D.B. JAZZ FESTIVAL




1. ). JOHNSON, repeat winner in
the recent International Jazz Critics
Poll, plays the King Sterling Bell
3-B Trombone. King's tonal quality

. intonation and speed of response
{ are shown to perfection by J. J.
Johnson’s masterful artistry. “And
its slide,”” says Johnson, ‘‘is
smoother than silk.”

KING

High honors
in the pursuit
of excellence

Awards mean a lot more,
we think, than simply recognition
for the winning artists. They’re
really symbols of the drive to achieve
excellence that spurs all serious
musicians, beginners or artists. We

are proud, of course, that King e ——
national Jazz Critics Poll
winner, plays the King #24K.
Golden Flute. “Its free blowing
flexibility,” he says, “delivers

instruments are used by many
outstanding performers who have won

a brilliant l<:olor_alu{a loze (\ivi.lh
1 exceptional projection. And its
aCCIa1m9 but we are prouder by far new pEmboughure aperature as-
. 8 sures better control.”
that we share their desire for p
»
perfection that their p
£.&
. 0 i
motivating force and ours are 7

exactly alike, In making musical
instruments, we have never been
satisfied with anything less than

excellence in more than 70 years. WEANNONBALL" ADOERLEY won
the Down Beat Readers’ Poll.
He plays the King Super-20
Alto Sax with Solid Sterling Sil-
ver Bell. “It gives you a broader
dimension of sound,” says Ad-
derley, “and its non-bouncing
octave key speeds key action
for a faster, more positive re-
sponse.”

KING...the standard of excellence
CLEVELAND 2340y :
TEMPO

\The H.N. White Company In§., 5225 Superior Avenue, Cleveland 3,"Qhfio
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* Trade Mark Registered

Making guitars is
our Business,
but every player
knows that
Dependability
is our product

If a better guitar can be made for
the money—we make it! There’s
nothing static about our organiza-
tion—hardly a month goes by but
that some new production idea is
born, tested, adopted. Always with
the idea of making a better guitar
—agiving a better value.

The ultimate goal is more de-
pendability. Which means more
satisfaction for everyone who plays
a Harmony guitar—consequently
more deep-rooted reputation for
our products . . . So go steady with
Harmony—it’s a pleasure to sell
you the very best for the money

you pay.

Write for FREE full-color catalog.
Address Dept. D95

THE
co MZIAsz

4604 SOUTH KOLIN AVENUE
GUITARS « ELECTRIC GUITARS & AMPLIFIERS < BANJOS « UKULELES « MANDOLINS CHICAGO, ILLINOIS 60632




- Paul Desmond,
~ John Coltrane and
~ Gerry Mulligan

~ better watch

= out below!

Year in and year out, Selmer saxo-
phones rank as the first choice of more
poll-winning artists than any other.

Yet if you were to ask the poll-winners
why they chose Selmer, you’d be amazed
at the variety of reasons.

Some prefer a Selmer’'s easy response,
some its great reserve power, others its
smooth, balanced scale, and still others
its richness in partials.

To a man, though, they'd never discuss
price—unless you did. Outstanding per-
formers know that saxophones endowed
with overall superiority are bound to cost
a little more than most.

They also know that a Selmer Mark VI
rewards you with the priceless contfidence
you're playing the one saxophone that will
do the most for your talent and technique.

That’s why we caution Paul Desmond,
John Coltrane, and Gerry Mulligan to
watch out below. The faster word gets out
about a bargain big as a Selmer Mark VI,
the sooner ambitious youngsters will be
challenging the leaders.

So let a wise word to the ambitious be
sufficient: stop in at your Selmer dealer’s
soon. And tell him the polls sent you!

H. & A. SELMER, INC., Elkhart, Indiana 46515

Outside U.S. A., Bach International, Box 310, Elkhart, Indiana

Selmer (Parls) Mark VI saxophones now at new lower prices
(no Federal excise tax)] lllustrated: B> soprano, $365; alto.
$570; tenor, $645; baritone, $745. Also avallable: €> soprano,
$365; alto with low A, $610, with high F2, $600; tenor with
high F2, $675; baritone with low A, $830.
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The Hohner Electravox is the electronic organ with big,
full tone that never quits. A spectacular effect in combos
and all by itself! Has volume control in the bellows so
you have freedom of movement. If you really dig good
sound, the Hohner Electravox is for you. You’ll

never stop hearing the difference! See your local
Hohner dealer today. M. Hohner, Inc., Andrews

Road, Hicksville, Long Island, New York.



KEEP
YOUR
RECORDER
IN
TIP-TOP
| SHAPE
- BY
ALWAYS
USING

TAPLE!

"TARZIAN

A good tape recorder deserves good
care. Handle yours respectfully, main-
tain it regularly, and protect it by using
‘brand-name tape exclusively,

Off-brands and ““white box" tapes are
manufacturer rejects! They give you no
assurance of quality in performance, and
they may seriously damage the magnetic
recording head in your instrument.
Brand-name tape protects you and your
recorder.

Of course, we hope you’ll choose
Tarzian Tape. (Triple your tape record-
ing fun; buy it three reels at a time.)
The finest materials, most advanced
manufacturing techniques, and strictest
quality control are your assurance that
you can’t do better.

FREE: Our brand-new 24-page
hooklet, ‘Everybody’s Tape
Recording Handbook.”

Write for your copy.

SARKES TARZIAN, Inc.

World's Leading Manufacturers of TV and FM Tuners *
® Closed Circuit TV Syst ® Broad it
® Air Trimmers » Semiconductor Devices
MAGNETIC TAPE DIVISION - BLOOMINGTON, INDIANA
Export: Ad Auriema, Inc., N.Y.
Canadoa: E. J. Piggott Enterprises Ltd., Toronto, Ont.
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Sooner or later...youw'll want to get behind a °

Do you play lead, rhythm, or

bass guitar? Kent wants you to have
this 8-page catalog of solid and
hollow body electrics, with amplifiers.
Everything in full color! Mail the
coupon or ask your dealer—today.

KENT MUSICAL PRODUCTS
20 East 15th Street, New York, N.Y. 10003

Send me your 8-page full color catalog of
Kent Electric Guitars, with amplifiers.

Name
(please print)

Address

SOLID BODY ELECTRIC GUITARS & BASSES / HOLLOW BODY ELECTRIC GUITARS

AMPLIFIERS / PICK-UPS / VOICE MICROPHONES / FOLK AND CLASSIC GUITARS City

KENT MUSICAL PRODUCTS, 20 EAST 15th STREET, NEW YORK, N.Y. 10003
Subsidiary of Buegeleisen & Jaccbson, Inc. State Zip Code

6920-A
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education in jazz | GHORDS & DISCORDS IR AR,

By Quincy Jones || A Forum For Readers BE SEATED

I
|
The Berklee School is my musi- || i
cal Alma Mater. Y Hentoff Ralses Wrath g 5 on the
That's where I learned how to In reading Nat Hentoff’s version of an
use the tools of my trade. idyllic jazz festival (Second Chorus, July "
In Berklee classes and musical || 29). T was aroused to wrath by his state- ROOST
labs. I found many of the practical ment that he would “try to adapt to a
applications of musical theory, and || jazz coming-together those principles of | WITH THE
learned many ‘participatory democracy’ that are being |
of the practical | developed by such student groups as the 17}
uses of instru- Student Nonviolent Co-ordinating Com- BOOST

ments. | learned mittee and Students for a Democratic
by doing. And Society.” [
I worked in Which “principles” of these two far-left-
school the way ist groups would Hentoff have us jazz |
I later worked musicians emulate?

as a profes- Perhaps we could schedule a festival |
sional musician, to coincide with Armed Forces Day, and
and the way when the SDS beatniks block the parade
I'm working of our nation’s flag and servicemen, we

QUINCY JONES today. could have a jazz group jump onto the
The writing and arranging work || avenue and wail the Internationale. ‘
at Berklee is especially valuable be- Thanks to the hosts of ultraliberals like

cause it's a part of music that a young Hentoff and LeRoi Jones, the Socialist
player cither has to learn hit-or-miss revolution in this country is all but com-
by himself, or through study with pri- plete. How unfortunate that they will
:’I‘]'écn:}::;)rs’ or through experience on || o1y realize when its too late that their

I've run into many young musi- effo.rts‘h'ave not enhanced ht}man dignity
ciuns in cities all over the world who || OF individual freedom but, indeed, have

have not only heard of the Berklee helped destroy them.

School, but who want onc day to go The jazz world has always been, albeit
there. Its reputation has spread through i with the inevitable exceptions, the healthi-
the work of its graduates. est example of interracial relationships in

In these days when big bands || this country’s history. The axiom of one

f'rc|§&:i{rcl?l; i‘;S ilr(nportant that there “ individual's respecting another on merit,
1 s, ket souns B3 | man o man, Wi oy of sl o | THE NEW
they work hard at the courses of study background, has been “instinctively prac-

available, they'll be well prepared to || ticed by all the good jazz players I've TOBY AMPLIFIER

tuke a pluce in the world of popular ever known. .

and juzz music. They'll find that they I suggest to Hentoff that it would be e Comfortable Stool Tops on

are cequipped with the theory, and the ‘ far better to ask the members of SNCC || All Units e All Solid State Cir-
|

practical experience necessary to back and SDS to follow the lead of the gentle- .
up that theory, men of jazz than for us to adapt any of cuitry o 100 Watts of Power o

That cxperience is one of the || their sick tactics. Matched Jensen, ElectroVoice,

most valuable assets a young player or a1 . q

arranger can have. Jolgzrﬁhgélila{lllts | | University Speakers and Ho.ms
» ¥ 1| e Stereo, Dual Bass and Guitar
Nat's Ballot Channels « Weighs Just 50 lbs.

- | After reading Nat Hentoff's report of 4 Comple'rely Portable e Inde-

Lutncy ﬂoned

‘ Cecil Taylor’s lowering the boom on Bill structible, No Grill Cloth « All

For those who cannot attend Evans (DB, Feb. 25), I was curious to Walnut Formica Cabinets

Berklee at this time . . . see if Hentoff would continue his practice |
of voting Evans the best pianist in the : :
a special CORRESPONDENCE International Jazz Crities Poll (b5 A, || _THe only !h'"g new in
COURSE | 12). Bass & Guitar Amplifiers
It seems now that Evans does not rate . . .
includess I even third best. Coincidence? Maybe. Endorsed by Stick Felix, Bassist and Paul

Guma, Guitarist with the Pete Fountain

O (et CERTy | Most likely though, it's just another indi- | | guin®s T u%nh Miller, Bassist with the
cation that Hentoff works too hard at Al Hirt Sextet.
® Improvisation | being The Jazz Critic. .
o Dance Band Arranging Michael L. Sugg for Comp.lete Information .and
Portland, Ore. Dealer in your areo write:
® Jazz Composition, etc, In the 1964 DB critics poll Hentoff’s

first choice for pianist was Evans while TOBY MUSIC SYSTEMS

Taylor was his third choice.
| 3803 East 1st St.

For nformetion vate fo Tain't Whatcha Got; 'S Way Ya Got It Fort Worth, Texas 76111
BERKLEE SCHOOL OF MUSIC Reader David Woodhead (Chords, Aug. AC 817 TE 4-5595
Dept. D 12) stirs up an old ghost in his reaction Exclusi : :
23:“;":‘”“ STREET to Leonard Feather’s Three in One feature );:E‘::;e Franc:nses Avulighie
LB Gl ey LS | (DB, June 17) by claiming that no worth- R INQUIRIES INVITED

| while contributions have come from |
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VOX: sound of the longhairs

IN

] A /
”l
v

Like the Beatles ‘ Like the Rolling Stones Like the Dave Clark Five .~

. . Dept. 201, Mr. Marvin Kaiser
And the Animals. Billy J. Kramer & The Dakotas. ‘ V4 O X P e
Sepulveda, Califcrnia

Freddie & The Dreamers. Petula Clark.

Please tell me where | can listen to the sound of VOX and send me
information on the ccmplete line of VOX guitars, amplifiers and the
Continental Transistor Organ.

The Searchers. All the top groups.

Let your hair down and go with the sound RAME

of VOX. Send us the coupon. We'll send ADDRESS

you the address of your VOX dealer —plus cITy

information on the complete VOX line. STATE ZiF



The Gretsch
“New Sound”
Begins with
Gretsch
Guitar Strings

.
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Whatever your kind and style of play-
ing Gretsch strings provide perfect
tonal balance, outstanding brilliance and
fingering ease. That’s why they're the
choice of the finest guitarists in the
world. Discover the new sound of the
times yourself; look for the handy
Gretsch string dispenser at better music
stores.

1*“Electromatic” and
“Electromatic” thin
gauge guitar strings
are the strings with
that velvet touch and
magnetic quality pick-
up.

+Chet Atkins “Coun-
try Style” strings are
made to the exacting
specifications of this
famous (%uitarist. They
respond instantly to
Celiver clean-cut highs,
solid lows and always
evenness of tone.
tGretsch “Regular”
strings are rated the
finest for acoustic and
flat-top guitars.

Gretsch “Classic™ strings are extra-
strength nylon woven and made for all
classic guitars. Complete 7-string sets
(extra third string nylon wound.)

+Extra 1st & 2nd string is packed in
each set.

GRETSCH

Free:Colorful new Gressch guitar catalog. Write:
The Fred. Gretsch Mfg, Co. Dept. 3A-9
60 Broadway, Brooklyn 11, N. Y.
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pianists Peterson, Previn, Jamal, or
Garner. I don’t agree, and I'm afraid the
troubling factor here is the one big ad-
vantage shared by the above players—
they’re all money makers.

Why has it always been so fashionable
to rank jazz players according to their
income? Could it be that some of the fans
really believe that, in order to contribute,
one must deny himself of the just rewards
for successfully communicating with a
generally hostile public?

The Shearings and the Brubecks and the
fine players mentioned above have worked
hard at their crafts and deserve the breaks
they’ve managed to make for themselves.

They all have my hearty congratulations.
On the other hand, I've always found it
most difficult to warm up to a jazz player,
great though he may be, when he insists
upon acting like a damn fool.

Dick Fenno
Fairfield, Conn.

Monk Undeserving

After reading the critics poll results
(DB, Aug. 12), 1 was disgusted to find
people like Thelonious Monk stealing the
show from people like Oscar Peterson.
How an artist so hard to pin down or
describe, like Monk, could take it away
from great originals like Teddy Wilson is
obviously a product of someone who was
in a hurry or didn’t stop to consider all
that the old-timers have done for modern
jazz.

I hope that in the future the so-called
critics will realize some of the contribu-
tions made by the “has-beens.”

Randy Bloch
Sherman Oaks, Calif

Jimmy Smith And The Big Band

I would like to take issue with what
Dan Morgenstern termed a “loss to jazz”
(DB, Aug. 12) in reference to Jimmy
Smith’s releases of recent years with the
“showcase setting” of the big band. 1 feel
that Smith’s merger with the big band has
been a major contribution to jazz.

In my opinion, Smith has taken the
same driving talent as the finest jazz
organist in the world and placed it in a
new setting of fine arrangements and
burning solos on his part.

I must admit, however, that, as Morgen-
stern pointed out, we've seen no evidence
of the Jimmy Smith that was ‘vintage
’56”—we now see Jimmy Smith as “vintage
)65.”

John R. Wood
Los Angeles

Jazz In The Clubs

I think Leonard Feather makes a good
point when he states that the disappearance
of the jazz club does not necessarily mean
the dissolution of jazz itself (DB, Aug. 26).
However, I do think he is missing a more
important point: clubs are not being re-
placed by “concert halls and outdoor festi-
val sites.” These settings aren’t even be-
ginning to replace the “smoke-filled cellar
club.”

I also think Feather is mistaken when
he says that the small club has been stifling
jazz. To the contrary, jazz can fly in al-

(Continued on page 15)

EGHOREG
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ECHO, REVERB,
DELAY, REPEAT,
WITHOUT TAPE!

GUILD MUSICAL INSTRUMENT CORP.
Hoboken, New Jersey 07030

ATTENTION DRUMMERS

INTRODUCING

The Most Modern and Advanced
Drum Book Since Jim Chapin’s

"*A Modern Approach to Independ-
ence For The Advanced Drummer’’
...by Nick Ceroli (with Ray Anthony)

A MUST FOR EVERY DRUMMER!

Designed to develop: modern jazz
solos, the ability to equalize hands
or feet, the ability to play two dif-
ferent syncopated rhythms simul-
taneously, greater reading facility,
flexibility, contrapuntal technique.

Endorsed by these
outstanding drummers:

Louis Bellson Stan Levey
Irv Cottler Shelley Manne
Jake Hanna Joe Morello
Joe Jones Earl Palmer
Bill Kraft Jack Sperling

$4.00 per copy . . . postage
prepaid (add 4% sales tax in
Calif.)
Money Orders Only
PROFESSIONAL
DRUM SHOP, INC.

854 No. Vine Street
Hollywood 38, California




Listen with your eyes

Hear the tone?

It's fiery red.

Now sweetsad blue.

Now brilliant yellow.
Now lushcool green.

It's Leblanc Wedded Tone:

tone wedded to the artist,
always changing with his mood :
always clear, clean, true and
colored fullrich with his feeling,
his thought, and meaning.

Leblanc Wedded Tone is Al Hirt’s tone.
Only Leblanc \Wedded Tone.

Only Leblanc Wedded Tone

can truly be your tone.

Only Leblanc Wedded Tone was created
10 express you so completely.




Leblanc Presents

The New Al Hirt Golden Horn

This is the hottest
horn ever created. 1t
unleashes a power
and a fury and a
brilliance never
heard before. And
there is perfection in
every inch of

this magnificent
instrument.

Pertection in the
fitting of the joints
and the movement
of the valves and
slides. Perfection in
the balance, the feel,
the responsiveness
and the intonation.
And perfection, of
course, in the tone.

For like all Leblanc
instruments our new
Al Hirt Golden Horn
possesses Leblanc
Wedded Tone: tone
wedded to your mood,
your thought, your
teeling, your meaning:
tone that expresses you
more completely than
any other ever created.

Discover the depth

and the dimension our
new Al Hirt Golden
Horn can add to your
artistry. Play it wherever
Leblanc instruments
are sold. Today?

Leblanc @

Music's most respected
instruments. Leblang iPans
Noblet, Nermandy, \ito and Holton

The New Al Hirt Golden Horn, model G707A, large bore gold plating, $630.
(Price subject to change without notice.)



most any environment. But until a new

jazz scene is created to fill the new void,

people will continue to bewail the loss of
the jazz club.

J. Horwich

Chicago

On The Furtherance Of Anonymity

Oh goodie! I'm so glad it is no longer
fashionable to dig “Bill . . . who?” (Chords,
Aug. 26). After having been “conned”
into buying all of Evans’ records since
1959, I am running out of space on my
record rack.

Why don’t we hippies get together and
boycott “what’s-his-name’s” records. If we
included all of those musicians (not only
pianists) that have fallen under his influ-
ence, we should have loads of room on
our record shelves.

Why don't we get John Coltrane next?
Or has he already been eliminated?

Gerald Grable
Kansas City, Mo.

A Stone Blues Fan

As a 15-year-old jazz and blues fan I
find Down Beat very informative. I think
a very good article for a future issue
would be an insight on the blues revolu-
tion in America and in Britain, particular-
ly on such groups as the Rolling Stones
and the Animals, who have shown that
blues music can make the commercial
field and still retain much of its authen-
ticity.

Wouldn't it be nice if Pete Welding in
his Blues 'n’ Folk column could review a
Rolling Stone album?

Vincent Soldani Jr.
North Attleboro, Mass.

Welding could, but probably won’t,
Reader Soldani, however, may find solace
in Martin Williams’ One Cheer for Rock
and Roll, a nwo-part essay that begins in
the next issue.

Finnish Umbrage

Dulle Grey’s letter (Chords, July 1)
was utterly ridiculous. The notion that
the very art of jazz is a heritage, and not
an innovation, simply escapes me. Grey
fails to realize the fact that jazz, quite
unlike any other music, is an ever-evolving
form of music; innovation and change
are essential to it.

Equally reactionary and stupid are his
views of the race issue. “What are they
[Negroes] complaining about?” he inno-
cently asks, as if he didn’t know any
better.

Otherwise, Down Beat offers very inter-
csting and rewarding reading, except for
occasional meaningless chattering and
impertinent biographies, which to me are
somewhat irrelevant. Let’s not forget the
music—more theoretical writings, please.

Jarmo Jaakola
Hameenlinna, Finland

VOTE! VOTE!

30th ANNUAL READERS POLL
SEE PAGE 54

1
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the Aristocrat

of the
drum world

AMCO

MARSHALL

THOMPSON
currently with the

Eddie Higgins Trio \_
CAMCO DRUM CO. / 9221 South Kllpatnck Ave. / Oaklawn, lllinois

"MILT :
JACKSON

ploqr DEACAS

“THE WORLD'S GREAT VIBISTS
PLAY DEAGAN VIBRAHARPS”

send for
FREE
catalog today

Gwaw

For information; See your Music Merchanf or wrire:

J. C. DEAGAN, INC.
1770 WEST BERTEAU AVENUE o

étbtlke

TRUMPETS

CHICAGO 13, ILLINOIS

CUSTOM. MADE, costs no more than
fine mass produced instruments!

MOUTHPIECES for

all brass instruments

- -

We will duplicate your favorite mouthpiece—

WRITE: MUSIC PRODUCTS, Inc., 223 W. Lake St.,

Chicago 60606
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Few entertainers have ever captured
worldwide popularity as completely and as
rapidly as Trini Lopez. He is just as much

at home in the Olympia Music Hall in Paris
as he is at P. J.'s in Hollywood. His Reprise
records and albums are international hits,
including his latest “The Folk Album.”

As a singer, Trini is exciting and magnetic—
always in absolute command of his

audience. As a musician, his style is simple,
direct, and without gimmicks. His guitar is a
Gibson, and it always has been.

It all began twelve years ago, when, as an
aspiring performer in Dallas, Texas, Trini
knew he needed a professional instrument—
a guitar that could sparkle or speak softly,
depending on the mood—a guitar that was as
sensitive and responsive as the artist
himself. Naturally, then, he chose Gibson.
Now, skilled Gibson craftsmen and Gibson’s
electronic engineers have combined to

create a Trini Lopez model guitar that is just
as exciting as the young artist who inspired it.
In the Thin Body Standard or the Full

Body Deluxe, the Trini Lopez Mode! Gibson is
a beautifully crafted, superbly sensitive
instrument. Try one at your Gibson dealer
and see why Gibson is the acknowledged
world leader in guitars.

iy

GUITARS AND AMPLIFIERS



down
beat

September 23, 1965 Vol. 32 No. 20

ORNETTE IN LONDON, PLANS
EXTENDED STAY OUT OF U.S.

With startling suddenness and a con-
siderable impact on the British jazz scene,
avant-garde pacesetter Ornette Coleman
arrived last month in London. He lost
little time getting acquainted with the
British way of life.

“The scene here is not the same as it
is in New York,” he said. “People here
live differently—but they still live in
square houses.”

Behind this observation probably lies
a reason for Coleman’s being in London,
for in some part of the world, he said,
he is seeking a private Shangri-la, a place

Coleman
Seeking a Shangri-la

where the state of human relations and
the existing sense of values will enable
him to live without being involved in
prejudices, hostilities, corruptions, and
compromises.

Declaring a desire to stay out of the
United States for as long as possible,
Coleman will spend several weeks in each
country in Europe, playing concerts and
television shows, before “striking out East
as far as possible.”

In London the saxophonist appears set
to achieve something no other jazzman
has managed. With the help of some
friends, he got himself classified as a
“concert artist” (as opposed to a “jazz
musician”) with subsequent Ministry of
Labor approval to appear publicly.

Having thus circumvented the usual
“exchange” hassels with the Musicians
Union (for every U.S. musician who plays
in England, a British musician plays in
the United States), Coleman, at press-
time, was set to sponsor an ambitious
project: a concert at the newly constructed
Fairfield Hall, Croydon, on the outskirts
of London on Aug. 29.

Scheduled to appear on the concert be-

NEW YORK TIMES

sides the Coleman trio (David Izenzon,
bass, and Charles Moffett, drums) were a
classical chamber-music group, consisting
of clarinet, oboe, bassoon, flute, and
French horn, playing music composed for
the occasion by Coleman.

Completing the bill were the New De-
partures Quintet, whose usual lineup is
Les Condon, trumpet; Bobby Wellins,
tenor saxophone; Stan Tracy, piano; Geoff
Clyne, bass; and Lennic Morgan, drums;
plus two poets, Mike Horowitz and Pete
Brown.

Coleman said he plans to move on to
the Continent, where several possibilities
for concert appearances are being negoti-
ated. Dates fixed so far are Brussels, Oct.
29; Berlin, Oct. 30; Helsinki, Oct. 31;
Stockholm, Nov. 1; Copenhagen, Nov. 2;
Bremen, Nov. 3; and Paris, Nov. 4.

Coleman said that before leaving New
York City he had compteted arrangements
for recordings of his December, 1962,
Town Hall concert to be released by Blue
Note records in the fall.

PIANIST FREDDIE SLACK FOUND
DEAD IN HOLLYWOOD HOME

Pianist-bandleader Freddie Slack. 55,
was found dead Aug. 10 in his Hollywood,
Calif., apartment. He apparently died of
natural causes. Slack had not been seen
for several days before his body was dis-
covered by his landlady.

Slack was born in LaCrosse, Wis., Aug.
7, 1910. He played with Ben Pollack’s
orchestra in the early 1930s and joined
Jimmy Dorsey in 1936. He also played
with Spike Jones’ band before being fea-
tured with the Will Bradley-Ray McKin-
ley Orchestra, with which he first gained
wide public acceptance.

During the mid-'40s, Slack reached the
height of his popularity, fronting his own
band, appearing in several movies, and
making records that featured his boogie-
woogie style.

His recording of Cow-Cow Boogie be-
came a big seller and helped bring Ella
Mae Morse, who sang on the record, to
stardom.

In recent years, Slack had played in

Slack
At his boogie woogie peak in the ‘40s
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various San Fernando Valley clubs, but his
appearances were limited by attacks of
diabetes.

MONTEREY FESTIVAL TO FEATURE
TRUMPET STYLISTS, NEW SCORES

The world premiere of several jazz com-
positions and the appearance of scme of
juzz' best trumpet players in special pro-
grams highlight the eighth annual Monterey
Jazz Festival to be held Sept. 17-19 at the
Monterey, Calif.,, County Fairgrounds.

The festival's theme is “Tribute to the
Trumpet,” which will feature Louis Arm-

Miss Williams

West Coast premiere at Monterey

strong, Henry (Red) Allen, Dizzy Gillespie,
Harry James, Rex Stewart, and Clark Terry
tracing the history of the instrument.

Premicres include two compositions, On
the Road to Monterev, which will feature
Gillespie with the festival's orchestra, and
The Angel City Suite. Both were written
by Gil Fuller, the festival’'s music co-ordi-
nator. who also will direct the {festival
orchestra. Pianist Mary Lou Williams’
liturgical composition, Sr. Martin de Porres,
wiil have its West Coast premiere. All three
works will be performed on the Sept. 19
affernoon program.

At presstime the schedule of perform-
ances lists the Armstrong and Gillespie
combos, cornetist Stewart, and singer
Mary Stallings for the evening of Sept. 17;
bassist Charles Mingus’ octet, pianist Denny
Zeitlin's trio, and saxaphonist John Handy’s
quintet in a program sprinkled with new
compositions on the afternoon of Sept. 18;
the Dule Ellington Orchesira, pianist Earl
Hines, singer Anita O’Day, and Gillespie
for the Sept. 18 evening performance; Miss
Williams, Gillespie, Terry, and Allen for
the afternoon of Sept. 19; and Gillespie,
the Harry James Orchestra, and vibist Cal
Tjader’s quintet for the closing evening ses-
sion. Other artists will be added, according
to a festival spokesman.

As was the case last year, the festival
will stage afierhours jam sessions featuring
scme of the festival musiciars at Exhibi-
tion Hall, which is on the fairgrounds near
the arena, from midnight to 2 a.m.

According to the festival's general man-
ager, Jimmy Lyons, advance ticket sales
are running 25 percent ahead of last year’s.
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POTPOURRI : The Harlem Cultural
Council’s Jazzmobile (DB, Aug. 26) met
with such enthusiastic response from the
community that the concept has been
expanded to include appearances in Brook-
lyn, the Bronx, and East Harlem. Among
the bands participating during August
were drummer Roy Haynes’ sextet; pianist
Randy Weston’s sextet; the Pepper
Adams-Thad Jones Quintet; a big band
led by clarinetist Tony Scott and includ-
ing trumpeters Joe Newman and Jimmy
Nottingham, trombonist Marshall Brown,
and bassist Milt Hinton; trumpeter Fred-
die Hubbard’s quintet; trumpeter Roy
Eldridge’s quintet; an octet led by saxo-
phonist Lucky Thompson; trumpeter
Keuny Dorham’s quintet; percussionist
Montego Joe’s sextet, and singer Carmen
McRae with trombonist Benny Powell’s
quintet. Producer Jim Ilarrison is music
coordinator.

Vibraharpist Milt Jackson’s quintet at
the Museum of Modern Art-Down Beat
Jazz in the Garden concert Aug. 12 fea-
tured saxophonist-flutist James Moody,
bassist Ron Carter, pianist Cedar Walton,
and drummer Candy Finch. Singer Jim-
my Rushing and Buddy Tate’s band ap-
peared Aug. 19 to wind up the series.
Attendance at the 11 concerts averaged
well over 2,000 persons for each event.

Louis Armstrong will play a concert at
the Loyola Field House in New Orleans
Oct. 31 under the sponsorship of the
New Orleans Jazz Club. This will be the
trumpeter’s first appearance in his home
town in more than a decade. The concert
will mark a victory of considerable sig-
nificance, since as recently as five years
ago state laws banning integrated perform-
ances would have prevented Armstrong's
band from playing in Louisiana. A large
turnout is expected for the performance,
proceeds of which will go to the New
Orleans Jazz Museum.

Los Angeles AFM Local 47 is staging
its sixth annual “Jazz at the Beach” free
concerts at suburban Venice. The concerts
are sponsored by the Music Performance
Trust Funds of the Recording Industry.
The first concert featured the William
Green Sextet and Allen Fisher’s 18-piece
orchestra, with vocalist Cindy Bradley.
The Fisher band included Willie Smith

Armstrong
A victorious homecoming

on lead alto; Al Porcino, lead trumpet;
and Bob Enevoldson, valve trombone.
Arrangements were contributed by Nat
Pierce, Bill Holman, and Enevoldson. A
second jazz concert will be held Sept. 19.
The artists have not yet been announced.

Shades of the swing era: During the
summer months, CBS Radio has been fea-
turing big-band remote broadcasts from
Atlantic City’s Steel Pier, Los Angeles’
Hotel Ambassador, Hershey Park, Pa.,
and Virginia Beach, Va. The broadcasts
are aired four times a week, on Monday,
Tuesday, Wednesday, and Saturday, with
the bands of Les and Larry Elgart, Count
Basie, Duke Ellington, Lionel Hampton,
and Louis Armstrong, plus the Glenn
Miller Orchestra, currently fronted by
trumpeter Bobby MHacket, participating.

Frank Sinatra became the 150th film
personality to be honored at Grauman’s
Chinese Theater in Los Angeles by embed-
ding his hand and foot prints in the cement
of the theater’s forecourt. Singer Dean
Martin was emcee for the sticky ceremony.
When The Leader extracted his cement-
covered hands and held them outstretched,
at the request of camera men, he sang an
Al Jolson-flavored Marmimy.

Details of book projects involving critic
Leonard Feather include The Book of
Jazz from Then Till Now (which is an
updated version of Feather’s original Book
of Jazz), due for publication this fall. He
also plans to embark soon on The Encyclo-
pedia of Jazz in the Sixties, “a comprehen-
sive survey of the scene today,” he said.
“Not a supplement but a complete book
in itself.” Release is expected in October,
1966.

NEW YORK: Tenor saxophonist

Bud Freeman is currently working a
week’s engagement at an Algerian trade
fair. Freeman was sent there by the
government to represent the United States.
In November Freeman embarks on an
extended tour of Europe. He opens early
in the month in Scandinavia, follows with
dates in England, and then goes to Spain

. The Embers West is becoming a
trumpet house. After long stints by Ruby
Braff and Joe Newman, lHarold Baker
was on hand Aug. 9-30, followed by a
three-week return engagement for New-
man . . . Saxophonist-flutist Charles
Lloyd’s quartet (Gabor Szabeo, guitar;
Ron Carter, bass; Joe Chambers, drums)
followed its July debut at Slug's Saloon
with three weeks at the Village Vanguard
starting Aug. 17. Pianist Cecil Taylor’s
trio, back after a well-received July en-
gagement, shared the bill . Singer-
humorist Babs Gonzales has been signed
for a part in the Sammy Davis Jr. film,
Adam. Shooting begins in New York
Sept. 12 . . . After a brief experiment with
rock and roll, the Metropole returned to
a modified jazz policy in mid-August, with
percussionist Mongo Santamaria’s Latin
Jazz Sextet, which was followed by drum-
mer Gene Krupa’s quartet Sept. 3 . .. A
benefit for ailing pianist Chris Anderson

at the Village Vanguard Aug. 16, organized
by multi-instrumentalist Reoland Kirk,
featured drummers Max Roach and Roy
Ilaynes; trumpeters Freddie Hubbard
and Clark Terry; pianists Sun Ra and
Randy Weston; trombonist Curtis Fuller,
and tenor saxophonist Wayne Shorter. ..
Another recent benefit, this one for the
daughter of the late drummer Keg
Purnell, was held at the Sands Beach
Club in Lido Beach Aug. 2. Trumpeter
Joe Thomas, trombonist Snub Mosley’s
trio, and tenor saxophonist George (Big
Nick) Nicholas were among the partici-
pants . . . The Burton Green Quartet
gave a concert at Guild Hall, Woodstock,
N.Y., on Aug. 28. Members of the pian-
ist’s group were altoist Marion Brown,
bassist Reggie Johnson, and percussionist
Rashied Ali. This was the second avant-
garde concert by Green in Woodstock.

Drummer Sonny Payne will bring his
own group to his old boss’ club when he
opens at Count Basie’s lounge Sept. 14
. . . Tenor saxophonist King Cartis and
his band joined forces with the Beatles
for their cross-country tour Aug. 15-30 ...
Trumpeter Erskine llawkins’ quartet, with
vocalist Lanni Kaye, is at the Copa
Lounge . . . Singer Joe Williams did two
weeks at the Phone Booth, a new east-side
spot, in August . . . The Mark Twain
Riverboat restaurant in the Empire State
Building continues its big-bands-for-
dancing policy. Richard Maltby and
Buddy Morrow were among the recent
incumbents, but it is rumored that more
jazz-flavored bands soon will be booked
. . . Guitarist Sal Salvador’s big band
was heard for five consecutive weekends
beginning Aug. 6 at the huge Diamond
Beach Club in Wildwood, N.J., featuring
a “jazz-rock” book and such soloists as
baritone saxophonists Pepper Adams and
Nick Brignola, alto saxophonist Lanny
Morgan, and mellophonium player Dave
Moser . . . Saxophonist Dick Meldonian
was heard in concert at the Astoria Out-
doors Arts Festival Aug. 17 with Bill
Watrous, trombone; Derek Smith, piano;
Eddie Thompson, bass; and Gus John-
son, drums . . . Tenor saxophonist Frank
Smith and drummer Jerry Tomlinson,
assisted by pre-recorded tapes and known
as the Electronic Jazz Duo, gave two
Sunday recitals at the Kaymar Gallery on
W. Broadway Aug. 15 and 29 . .. “Negro
Music in Vogue,” a panorama with music
and dance produced by saxophonist
Granville Lee at Carnegie Recital Hall
last year, will be repeated there Sept. 11

. Pianist Williec (The Lion) Smith
was seen on CBS-TV’s Fanfare Aug. 7 ...
Pianist Walter Bishop Jr.’s quartet will
be at the Front Room in Newark, N.J.,
Sept. 27-Oct. 3.

Jazz in Connecticut has been on the
increase lately. Pianist Ellis Larkins has
been leading a group at the Westport
Playhouse Tavern. His sidemen there are
trumpeter Harold Baker, vibist Tony
Chirco, bassist Bill Pemberton, and
drummer Bobby Donaldson. Also in
Westport at the Galleria is pianist Johnny
Morris, who had played in drummer
Buddy Rich’s sextet until it broke up in

(Continued on page 49)



Festival

A comprehensive report
by Buck Wulmsley of «a
significant musical event.

PhotographsbyTed Williams

HILE 90-DEGREE tempera-
tures were helping spur
rioting in onc part of the

city the evening of Aug.
13, the majority of 7,000 people in
Chicago’s Soldier Field Stadium were
sitting coldly on their hands as Stan
Getz played an inspired set. It was a
paradox, but just one of several un-
predictable audience reactions that

-

The Franz Jackson Original Joss All-Stars: A solid stomp

marked the three-day, five-concert
Down Beat Jazz Festival, Aug. 13-15.

Who could have predicted, for cx-
amp:e, that a Carmen McRae ballad
would move an audicnce more than
a swinger by the Count Basic Band?
Or that a happy little Gerry Mulligan-
Roy Eldridge blues would be a more
potent applause winrer than a driving
Thelonious Monk set? This festival
certainly put an end 10 some of my
concepts of what moves a jazz
audience.

But there the surprises end. There
was notning unpredictable about the
music offered. although performances
were, for the most part, far above
average.

There also was nothing unexpected
in the staging of the festival. After
all, George Wein, who produced the
cvent in conjunction with Down Beat
and the Illinois Cultural Company, is
an old hand at setting up jazz festi-
vals. He had his own battle-tested
stage and sound sysiems imported

About The Author
Walmsley, a former bassist from Datroit, has
been on the staff of the Chicago Daily News for
several years and is the only newsman on a large-
circulation Chicago paper to regularly cover jzz.
This is his first contributicn to Down Beat.

from Newport, R.1., for the occasion.
The sound system worked very well
except in a thin line to one side of the
stage that caught echoes off the
stadium’s curved walls. The weather
was cxcellent, though perhaps a little
too hot for the two afternoon per-
formances. The only thing that dis-
tracted from the occasion was the
briel appearance during the matinecs
of a low-flying Air Force jet team,
part of a city-sponsored show along
Chicago’s lakefront.

The Aug. 13 evening session got
under way, unoflicially, with the stage
band from Notre Dame High School
in Niles, Ill,, under the direction of
the Rev. George Wiskirchen. The
band served as a warm-up act ‘o the
festival on the first two evenings. It
performed capably and set the stage
for a l4-piece festival orchestra un-
der the direction of Gary McFarland.
The band was built around the regu-
lar members of McFarland's quintet
—reed man Sadao Watanabe, guitar-
ist Gabor Szabo, bassist Eddie Gomez,
drummer Joe Cocuzzo—and employed
some of Chicago’s best studio musi-
cians, including bass trombonist Cy
Touff, reed man Kenny Soderblom,
trombonist John Avant, and trumpeter
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Szabo, McFarland, Watanabe: Consistently fine flute on Train Samba

Paul Serrano.

Of the three McFarland composi-
tions played by the band, a ballad,
't Write You a Poem featuring
Szabo, came off best at each of the
three cvening concerts. McFarland’s
quintet, with the ieader playing vibes,
performed 7Train Samba each night
and spotted consistently fine Watanabe
flute work.

After the McFariand segment, the
first concert’s emcee, the Rev.
Norman J. O'Cecnnor, explained to
those in the audience who hadn't al-
ready heard that Miles Davis had
broken his leg and would not appear
on the program as scheduled. The
news was greeted with a few boos and
catcalls, but these turned to cheers
when Father OConnor introduced
Art Blakey’s Jazz Messengers in
Davis’ place.

The edition of the drummer’s
Messengers for this date included
John Hicks, piane; Gary Bartz, alto
saxophone; Frank Mitchell, tenor sax-
ophone; Curtis Fuller. trombone, and
borrowed bassist Gomez. The sextet
handled three numbers expertly. All
horns soloed well on Paper Moon,
with Mitchell getting the best of it
all. Bartz had I Can't Get Started
almost to himse!f through both slow
and up tempos and turned in a fine
performance.

Another last-minute addition to the
schedule (because of Davis’ cancel-
lation), Milt Jackson, then joined the
Blakey rhythm section and Fuller for
a hard-swinging blues and a lovely
Yesterdays. It was the strongest vibra-
harp work I've heard by Jackson in
several years and ended much too
quickly.

Next was tenorist Stan Getz’ quar-
tet (Gary Burton. vibes; Steve Swal-
low, bass; and Joe Hunt, drums).
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Getz and McFarland at rehearsc!: Week-long
rehearsals of the festival orchestra were al-
most for nought when wind blew Getz’ music
stand down at the evening performance and
caused him to cancel two numbers

Getz glided through three excellent
choruses of Like Someone in Love
that were bubbling over with rich
invention. He then followed Burton’s
light and logical sclo with a forceful
stop-time chorus. When the World
Was Young was a thing of sheer
beauty; Getz’ tenor work throbbed

with emotion—now wailing and cry-
ing, now murmuring softly. There was
no letup on the following Con Alma,
during which Getz played a driving
solo.

Unfortunately, while Getz was pro-
ducing all this fire, Burton was acting
as a one-man hook-and-ladder crew,
turning out one cold solo after an-
other. Even his My Funny Valentine,
a warm vehicle if there ever was one,
turned cool at the touch of his four
mallets. Swallow, on the other hand,
fell right in behind Getz, especially
on Con Alma, with wonderfully me-
lodic lines.

Scheduled to play four McFarland
compositions with the festival orches-
tra, Getz only got through part of the
first, Melancolico, before a breeze
toppled his music stand and caused
him to lose his place for an instant.
Nevertheless, both that tune and the
following Corcovado came off very
well. It was a shame that, because of
the wind, Getz canceled the other two
numbers, I Hear a Song and Street
Dance, for they had sounded excellent
during the week-long rehearsals of the
band.

After intermission, it was another
tenor saxophonist who Kkept things
moving. Bud Freeman, now almost
60, played with more consistency than
any of the other members of his fel-
low Newport Jazz Festival All-Stars.
His solo on Just You, Just Me and a
blues, on which Getz joined in, proved
that Freeman has not closed his ears
to what is played by the moderns.

Of the other members of the group
—clarinetist Pee Wee Russell, cornet-
ist Ruby Braff, and pianist George
Wein, who were joined by Swallow
and drummer Joe Morello—Russell
took the honors on St. Louis Blues,
and Braff played a pretty bucket-mute
solo on I Want a Little Girl.

Two pianists, Earl Hines and Dave
Brubeck, completed the 4'2-hour
opening session in solid, but generally
unspectacular, fashion. Hines had the
assistance of Chicagoans Robert Wil-
son, bass, and Red Saunders, drums,
who obviously had not rehearsed well
for the job. There were false tune
endings all over the place. Hines, for
his part, played easily, and in between
many quotes from other songs could
be found golden nuggets of invention.
He was in particularly good form on
some superb turnarounds on Sweet
Lorraine.

The Brubeck set was largely me-
morable for a lyrical Paul Desmond
alto solo on Someday My Prince Will
Come and a stride-piano chorus on
the same tune by Brubeck played in
four against the waltz tempo; it just
barely missed catching fire.



Reunion in the afterncon: Hoces, Russell, McPartland, Freeman, and O’Brien reworked China Boy

and other tunes of the '20s

NE OF THE MOST interesting
aspects of the Down Beat
festival was the strong em-

phasis on Chicago razz. The
Aug. 14 afternoon program was
unique in concept. Instead of loading
the program with traditional groups
and passing it off as jazz history, tne

producers tried to show how the so-
called Chicago style evolved.

The program began w.th the coun-
try blues of Big Joe Williams, who,

after some guitar-amplifier trouble,
sang and played seven of his blues,
including a delightful Bald-headed
Woman.

Next Muddy Waters, with har-
monica player Jimmy Cotten and pi-
arist Otis Spann, offered examples
of urban blues. Country Boy. a slow
drag blues, was particularly moving.
Spann also gave a brief lesson in
boogie woogic.

Two Chicago-based traditional

groups—Franz Jackson’s Original Jass
All-Stars and the Original Salty Dogs
—endeavored to show the develop-
ment of the jazz band in the *20s by
playing compositions by Jimmie
Noone, W. C. Handy, King Oliver,
Jelly Roll Morton, Johnny Dodds,
Kid Ory, Bix Beiderbecke, and other
carly jazz players and writers.

The Jackson unit was particularly
solid on Wolverine Blues and Sugar-
foot Stomp, with good solos across
the front line. Lew Green’s cornet
solo on Davenport Blues (a re-cre-
ation of Beiderbecke's recorded solo)
and the ensemble work on Oriental
Strut highlighted the Salty Dogs’ set.

Then Ear! Hines, playing without
accompaniment, re-created some of
his piano classics of the 1920s, in-
cluding Monday Date and Caution
Blues. But it was Tea for Two played
in sceveral different tempos, plus five
or six choruses of These Foolish
Things, that showed why Hines is en-
joying such a musical renaissance. It
was a magnificent tour de force.

What was described as a reunion
of the Austin High Gang completed
the afternoon schedule. Involving as
it did cornetist Jimmy McPartland,
trombonist Floyd O’Brien, Pee Wee
Russell, Bud Freeman, pianist Art
Hodes, bassist Jim ILanigan, and
drummer George Wettling, the re-
union was really more that of musi-
cians who grew up in scveral parts
of Chicago and not just in the Austin
area. But each had got his start at

Conflagration in the evening: jazzmen Grey, Gillespie, and Moody join blues singer Muddy Waters’ band for an impromptu Got My Mojo Workin’




about the same time, and they formed
a musically cohesive unit that fit the
purposes of the program.

Once again, it was Freeman who
stood out among the performers, es-
pecially on a solo on You Took Ad-
vantage of Me. While the crowd was
sparse—only 750—it cheered the sev-
eral fine choruses Freeman played.
Both Russell and McPartland con-
tributed good solos to Sugar, and
Hodes played a lovely chorus on Tin
Roof Blues.

HE AUG. 14 evening session

I was sort of a Dizzy Gillespie

program. First, the trumpeter

appeared as soloist with the
festival orchestra playing McFarland’s
Pecos Pete and Reinstatement Blues.
Both were good, clean arrangements
that served as settings for excellent
Gillespie trumpet work.

Then Gillespie turned up with tenor
saxophonist James Moody and trom-
bonist Al Grey to give the Muddy
Waters blues band an added push
through I've Got My Mojo Workin’.
It delighted the 11,780 persons in the
audience and made for great fun,
even if not great music.

The great music came later when
Gillespie’s quintet was featured. This
is one of the most remarkable, tight-

Organist Smith: A predictable hit with the
Saturday evening crowd, particularly when
one note whined through 14 choruses

Altoist Desmond: In between waiting, a lyrical solo on Someday My Prince Will Come

knit groups playing in jazz today. It
has both a marvelous ensemble sound
and an obvious excellence in solo
work.

Among the quintet’s half-dozen se-
lections, Con Alma and Morning of
the Carnival stood out as gems. On
the former, it was Moody’s alto work
that made the difference. On the lat-
ter, Gillespie took one of the most
breathtakingly haunting trumpet so-
los I've ever heard.

Jimmy Smith predictably captured
the audience with his percussive organ
work during his turn on stage, par-
ticularly with the sustained-note gim-
mick he uses these days. I lost count
after the 14th chorus of blues during
which he held one note while weaving
in and out of various riff patterns.

The only female singer in the
festival’s lineup, Carmen McRae,
came onstage after Smith and per-
formed eight numbers with the sym-
pathetic backing of pianist Norman
Simmons’ trio. Her singing on two
ballads—Who Can I Turn To? and
This Is All 1 Ask—ranked among the
best performances of the festival. All
I Ask especially demonstrated Miss
McRae’s beautiful phrasing and in-
tonation. Unfortunately, she also in-
cluded a cluttered Take Five in an
otherwise excellent set.

The Count Basie Band ended the
second day’s festivities with a rather
lackluster set. Only Phil Guilbeau’s
trumpet solo on Shiny Stockings and
a pair of Al Grey trombone solos
kept the band from sounding com-
pletely out of place. The band mem-
bers appeared extremely bored with
what they were playing.

e
Taylor and instrument: At ane point, the
pianist reached into the piano’s innards to
pluck strings

BouT 700 persons turned up
A for the Sunday afternoon
program, which was dedi-
cated to modern music and
titled “Bird and Bevond.” Like the
Saturday matinee, this program fea-
tured a number of excellent Chicago
musicians in addition to a visiting
group—in this case, the Cecil Taylor
Unit, which was paying its first visit
to Chicago.
The first group on the matinee
program was Sandy Mosse’s Pieces




of Eight, a boppish small-big band
with a book of interesting arrange-
ments. Tenor saxophonist Mosse held
most of the solo chores for the group
through its four numbers and ac-
quitted himself well.

A quartet led by guitarist Joe Di-
orio followed for four numbers that
were uniformly fine. Diorio is a lyrical
guitarist who leans toward soft,
chorded solo work. His young alto
saxophonist, Othello Anderson, while
not an individual voice yet, played
several sound choruses on a blues and
You Stepped out of a Dream. The
group’s bassist, Scotty Holt, was im-
pressive in a Scotty LaFaro way.

Next, a Chicago alto saxophonist
who has developed a personal style
and can hold his own in any company,
Bunky Green, put his quintet through
four numbers, including an excellent
Green Dolphin Street. There also was
a pretty composition he called Good-
by to Spain, for which Green had
stripped down to tee shirt and swim-
ming trunks to try to beat the after-
noon heat.

Tenorist Joe Daley’s trio ended the
Chicago portion of the program. It
was one of the weaker performances
by this usually interesting group. On-
ly the final selection, Madcap Varia-
tions, seemed up to the trio’s normal
standard, and it contained some cha-
otic, but strong tenor work by Daley.

The Sunday matinee was my first
chance to catch pianist Cecil Taylor
in action, and, quite frankly, I was so
taken watching Taylor attack the pi-
ano, that I almost forgot to listen to
what he was playing. But what I did
catch was fascinating in much the
same way that a cement mixer is
fascinating . . . or radio static or op
art or a kaleidoscope or the music of
John Cage. There is a savage in-
tensity to the way Taylor hammers

Eldridge and Muliigan: A happy blues and a pretty | Can’t Get Started reached the people

out huge arpeggios up and down the
keyboard apparently at random. But
there also is some form to it all, for
the same figures, either rhythmic or
tonal, pop up again and again. Jimmy
Lyon’s alto work was a perfect sup-
porting voice to this organized chaos.

SMALL ARTISTIC hassel marred
A the opening of the final ses-

sion of the festival. McFar-

land had orchestrated two
Thelonious Monk tunes, Blue Monk
and Straight, No Chaser, for the pi-
anist to play as soloist with the festi-
val orchestra. But Monk refused to
play the former because it was in
the wrong key. The band, however,
played it without Monk at the open-
ing of the evening’s session, giving
guitarist Szabo and trumpeter Serrano
the solo parts, and it came off very
well.

As for Straight, No Chaser, Mc-
Farland had fashioned an exciting and
original arrangement that both Monk
and the orchestra executed beauti-
fully.

Baritone saxist Gerry Mulligan and
trumpeter-fluegelhornist Roy Eldridge
were up next with the backing of pi-
anist Ray Bryant, bassist Larry Gales,
and drummer Ben Riley. It was a
happy and swinging set for the most
part with excellent solos by both horn
men on a blues and an I've Got
Rhythm riff. Eldridge also contrib-
uted a very pretty I Can’t Get Started,
played on fluegelhorn.

Monk’s quartet set was of the first
rank throughout, as tenor saxophonist
Charlie Rouse seemed to break away
from the strong melody lines of the
compositions and play with self-con-
fidence. Monk, too, was in rare form,
fashioning several driving choruses
on Hackensack and Justice. Drummer
Riley was tasteful, as usual.

Shepp and Colirane: A one-tune, 45-minute
workout caused concern

After intermission, the John Col-
trane Quartet, with Archie Shepp as
an added starter on temor, gave as
tasteless a display of musicianship as
I've ever heard. Not that all the mem-
bers of the group played junk, for
pianist McCoy Tyner and bassist Jim-
my Garrison both took solo turns of
beauty and imagination. But Shepp
and Coltrane seemed {o be more in-
terested in trying to out-honk, out-
squeal, and out-bleat each other than
in playing music. The one-tune, 45-
minute set was a bomb as far as most
of the concert’s 7,500 attendees were
concerned.

It was left to singer Joe Williams,
with the Ray Bryant Trio, and the
Woody Herman Band to pick up the
pieces of the evening. Williams did it
by giving a gorgeous reading of Feel-
ing Good and a rocking, humorous
delivery of the blues, Just One More
Time.

Herman’s bag of brass blasters, in-
cluding Watermelon Man, Molasses,
and the lovely ballad Somewhere,
concluded the festival with a roar.

In sum, the Down Beat Jazz Festi-
val was a musically rewarding three
days, and as a Chicagoan, I can only
hope that the venture will be re-
peated next year.
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By DON HECKMAN

ESTERN MUSIC is unique for its dependence

upon a language of written symbols. The rep-

resentation of sounds and their passage

through time by a symbolic language that

subsequently is translated by a performer is
at best an imperfect procedure and at worst a distortion of
the composer’s intentions.

Inevitably, the notational system that developed in the
West over the last five or six centuries exerted a profound
effect upon the music.

It is probably no coincidence that Western music is the
only music of the world that is not primarily improvisa-
tional. In non-Western music certain kinds of musical
notation are employed occasionally, but the importance of
improvisation drastically reduces the need for a written
system. The fundamentals involved in, say, Indian music—
the use of ragas and talas—are an essential part of the
classical training of musicians. Having learned these fun-
damentals, Indian musicians devote their performing time
to spontaneous improvisation rather than the translation
of written symbols.

Notational systems are intimately related to the musical
problems of a culture at a given point in history.

The music of the West requires the symbolic representa-
tion of pitch, rhythm, and the order of appearance of
notes (a less specific requirement is the representation of
subtle distinctions such as dynamic levels, ornamentation,
etc.).

Pitch distinction in the Western notational system is, of
course, intimately related to a 12-note division of the
octave. Another possible division was advanced as early
as the 17th century by Christian Huygens in a system
that divided the octave into 31 parts.

The rigidity of rhythmic notation in Western music has
caused major problems for the composer. Note values
are always increased or decreased in a single simple geo-
metric progression: 2, 4, 6, 8, etc. The subdivision of a
whole note in 4/4 time into any unit that departs from
this geometric progression causes immediate problems. A
simple division into 3, for example, calls for this awkward
notation: —3—

Feeed

Divisions of §, 7, 9, 11, etc., are even more confusing.
No doubt the simplified forms of rhythmic expression
caused by this notation account for the fact that the West-
ern ear finds it difficult to respond with appreciation to
the rich rhythmic patterns of Indian and African music.

The order of appearance of notes and their simultane-
ous sounding (i.e., harmony) is related to the way in
which the octave is divided.

Its division into 12 equal notes produces melodies and
densities quite different from a system in which the octave
is divided into fewer or more notes.
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inadequate, and many have either modified or

else abandoned it. In some cases, this implies a

change in philosophic as well as musical attitudes.
The use of nonmusical verbal instructions in some of John
Cage’s music suggests not only that Cage expects to hear
different results from those expected by, say, Samuel
Barber but that Cage also views the acts of composing
and performing music from a philosophic viewpoint that
is far distant from that of Barber.

The attempts by the Lukas Foss Improvisational Cham-
ber Ensemble to find a median between improvised and
composed concert music are considerably less revolution-
ary.

Foss’ notation for the ensemble is minimal insofar as
pitch or rhythmic material is concerned but more specific
in defining the relationship between parts. Foss worked
out basic “roles” to which a performer might at any
moment be assigned or limited: Melody or Theme, Sup-
port, Harmony, and Counterpoint. By specifying letters—
the cello might be playing at H at the time that the horn
might play M—a certain structural cohesiveness can be
obtained, even though specific pitch and rhythmic content
may vary from performance to performance.

The use of such words as “melody,” “harmony,” “coun-
terpoint,” etc., however, implies a musical system in which
these words have relevance—and, therefore, one that
differs only in slight detail from traditionally notated
Western music.

Other composers have devised methods of increasing
or decreasing tempos, lowering or raising pitches and
notating special sound effects (tone densities, sprechstimme,
ctc.). Tempo changes are frequently marked by a long

arrow:
3 s
/ o
-]
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and sometimes by gradually increasing metronome mark-
ings: a quarter note=50; a quarter note=70; a quarter
note=90, etc. In Karlheinz Stockhausen’s Zeitinasse (Uni-
versal Edition) the instruction is given that “the tempo
‘as fast as possible’ applies to the shortest note-value of
a group.” In other words, the tempo is determined by
the fastest speed at which the performers can play the
smallest notes. Stockhausen also uses a direction called
“fast —_ slowing down,” which demands a specific 4:1
proportion between units at the beginning and end of a
group.

Pitch differentiation can be notated simply by placing
a vertical arrow (cither pointing up or down) above a
note. More complex systems—Ilike Harry Partch’s, which
divides the octave into 43 tones—require more sophisti-
cated means. His fascinating book Genesis of a Music
(University of Wisconsin Press) describes Partch’s pro-
vocative notational methods.

Unusual sound effects can be notated on the traditional
staff. Random examples are:

Tone clusters:

===

Density changes: ”
< oR: h(&*\__;s@

Moving interrelationships between notes:

e

The range of possibilities is endless, as even a brief
examination of contemporary concert music scores will
show.

WENTIETH-CENTURY Western concert-music com-
posers have found the traditional notation system




NTIL RECENTLY, the problems of notation have
not been very pressing for the jazz composer,
primarily because it is in the nature of the
performance of the music that he has been
able to take much for granted.

Rhythm, the most critical element in jazz, usually has
been notated in simple 4/4 and 3/4 and only lately in
more complex time signatures.

Composers have relied on the fact that jazz musicians
do not play 4/4 precisely as it is written but instead play
the notes in the prevailing rhythmic style. Thus, music
from the ’30s sounds far different when performed by a
player from a later period.

From time to time jazz composers have tried to re-
produce rhythmic nuances in notation, usually for the
guidance of musicians who do not come from a jazz back-
ground. The resulting notation generally uses a 12/8
time signature, since modern-jazz players tend to phrase
written eighth notes like tied triplets. Two versions of the
first four bars of Charlie Parker’s Scrapple from the Apple
demonstrate the two types of notation:
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In a lesser sense the same has been true of melodic and
harmonic notation; jazz composers have assumed that
players would bend notes in a way most appropriate to
current jazz expression. The detached composer who has
no direct connection with the performance of his music
is not so common in jazz as in concert music; it iS no
accident that the best jazz composers have always had
some sort of repertory group available for the expression
of their music.

The Duke Ellington Orchestra, for example, has often
been referred to—rightly—as Ellington’s true instrument.
The same is probably true in a somewhat different way of
the Thelonious Monk Quartet, the Miles Davis Quintet of
the middle ’50s, the Dave Brubeck Quartet, the Bill Evans
Trio—all groups that realize the musical styles and philos-
ophies of the leaders.

Given this intimate relationship between composer and
performers, many subtleties can be communicated either
by example or by oral instruction that could never be
accurately represented by written symbols.

The notation problems confronting some contemporary
jazz composers are not dissimilar to those encountered by
the most recent generation of concert composers. It is
no longer simply a question of finding a notation system
that symbolizes—however inadequately—something re-
sembling jazz expression. The problem now is to find
notational means that will allow different musical events—
both determinate and indeterminate—to take place. In
the case of the former, ways must be found in which
composers can specify a wider range of complex rhythmic
patterns for players and rhythm sections—patterns that
might use complex time signatures like 10/8 (or 3/8+
5/8+2/8); rhythmic rows similar to Indian talas; methods
by which differing versions of those patterns and rows can
be combined, both freely and specifically; and methods of
determining note lengths that are not limited by simple
multiples of the basic time unit.

Equally important is the development of a meaningful
scale of dynamic markings and an easily readable (or
understandable) system in which fragmented melodies are
not complicated by leger lines and anachronistic clefs.
Elements previously thought of as noise factors—half-
valve techniques on the trumpet, double stops and har-

monic densities on the saxophone, piano clusters, passages
played on the piano’s strings, wood and metal, for examples
—are also elements that, if they could be readily notated,
would greatly expand the working vocabulary of the
composer.

In the case of indeterminate musical events, notational
systems vary almost with each individual composer. Many
of these systems seem to derive from procedures used by
John Cage.

The significant difference is that jazz composers who
employ chance and indeterminancy as musical principles
have the advantage of using musicians who are accustomed
to improvisation, however different the stylistic basis of
their improvisation may be from what the composer asks.

Jazz composers working in this area have found a
varicty of techniques—some new, some old.

John Benson Brooks, for example, has used numerical
sequences—6, 4, 1, 3; 3, 6, 4, 5; etc., sometimes derived
from throwing dice, sometimes from playing cards—as a
means of determining attack groups or tones. (The 6, 4,
1, 3 sequence, if applied to attack groups, means that the
player presented with such a pattern first must play a
group of six notes and then a group of four notes, etc.,
with all elements other than the number of notes left to
his discretion. The second sequence, if applied to notes,
might indicate pitch levels in a freely articulated diatonic
scale, or perhaps specific notes in a predetermined note
row.)

Brooks has used 12-tone rows as an alternative to har-
monic improvisation, with a formal structure obtained
through a contrasting of high-, middle-, and low-pitch
areas distributed among the instruments.

Don Ellis, Ed Summerlin, and others have used a kind
of visual short-hand symbolization to indicate intensities,
tonal directions, and time units:
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Other composers have simply relied on written instruc-
tions (Andrew Hill calls them “letters to the players”).
One of my own compositions, Lights, Action, Camera,
consists of instructions alone, leaving the performers free
to interpret such directions as: “play a jazz solo”; “play
something from a classical piece”; “‘crawl across the stage
on hands and knees.” Some of the music played by the
Jazz Composers Guild Orchestra—especially the works of
Mike Mantler and Carla Bley—is not notated very differ-
ently from that of Cage, Christian Wolfe, and Earle Brown.

Other writers (Bill Dixon, for one) have omitted bar
lines in order to make rhythmic accents that might be
impossible within the confines of a time signature. Jimmy
Giuffre’s music is usually written out with a rare precision,
but the relationship of parts is dependent upon the players’
feelings rather than a definite pulse. These, of course, are
only a few brief examples of experiments taking place.

Ultimately, the value of such techniques is most strongly
related to the results they produce.

It would be of little value if jazz composers created
symbols that did nothing more than produce a quasi-
concert music lacking the vitality, improvisational spon-
taneity, and rhythmic flow—regardless of style—of jazz.

Hopefully, new procedures can do more than that by
helping the improviser to find expressions that reach be-
yond traditional harmony, melody, and rhythm. By pro-
viding sketches, outlines, stimulating procedures, and the
possibility of spontaneously determined structural forms,
new methods of notation can serve as a goad, urging jazz
improvisers into creative flights that might never have
been attempted in the familiar but more limited language
of Western musical notation.
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By WILLIAM RUSSO

The traditional use of the jazz orchestra consists, basically,
of block orchestration (trumpets, trombones, saxophones,
brass, and ensembles), infrequent use of single instruments
other than for solos (improvised and written), the statement
of the pulse by the rhythm section, and the use in instru-
mental choirs (the trumpet section, the trombone section, or
the brass section) of the same mute for each instrument
instead of different mutes for each instrument (four trumpets
in cup mute, say, instead of in four different mutes). It is
further characterized by being homophonic instead of contra-
puntal.

This definition of the traditional jazz orchestra is, of course,
simplified and capable of several modifications, some of
which should be pointed out immediately.

One is the use of mixed combinations of instruments in-
stead of block orchestration.

A second is the incorporation of the rhythm section into
the orchestra (a practice for which | do not have a great
enthusiasm).

Another modification is the construction of a double-bass
part of greater melodic and contrapuntal meaning than it has
in usual practice, to which might be added the use of the
percussion instruments in a greater variety of modes than
one usually comes upon. These latter two modifications are
to be encouraged and are, | believe, indispensable to the
growth of the traditional jazz orchestra technique, a technique
that is far from exhausted.

In its basic form, or as modified, the traditional technique
is a solid and substantial mode of treating the jazz orchestra.
It is superb acoustically, for one thing; it permits the players
to get a good blend with a minimum of difficulty and is
capable of greater strength and power than any other orches-
tral mode. The players blend well in pieces of this description
partly because instrumental choirs have a natural tendency
to cohere and partly because instrumental choirs are familiar
and understandable.

Indeed, the entire technique—as used by the Count Basie
Orchestra, the Woody Hetman Orchestra, by jazz composers
from Don Redman to Neal Hefti—is familiar and understand-
able. The traditional technique can be played well, enjoyed
by the player and listener alike, and act as the vehicle for an
excellent species of music. Furthermore, it is the best way
to approach certain pieces, pieces that are homophonic,
chordal, and harmonic, pieces that are muscular and ener-
getic, that are straightforward and exciting rather than oblique
and introspective.

Mixed orchestration—in which instruments are combined
in continually changing groupings—is, like traditional orches-
tration, a way of composition as well as orchestration, but it
is at the opposite end of the scale. It is colorful and oblique,
delicate and subtle, incapable of great volume, and difficult
to perform. In between these two extremes—traditional
orchestration and mixed orchestration—is the technique !
propose to write about here.

In this technique, which | call the five-part technique, all
the instruments are divided into groupings of approximately
equal weight and coloration, and this division into groupings
is maintained throughout performance of a piece.

For my orchestra, the instruments are divided thus:

Group 1, Trumpet I, Ill; Group 2, Trumpet I, IV, Aito
Sa).(ophone I; Group 3, Trombone I, IV, Alto Saxophone I,
Guitar; Group 4, Trombone II, Ill, Tenor Saxophone I, II;

Group 5, Bass Trombone, Baritone Saxophone, Cello I, II, 111,
IV, Double Bass.

This article is drawn from Russo’s forthcoming book The Jazz Composer, to be
published next spring by the University of Chicago Press. Well known for both
his jazz and concert works, Russo currently is forming a jazz orchestra such as he
describes in this article.
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The Division Of The Orche

Each group is in unison throughout, which permits the use
of a simple score layout consisting of five staffs for the five
groups and a sixth staff for the percussion part:
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Because Groups 2 and 5 comprise mixed instruments, the
range of each of these groups is limited to the notes shown
below.

In Group 2, for example, because the aito saxophone can-
not go above Ap2, this note becomes the uppermost limit for
this group; similarly, the lower limit of Group 2 is E, beneath
which the trumpets cannot go. | have given Bj? as the upper-
most limit for Group 1, Trumpet | and 1ll, even though the
trumpet has higher notes at its disposal, because (a) the use
of only two trumpets above this note is unusually unattractive
and (b) the five-part technique, as | shall demonstrate, is
unsuited to high trumpets:
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As well as to my orchestra, the five-part technique may be
applied to other instrumentation—for example, the standard
jazz orchestra of four trumpets, three or four trombones, five
saxophones, piano, guitar (optional), double bass, and per-
cussion. The orchestra would be grouped in this manner:

Group 1, two trumpets; Group 2, two trumpets, alto saxo-
phone; Group 3, trombone, alto saxophone, guitar; Group 4,
two trombones, two tenor saxophones; Group 5, baritone
saxophone, bass trombone (if four trombones; if the fourth
trombone is a tenor trombone instead of a bass trombone,
it should be placed in Group 3), double bass, piano (a singie
tone line in the bass clef).

This five-part division also can be applied to a smaller
orchestra of, for example:

Group 1, two trumpets; Group 2, trumpet, alto saxophone;
Group 3, trombone, alto saxophone; Group 4, trombone, two
tenor saxophones; Group 5, baritone saxophone, double bass,
piano.

The range of each of the groups given in Example 2 will
apply with equal force to the groups extracted from the stand-
ard jazz orchestra or from the smaller instrumentation given
above.

As in mixed orchestration, the bass voice (Group 5) in the
five-part technique presents problems on fast pieces—and
this technique is better suited to fast than to slow pieces.
Two solutions to this problem—continued haif-notes and
repeated rhythms—suggest themselves here as well. In
addition, the double bass can be given repeated notes while
the other bass instruments sustain:
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Or the other basses can sustain while the double bass plays
a quarter-note ornamentation of the sustained notes. And it
is certainly possible to withdraw the other basses entirely for
portions of a work, using the double bass in its standard
quarter-note role:
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But these solutions beg the question: does a jazz piece,
especially a fast one, axiomatically require the support of a
continuo (by which | mean quarter or half notes in the double
bass)? | would say no, and further, that the sooner we dis-
cover other means of construction the better.

Continuo writing can be very good. It frees the wind in-
struments from rhythmic responsibility. But the abuses of
rhythm-section playing, first, and the acoustical feebleness
of the double bass, second, suggest a look for other means
of keeping the music going. Further, and more important, a
non-continuo approach to jazz composition will lead toward
new horizons, and perhaps revitalize jazz orchestra playing,
which is, at this time, assuming a narrow and restricted
perspective.

To write without a continuo—whatever the style of
music—means that a share in carrying the burden of the
pulse must be given to parts other than the bass. In Example
5 below, a repeated rhythm is given to the trombone section,
voiced in open position:
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The oom-pah figuration in Example 6 below is similar to the
continuo, except that instruments other than the basses
participate in it; consequently, it deserves a niche all its own:
£07 Fw'l ey &b £br 247
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This figuration is a characteristic jazz formation. Although
its most frequent use has been in jazz' past—especially in
the “stride’” playing of Jelly Roll Morton and Willie (The Lion)
Smith—it can be used to excellent advantage today too.

Both the oom-pah figuration and the repeated rhythms
shown in Example 5 give the other parts the same kind of
freedom that the upper voices have in continuo writing. But
a third form of non-continuo construction distributes the
basic rhythmic unit—in this case, eighth notes—among sev-
eral of the parts:
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The basic current of eighth notes is divided among the
four parts. It constitutes the compound rhythm of the parts.
In much Viennese classical music, the principal melody or

theme—as distinguished from the accompaniment—is itself
an expression of the basic rhythmic unit:
>
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The sections of this species of theme often begin or end
with nonessential notes that act to keep in motion the basic
rhythmic unit. Such nonessential notes are found in Example
8 above and have been enclosed in boxes.

In Example 9 below is shown a jazz counterpart to this
species of theme:
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It is conceivable, then, to construct a fast jazz piece without
a continuo; one may use the oom-pah figuration, repeated
rhythms given to instruments other than the basses (as in
Example 5), principal melodies like those in Example 9, or a
texture that establishes a compound rhythm of satisfactory
propulsion. Additionally, these four means can be employed
successively, as they are in the following passage (the basic
rhythmic unit is quarter notes):

In the foregoing passage, the first four measures are sup-
ported by the quarter-note rhythm in Groups 2 and 3; Meas-
ures 5 and 6 utilize the oom-pah figuration; in the last two
measures, the compound rhythm (consisting, in both meas-
ures, of a quarter note followed by six eighth notes) is entirely
sufficient to maintain the pulse. (Exampie 10, of course,
changes from one means to another with greater rapidity than
would be found in real composition.)

Finally, rhythmically self-contained passages, constructed
without a continuo, can be alternated with passages that are
built on a continuo. A passage of 16 measures, for example,
constructed along the lines in Example 7, could be followed
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by a 16-measure passage in which the double bass (in addi-
tion to percussion) provides the principal rhythmic support.

Before examining more specifically the textures to which
the five-part technique can be applied, | should like to
enumerate some instances in which the division of the
orchestra into five unison groups may be disregarded:

1. The double bass may duplicate the bass voice in the
lower octave.

2. If the bass voice extends beneath their range, the cellos
and the baritone saxophone may be placed in the upper
octave (see Example 11).

3. The double bass may be given a variant form of the
bass voice.

4. The double bass, given a quarter-note line, may represent
the bass voice by itself, the other instruments of Group 5
being rested (see Example 4).

5. A single instrument from any group may be employed for
a solo passage (either written or improvised), during which
the other instruments in the group should be withdrawn
(see Example 12).

In Example 10, the five-part technique has been applied
to a contrapuntal texture. It may also be applied to a chordal
texture—to open-position voicing, close-position voicing,
thickened line, and widened line (and to any of the variant
forms of these chordal techniques, such as contrapuntal
open-position voicing, modified thickened line, freely crossed
voices, etc.).

Open-position voicings may be written for either four or
five voices; in Example 11 below, the cellos and the baritone
saxophone duplicate the bass voice in the upper octave:
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In Example 12 below, Groups 2, 3, 4, and 5 are used in
open position:

T TRUMAET T (W4 RMaw MUTE)
“

Ll !I

it
I
|
1
il

‘
“{4\
i
Wil i
il
N
a ]
| (1]
i
{11l

.

. - > >

Thickened line, with Group 5 duplicating the first voice in
the lower octave, can be used only in a limited range (as
shown in A in Example 13); with Group 5 duplicating the
second, third, or fourth voices—or without Group 5 entirely
—it can be used a little higher. Widened line, however, gives
the first voice much more range, depending on the distribu-
tion of the voices. Like thickened line, widened line may be
written for four or five voices, (B and C in Example 13):
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Either thickened line or widened line may be used with a
separate bass part:
2

Whichever chordal texture the composer uses, he must
always bear in mind that each part is being played by from
two to seven instruments and that this duplication gives each
part more weight and, as a result, greater importance.

Consequently, the parts must be constructed with careful
attention to their logic and melodiousness. And when
chordal texture succeeds or is followed by another texture
(contrapuntal, melody and accompaniment, unison, etc.), its
voices, as far as possible, should cohere with the threads of
the other texture. When, for example, five-part counterpoint
is followed by five-voice open positions, the disposition of the
open positions will be substantially influenced by the move-
ment of the voices in the preceding contrapuntal section. And
when the two textures are connected, as they are in Example
15, the first position of the open-position voicing must be a
continuation of the five-part counterpoint:
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Five-part counterpoint is the essence of the five-part tech-
nique. But counterpoint of two, three, or four voices is
perfectly acceptable too. When counterpoint of fewer than
five parts is employed, it is sometimes advisable to double
two groups on one part. Two-part counterpoint, for example
can be distributed among the five groups, as follows:
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LTHOUGH STRIDES are being

made to establish jazz as a

legitimate part of the college

curriculum, the music is still

a neglected stepchild. As an

important American art form,
jazz deserves the dignity and status
afforded other serious music, but the
initiation of any new program brings
its share of problems. This article
will consider first some of the needs,
weaknesses, and inadequacies of jazz
education and then deal specificaliy
with the problems of teaching im-
provisation.

Since many of the weaknesses in
collegiate jazz programs seem to stem
from lack of support on the part of
the administration, perhaps there is
a need for the re-education of ad-
ministrators. Many administrators are
less than enthusiastic about jazz be-
cause they don’t understand it or else
they assume that everything that isn’t
classical music is jazz, including rock
and roll, hillbilly music, and even
Lawrence Welk.

Administrators must be made aware
of the differences between jazz and
jazz-derived music that bears little
more than a superficial resemblance
to the real article. Narrowing the
distinction even further, they must be
shown the difference between good
and bad jazz, leading hopefully to the
realization that any music can be good
or bad according to its merit within
the genre.

Once the administrator has reached

By DAVE BAKER

this point and he is really serious about
the inclusion of jazz in the school’s
curriculum, then he should consult
some authority on the music. If the
administrator is to proceed intelligent-
ly, this is imperative, for within the
genre the expert is the one reliable
source of standards. For the expert,
the better form of a music is that
which is more subtle, more compli-
cated, less obvious—whether the mu-
sic is classical or jazz.

It might be well to point out here
the danger of accepting an opinion of
an authority not in the jazz field. As
an instance, there was the report of
one of the leading U.S. classical con-
ductors testowing the term “genius”
and other adulatory phrases on saxo-
phonist Ornette Coleman. Many
musicians and teachers accepted the
evaluation as irrefutable. Whether the
comments were or were not justified
is not germane to this discussion; the
fact remains that the conductor was
not qualified to make a value judgment
in the jazz field.

Consultation on the part of the ad-
ministrator with a jazz expert might
result in the employment of intelligent
and bona fide jazz players as teachers.
Administrators desperately need to be
made aware of the necessity of hiring
a jazz practitioner (expert, if you
will) to feach jazz courses, rather than
someone who might not even be re-
motely interested in jazz, or well

qualified, but happens to be available.
I feel certain that these same admin-
istrators wouldn’t hire a vocal coach
to teach orchestration or composition.

Jazz education needs jazz profes-
sionals and not just the professionals
currently acceptable to administrators
(e.g., section men out of mediocre
dance bands, classically trained musi-
cians with little or no jazz experience
but who like jazz, or dance-band lead-
ers who have no qualifications).

T THIS POINT a couple of ques-
tions that are asked time and
time again can be interjected.
Why the almost systematic
exclusion of qualified Negro
jazzmen from collegiate and

clinic jazz programs? Why in a list of
30 clinicians listed for a summer jazz
clinic are there only three Negro
clinicians? Even more ridiculous is
the low percentage of Negroes teach-
ing jazz in the colleges and universities
that offer or specialize in jazz courses.

Often the uninformed administrator
clings to the stereotypes of the jazz
musician (junkie, drunk, irresponsible,
generally inarticulate and undesirable).
This kind of muddled generalizing
leads to a play-it-safe policy in which
the student suffers. As a result of such
policies, many players from the periph-
ery of jazz are given responsibility.
Because of their lack of emotional
involvement, they are considered
“safe.” This lack of emotional involve-
ment produces inferior music regard-
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less of the idiom.

Not many colleges, of course, are
in a financial position to hire an in-
structor for a jazz program. But the
point is this:

When they are able, they owe it to
themselves and to the students to shop
around and find someone experienced
in jazz performance and qualified
temperamentally and intellectually to
teach jazz. The administrator must
realize that if the jazz teacher is to
fulfill his purpose, which is not only
to teach technique but also to shape
taste and preferences and give the
student a sense of direction, he must
be an expert.

As for weaknesses related to the
college bands and ensemble programs,
a distinction needs to be made be-
tween jazz bands and dance bands, at
least on the college level. Making this
distinction might avoid some confu-
sion on the part of prospective students
who are misled by a listing in a catalog
referring to a jazz band where there
is none.

In most cases, what purports to be
a jazz ensemble is, in reality, an aggre-
gation that places its emphasis on the
needs and the unanimities of dance-
band playing. The tendency in these
cases is to treat jazz as though it
were purely a functional music—for
dancing.

The teachers of these ensembles
generally are incapable of formulating
jazz teaching techniques and have
hopelessly inadequate backgrounds in
jazz. Many times the teacher’s only
qualification will be a love for jazz.
While this love may constitute a suffi-
cient background upon which to learn,
it is not, however, a sufficient one
from which to teach.

Some would argue against teaching
improvisation and jazz theory since
most players will be just section play-
ers. A knowledge of improvisation and
jazz theory is an absolute necessity if
one is to do a first-class job anywhere
in a jazz band. Knowing something
of improvisation and jazz theory is
bound to provide insights that will
improve the quality of the student’s
playing.

LL MUSIC SCHOOLS, ultimately
at least, should include a full
jazz curriculum and not just a
token offering of subjects. This
is not so unrealistic. Most of
the other types of serious
music are represented and/or taught
in all the major universities and music
schools. Never before has there been
a wider cross section of types being
taught, from neo-classicism and neo-
romanticism to the most advanced
atonalism. And jazz, in all of its di-
verse styles, should be taught too.
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This would mean that such subjects
as jazz theory would be taught on the
same level with legitimate theory.
There is no reason why a theory book
as vital to American music as George
Russell’s Lydian Chromatic Concept
of Tonal Organization should not be
part of every music school’s library.
It should be a textbook in any school
that purports to teach jazz.

A course of jazz study also should
include the history of jazz, which be-
cause it is a young music, would be
a lot easier to teach than music his-
tory in general. There are a number
of good jazz history books from which
to choose.

There should be an analysis-of-styles
course, in which a student could learn

to analyze, compare, and place in per-
spective the works of the greatl jazz
composers, arrangers, and players.
Ideally, a student would come to know
the representative figures from each
era in the short life of jazz, know
their contributions, innovations, solo
and compositional output, as well as
other pertinent data. He would learn
to interpret these facts in light of sub-
sequent generations of development.

It would be good for all involved if
some music school would initiate a
plan for bringing in resident jazz
teachers comparable in their fields to
opera stars and instrumental virtuosos.

This would provide a good oppor-
tunity for student composers, both
jazz and classical, to study with noted
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jazz composers. Since it has been a
long-standing practice of classical
composers to use folk materials—jazz
especially—this would be a good
opportunity for them to study and
receive firsthand knowledge from the
masters. Why not even resident com-
posers and performers?

Finally, there is a definite need for
some sort of conference of jazz teach-
ers, potential jazz teachers, and jazz
names who are interested in improving
the quality of their music’s teaching.
Such a meeting would discuss and
work out problems. It would provide
a chance to compare, discuss, and
evaluate teaching techniques and
ideas. Perhaps a syllabus dealing with
the major problems of teaching jazz

might come out of such a meeting.
Whatever emerged hardly could fail
to improve jazz teaching.

F WE ACCEPT the assumption that
the essence of jazz is improvisa-
tion, then steps must be taken to
assure this as the end result. A
step toward such an end would
be to establish the importance of,

and need for, jazz teachers in the art
of improvising. The fact that this need
has grown during the last 20 years
can be attributed to a number of
things.

First, the increasing harmonic,
rhythmic, and structural complexities
of contemporary jazz make it virtually
impossible for the novice, who would
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play well, to find his way around with-
out some professional help.

Some 20 years ago, when blues,
tunes with 7 Got Rhythm changes,
and standards comprised the greater
portion of the jazz repertoire, it was
conceivable that a player might
achieve competency without requiring
help in a formal sense: schools, etc.
Now, however, with increasing tech-
nical demands born of advanced and
rapidly growing compositional skills,
the teacher assumes a position of ut-
most importance. There probably are
few novices who don't approach with-
out some trepidation vertical structures
such as John Coltrane’s Giant Steps
or Benny Golson’s Stablemates or com-
positionally difficult structures such
as George Russell’s The Outer View
or D.C. Divertimento.

Another reason a teacher is so
important is the ever-decreasing num-
ber of jam sessions and places to sit
in. In past years, jam sessions served
as a kind of practical school for bud-
ding musicians. Here they could learn
tunes, experiment, exchange ideas, and
in general grow musically. However,
this institution is fast approaching
extinction, at least in its old-fashioned
and most rewarding form.

The diversification of jazz today is
another reason for the increasing im-
portance of the jazz teacher. Never
before have there been so many diver-
gent schools of jazz thought coexist-
ing and enjoying concurrent popularity
—blues, swing, traditional, avant-
garde, Third Stream, eclectics, and
myriad offshoots of these—that a stu-
dent must be made aware of if he is
to find his niche.

Last, a new-found awareness of the
vast resources and materials available
to the jazz musician have made the
jazz teacher indispensable to the con-
scientious student who would derive
maximum benefit from these resources.

There is also a need for a book that
really covers most of the many facets
of teaching jazz improvisation. The
most essential area of jazz improvisa-
tion concerns theory. Fortunately for
the jazz professional, teacher, and stu-
dent alike, there exists an excellent
book on theory—Russell’s aforemen-
tioned Lydian Concept.

The book covers thoroughly all of
the jazz scales in general use as well
as the lesser-known scales. It explains
in detail the manipulation of scalar
materials, chords, and the tonal rela-
tionships between scales and tonal
centers. It also contains countless
excellent examples, charts, and graphs,
plus a lucid explanation of the the-
oretical foundation of the concept.

A second area has to do with the
formulation of practical exercises
based on the scales and materials to

September 23 [] 31



be found in Russell’s book. These
exercises should be devised by an
experienced and practicing jazz musi-
cian or at least be taken from or based
on the use of these materials by giants
in the field. These exercises, of course,
would include devices, patterns,
breaks, runs—in other words, the
materials that are more or less in
common use among all jazz players.

This suggestion should not be mis-
construed as a negation of the impor-
tance of originality. The musician does
not create ex nihilo; he manipulates
existing materials. He invents tonal
combinations. Regardless of how
original a Charlie Parker or an Ornette
Coleman appear, the new elements
of the style always can be explained
by extrapolation of the past—the
juxtaposition of time signatures and
keys formerly segregated; the combi-
nation of older styles with modern
idiom; the calculated devices to create
suspense, tension, and other drama-
turgical excitements.

The next area deals with the tech-
niques of choosing and using mate-
rials, of constructing melodies and
developing them.

The jazz teacher should stress the
importance of a melody having shape
—highs and lows, rhythmic and inter-
vallic tension. Something should be
taught concerning concepts of interval
tension and how to use these concepts
in an improvised solo. Mention should
be made of the fact that the same
intervals have different meanings and
expressive purposes in different con-
texts. There should be some elabora-
tion on the developing of ideas or
motifs through the use of such com-
positional techniques as fragmentation,
transposition of themes, sequences,
repetition, diminution, augmentation,
melodic ornamentation, and inversion
in its various forms.

The next area is perhaps the least
explored area on the list: the use of
psychological principles, such as teach-
ing the use of certain musical devices
to elicit specific emotional responses.
This concept is utilized, on a different
level, in the music used for movie
and television backgrounds. Since the
ideas inherent in this concept may
seem amorphous, further amplification
seems in order.

In the course of history, certain
musical qualities have become symbols
of human acts and feelings. Carrol C.
Pratt in his book The Meaning of
Music says:

“Human action is a pattern of mo-
tion with velocity, direction, strength,
and tempo. Smooth, powerful, regular
motion is a sign of successful function-
ing. Whenever the human organism
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does function well, whether it be in
mind or body, there arises feeling of
pleasure. Now the beholder of such
motion through association with his
own experience also finds it pleasant,
and should he concentrate on the
appearance of the motion itself, that
is, see it or hear it esthetically, he
will call it graceful or beautiful.

“Violent, spasmodic, fluctuating ac-
tion on-the other hand, signifies im-
perfect functioning, imperfect control
of action, and it is accompanied by
feelings of unpleasantness, anger, fear,
frustration, and anxijety. There is
some ground for suspecting a corre-
spondence between the motion of
human action and the emotion in our
apprehension of such action.”

Harry S. Broudy in A Realistic
Philosophy of Music Education pur-
sues the idea further:

“If musical motion is analogous to
the movement of human action, it can
express the emotion accompanying
the action. In other words, we associ-
ate specific emotion with certain tonal
movements. . . . If the listener knows
the nature of the action or feeling
portrayed and the artist has captured
the characteristic motion of the action
in tonal motion, and if no subjective
psychological factors intervene, then
a careful, cultivated listening may re-
sult in the awareness of this specific
significance.”

T THIS POINT the teacher must
ponder questions such as
these: What motion is elicited
by a big vibrato or lack of
one? What feelings are aroused
by the use of repeated notes?

What kind of emotional effect is
achieved by blue notes? How are
people, in general, affected by angular,
jagged, dissonant solo lines? How are
they affected by conjunct, chromatic
lines? What is the difference in emo-
tional response of a jazzman hearing
Eric Dolphy playing Round Midnight
in his angular, swooping, leaping man-
ner and another playing basically con-
junct and diatonic?

These are samples of the types of
questions that need to be answered if
we are to teach the student to derive
maximum benefit from his use of
musical devices.

A teacher also needs to instill dis-
cipline in construction of a jazz chorus.

The student must be made aware
of the importance of pacing himself,
of working toward specific climaxes
in a solo. He must be taught the con-

cepts of tension and relaxation, of

understatement and subtlety, of mix-
ing the novel and the old to heighten
musical interest. He must be con-

stantly reminded of the value of
economizing, getting the most from
the material available to him. A stu-
dent needs to know from what sources
he may get material on which to im-
provise. He should know that often
the tune itself (melody, rhythm, etc.)
can be his best source of solo material.

Many solos by Miles Davis, The-
lonious Monk, J. J. Johnson, Sonny
Rollins, and John Lewis are splendid
examples of what can be done using
only the materials from the tune itself.
However, the student must know when
the melodic material is inconsequen-
tial and needs to be discarded. He
must know when to use extraneous
materials and how to use them in a
manner faithful to the intent and
mood of the composition.

Linking and bridging materials,
such as turnbacks and cycles, must
be introduced. These and similar
materials can be used to prevent the
solo from sounding like a string of
unrelated ideas without logical pro-
gression from one to the other.

Another area in which the jazz
teacher must be informed is that of
the avant-garde. He should familiarize
himself with its tenets and with con-
cepts of free, bitonal, and atonal im-
provising. He should listen analytical-
1y to the works of its chief practitioners
and familiarize himself with techniques
involved, for unless he does so, he
will not be able to communicate to
his students things that ultimately will
constitute a good portion of their
musical language.

There also should be an area con-
cerned with development through
listening to, playing with, and analyz-
ing records. Through the use of rec-
ords, we can sharpen retentive powers,
develop conception and swing as well
as help develop the ear.

Building repertoire and learning the
different song forms can be done as
a student progresses through the dif-
ferent areas. Of necessity, a student
has to use the techniques, so he learns
tunes as he needs them. However,
when large bodies of music exist by a
single important composer, such as
Monk, it is considerably more bene-
ficial to study the composer’s total
output as a unit,

Because jazz is an art form that is
so personal and so involved with con-
cepts of funded experience and natural
ability, it is quite unlikely that any
amount of teaching will develop a
Charlie Parker or Dizzy Gillespie
where none exists. But jazz can be
taught and players developed. The
student’s concept of jazz should be
limited only by his own capacity, not
that of his teacher.
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Records are reviewed by Don De-
Michea!, Gilbert M. Erskine, Kenny
Dorham, Barbara Gardner, Richard
B. Hadlock, George Handy, Erwin Hel-
fer, Don Nelsen, Bill Mathieu, Dan
Morgenstern, Harvey Pekar, Harvey
Siders, Pete Welding, John S. Wilson.
Reviews are initialed by the writers.

When two catalog numbers are listed,
the first is mono, and the second is
stereo.
Ratings are: * % * % % excellent,
* % % % very good, % * % good,
* % fair, % poor.

Albert Ayler m—————
BELLS—ESP Disk 1010: Bells.

Personnel:  Albert  Ayler, tenor saxophone;
Charles Tyler, alto saxophone; Donald Ayler,
trumpet; Lewis Worrell, bass; Sonny Murray,

percussion,
Rating: no stars

Pharaoh Sanders m————
PHARAOH—ESP Disk 1003: Seven by Seven;
Bethera.
Personnel: Stan Foster, trumpet; Sanders, tenor
saxophone: Jane Getz, piano; William Bennett,
bass; Matrvin Pattillo, drums.

Rating: % % % 2

The Ayler performance was recorded
at the concert of avant-garde music held
May 1 at New York’s Town Hall under
the aegis of Bernard Stollman and ESP
Disk, which Stollman owns. Just why it
was recorded is difficult to conjecture, for
what is preserved on this one-sided LP is
perhaps the most formless, incoherent,
and quite possibly the most ineptly stated
pronunciamento from the outer (and
outre) reaches of the “new thing” I have
heard.

The first half of the work is a sprawl-
ing, turbulent devil's brew of unrelated
sounds, squawks, bleats, cries, whinnyings,
etc.—a musical gobbledygook that is al-
most impossible to describe. It sounds
like a henhouse gone berserk.

Ayler surely is capable of wresting a
wide variety of effects from his instru-
ment, but music is more than a catalog
of effects. The mere airing onstage of a
sequence of unrealized emotions through
a musical instrument does not in itself
amount to the creation of a coherent
musical design, Granted the importance
in today’s music of the act of creating,
still that which has been created through
that conscious act must be directed by a
musical intelligence and must be fully
capable of standing (and being judged)
on its own terms—as a finished artifact—
aside from the act.

And this is the flaw of the Ayler work;
repeated listening reveals no design, no
intelligence, no coherence—no art, if you
will. (The fact that one can reproduce at
will the sequence of sounds that was pro-
duced on the stage of Town Hall that
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evening through the simple expedient of
placing this recorded memorial on a turn-
table does not, of course, amount to any-
thing approaching the existence of a de-
sign or musical unity. The unity must be
central to the musical experience itself
and must be directed by the consciousness
of the artists involved.)

The second half of the composition
employs a number of simple, folkish
motifs to which the participants return
from time to time (so there was a plan,
at any rate). What bridges these segments,
however, is more of the inchoate, feverish
disorder that marks the first part; again,
no coherence.

Perhaps the high premium these musi-
cians place on the role of intuition in this
music can have meaningful results; one
can only hope they are right. But it would
seem to call for more accomplished and
sensitive musicians than were gathered on
stage at Town Hall this evening. Either
that or they just had a bad night.

The recording is a bit muddy at times;
in the ensemble, for example, it is difficult
to hear the bass, though this is not a prob-
lem in the passages featuring the rhythm
section.

What a pleasure it is to turn to the
music of the Sanders quintet. It has,
among other things, a strong sense of
musicality; both pieces, in fact, are quite
lyrical in their way. The two performances
are ordered, sensitively executed (to the
demands of the music), and quite acces-
sible. (True, they are quite a bit more
conventional than the free-for-all character
of the Ayler piece.)

This was my first exposure to the play-
ing of saxcphonist Sanders. and he’s not’ at
all the perfervid iconoclast the writings of
I.eRoi Jones, among others, had led me to
believe. He’s more a modern mainstream-
er, if I may use such a term, than any-
thing else, with his strong, sure, muscular-
ly lyrical playing firmly rooted in that of
John Coltrane. He has made one of the
most wholly successful working syntheses
of Coltrane’s mode of playing than any-
one I've yet heard (with the possible ex-
ception of the excellent Booker Ervin);
but T would scarcely say, as has Jones,
that Sanders’ approach represents a sig-
nificant extension of Coltrane’s. If any-
thing, Sanders is much more spare and
conjunct, much less complicated and
rhythmically simpler, than is the current
Coltrane.

Sanders’ playing soars with a songlike
simplicity that is most attractive, and his
tone is very like Coltrane’s in its pain-
tinged ardor. He has a pair of beautiful-
ly constructed, flowing solos on Seven;
toward the end of his first one he employs
very effectively a rhythmic figure to which
he returns from time to time, imparting a
nice sense of continuity to his improvisa-
tion.

On Bethera he is much more patently
“new thing” in his playing, employing in
his solo a sequence of cries and harsh-
sounding wails. But they are not gratu-
itous, being, instead, integral to the mood
of the song. Foster enters as from a great
distance with a solo that is equally restless
and “tortured.” The trumpeter seems quite
at home in this music, and his playing,

though occasionally tentative and meander-
ing, is generally strong and assertive. The
free interplay of the two horns at the end
of the piece comes off quite well.

The rhythm section is very good. Miss
Getz' piano is full and complements the
playing of the two horns more than ade-
quately; in solo she holds her own. Her
right-hand lines are coherent and lyrically
spare though not at all dry. Bennett’s bass
participates actively, and drummer Pattillo
generates an appropriately sprung rhythm.

It's a most promising group that has
much to say and which says it authorita-
tively and ungrudgingly—and with no
polemics cither.

One niggling quibble: there seems to
have been a bit of print-through on the
tape, with the result that one hears a faint
pre-echo of the music a split second before
it is played on the disc. (P.W.)

Lawrence BI'OW'II e s s—nee———e————

INSPIRED ABANDON—Impulse 89: Stompy
Jones; Mood Indigo; Good Queen Bess; Little
Brother; Jeep's Blues; Do Notbin' till You Hear
from Me; Ruint; Sassy Cue.

Collective personnel: Ray Nance. cornet; Cat
Anderson, trumpet; Brown, Buster Cooper, trom-
bones; Jimmy Hamilton, clarinet; Russell Procope,
clarinet, alto saxophone; Johnny Hodges, alto
saxophone; Harold Ashby, Paul Gonsalves, tenor
saxophones: Jimmy Jones, piano; Richard Davis,
bass; Gus Johnson or Johnny Hodges Jr., drums.

Rating: % % % %

This is Brown’s second LP. The first,
issued in the mid-'50s, was a bona fide
showcase for his sonorous and lyrical
trombone, but on this he is hardly more
than a featured soloist, one among many.

Only on Do Nothing, his standard fea-
ture with the Duke FEllington Band, is
Brown truly showcased, and he comes off
with flying colors. A broadly romantic
player with a huge, vibrato-laden sound,
he wraps up this old favorite in virtuoso
style. The introduction, invented in the
studio, would make a fine verse for the
tune.

Brown als