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Like the Hope Diamond, the King Trom
bone stands alone .
unequalled, supreme.
An exceptional percentage of ihe world’s
finest trombonists play it. Its reputation is
unsurpassed. King's slide glides with effort
less ease in ali positions. Sterling Silver Bells
produce a full, rich-bodied tone
lyrical,
resonant.The instrument is perfectly balanced
for feather-light action. A King costs more
than a conventional trombone, bill its rare
quality is priceless to the talented artist. You
deserve a King Trombone
unequalled in
the 70 years King craftsmen have set the
standard of excellence.

GREAT ARTIST..,
GREAT REASONS

WILL BRADLEY

The
silken smoothness of
king slides is unequalled.

URBIE GREEN

MM

The

sound of king helps every
musical expression.

KAI WINDING
The
quick response of KING’S
brilliant sound is magnificent

TEMPO
CLEVELAND

New way to complete a combo:
Howard Combo Organ
A wild and wonderful newcomer to the Baldwin family, the Howard Combo Organ has the musical muscle for
today’s big beat. Versatile. Nine distinctive stops that can be used individually or in combination. Four vibrato
effects. Its exciting tonal variety is multiplied by the resources of the Baldwin Amplifier, including Supersound. It’s
portable, and it’s good looking too. Find out more. Mail coupon today.
—

Baldwin

Baldwin
1001 Gilbert Ave., Dept. D0-G9-66
Cincinnati, Ohio 45202
I

Please send me more information on the exciting new
Howard Combo Organ and the name of your nearest dealer.

|

Nam e„_____________________________________________________

।

Address___________________________________________________

I

City________________________ State

Zip__________

Pianos, Organs, Guitars,
Combo Organs
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On tour or in the recording studio, Stan Kenton, XJ v V
Gene Krupa, Nelson Riddle and m
__
other leaders and arrangers who want l»Pg|I"Q P
perfection,“write-in” George Roberts
v WX
W
and his bass trombone for soaring solos; sonorous _
figures and big, brassy bass tones.
fl

And George can do it, because he is a serious, ded
icated musician, a first line professional with the • X •
highest standards. His own recordings are trombone |, 1 J
classics and George Roberts trombone clinics excite " U •
and inspire musicians of every age and every range of ability.
It takes a lot of horn to please a man like that!

But Olds did it, with the S-22 Bass Trombone. And then
promptly named it the George Roberts Model, because here
is a horn that has everything a serious pro7
fessional like George Roberts must take
for granted.

Professionals say it is the easiest, most
responsive horn they’ve ever played, espe
cially in the lower range, which opens
through the smoothest actioned, most accu
rately designed Rotary Trigger Valve ever built.
Light, fast, feather touch slide action is the result
of the carefully fitted, chrome plated inner slide. Made
of extremely thin nickel silver with a spun Re-O-Loy
10-inch bell section, the entire horn is finished with a
tough epoxy that is kept beautifully lustrous with just the
whisk of a chamois or soft cloth.
Ask to try a George Roberts Model bass trombone at
your Olds dealer. You’ll find you don't have to be a
professional to be pleased with an Olds. All you have to
be is particular!

F. E. Olds & Son, Fullerton, California
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Take Five—Recorded Live
at Basin Street East
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Bud Powell
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education in jazz
----------------------- by Johnny Richards
In the last ten years, the high percentage
of young musicians joining bands have
been music school graduates. The
young musician of today tends to take
his work seriously. He wants to do his
work well.
Berklee School of Music in Boston docs
wonderful things in its courses for
young musicians. The Berklee student
has command of all his tools. He relies
on his training just as an attorney or
doctor can.
In my association
with Berklee
trained students
I’ve been im
pressed with their
adaptability. You
don’t have to ex
plain every phrase
as long as the
parts are written
correctly with
proper dynamics
Johnny Richards
and full value.
That’s something some musicians have
a tendency to fluff over . . , when to
cut off a note or how to attack. The
leader or arranger of any band has to
have cohesion in his group without
spending too much time rehearsing.
Time is very important.
It’s a great kick to me to see the way
the Berklee students pay attenlion to
the finer points of intonation and phras
ing. Talent and the will to work and
work hard are important—but, believe
me, even more important for career
musicians is a solid music education.

“^.¿c^cvtcld
For Information . , * write to:

Berklee School of Music
1140 Boylston St.r Boston, Mass. 02215

For those who cannot attend
Berklee at this time . . .
a special
CORRESPONDENCE COURSE
includes:

• Modern

Harmony

• Improvisation
• Dance Band Arranging
• Jazz Composition, etc.
For information write to:

BERKLEE SCHOOL OF MUSIC
Dept. D
1140 Boylston Street
Boston, Massachusetts 02215
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A Forum For Readers

Kudos For Kettle
Hearty congratulations to Rupert Kettle
on his fantabulous article on Elvin Iones
(DB, Aug. 11). It is a complete gas.
Tony Monforte
Binghamton, N.Y.

The Gretsch
“New Sound”
Begins with
Gretsch
Guitar Strings

Superb Zwerin
Keep those articles by Mike Zwerin
coming. His piece on Larry Rivers (DB,
Aug. 11) was superb, even belter than the
one on Miles Davis (DB, March 10).
Since I follow closely the developments in
the world of modern art, this article was
doubly enjoyable.
Rich Wagner
New York Ciiy

And He Played Badly Too
In your Newport Report (DB, Aug. 11),
I thought Dan Morgenstern’s comments
about Miles Davis were strangely euphe
mistic. It was not only Davis’ customary
disdain for his audience; it was not only
his desertion of the stage after completing
solos. He played badly.
Shant Markarian
Milford, Mass.

LeRoi Jones’ Affair
With the death of George Crater, I was
afraid Down Beat would abandon the idea
of a regular column of humor.
I’m happy to see, however, you’ve en
gaged a new humorist, LeRoi Jones. The
Burton Green Affair (DB, Aug. 25) was
a great piece of imaginative comic writing.
The part I liked best was the senlcnce
following the description of Greene's futile
attempts to destroy the instrument with
his bare hands: “On his elbows he laptapped furiously, then subsided to a soft
flap, bap-bap, then to silence. . .
A marvelous pul-on of the “new thing."
Congratulations to LeRoi Jones, whoever
he may be.
Douglas A. Ramsey
New Orleans, La.

In reference to LeRoi Iones’ latest
column, I find myself at a loss in compre
hending what it is that Iones has to say
about whom and for what reason. I'm hip
to the put-down intended, but I fail lo see
why it should require iwo-thirds of a page
to do so.
I suspect that Down Beat is paying
Jones by the word and is being made the
victim of a giant put-on. Surely competent
jazz critics, social commentators, or even
erstwhile esoteric philosophers are not so
scarce as to give credence to such drivel
as the illiterate ramblings of Jones.
Joseph W. Hill
Chicago

Dickerson Nominated
I have read about your politico musi
cians, your black/white, white/black
musicians, because you have made your
readers quite aware of this so-called con
troversy by writing about those who are

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.

t “Electron! a tic” and
“Electromatic” thin
gauge guitar strings
are the strings with
that velvet touch and
magnetic quality pick
up.

fChet Atkins “Coun
try Style” strings are
made to the exacting
specifications of this
famous guitarist. They
respond instantly to
deliver clean-cut highs,
solid lows and always
evenness of tone.

fGretsch “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.)

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

GRETSCH
Free:Colorful new Gretsch guitar catalog. Write:

The Fred. Gretsch Mfg. Co. Dept. 4A-s
60 Broadway, Brooklyn 11, N. Y.

Roger Fugen
The Lido
Paris, France

SLINGERLAND DRUM COMPANY
6633 North Milwaukee Avenue
Niles, Illinois 60648

really not true lo themselves or to the art.
Vibist Walt Dickerson is the only one
playing something new and different on
the instrument, yet you write about every
body but him. He does with two mallets
what most pianists cannot do with 10
fingers. Now, I have heard all the vibe
players because I am trying to play my
self, but Dickerson is the man on that
instrument.
I have seen him as a humane individual
and a true artist. It would be refreshing
to read about a real man like Dickerson
once in a while. Wc know about the
others.
Leon Braff
Philadelphia, Pa.

Dickerson was the subject of a feature
article in the Oct. 25, 1962, issue of Down
Beat.

A Prom For K. D. And R. B.
I became interested in jazz about three
or four years ago. Since then, I have
visited clubs, bought records, attended
concerts, and read the various jazz peri
odicals. But I wanted to do more for the
art I love so much.
So 1 decided to use my influence in my
senior class at high school this year to hire
the Kenny Dorham Quintet and pianist
Ran Blake for our prom. It worked. The
prom was a great success.
I feel that I have proved several things.
The enthusiasm of the teenagers and teach
ers at the dance proved that there are new
audiences waiting to be introduced to jazz.
The success of the dance also proved that
jazz is flexible enough to extend to ’areas
outside the night club. And I proved that
the typical fan can really promote jazz.
So to jazz supporters I say: stop knock
ing musicians you dislike and just do more
for those you do like. The future of jazz
relies on us for support. So support!
Michael Cuseuna
Stamford, Conn.

Critics' Choices Queried
NICK CEROLI
prefers Cameo
the finest in the
drum world
today.
Send for Nick Caroli's newest book
A MODERN APPROACH TO INDEPENDENCE
for the Advanced Drummer $4.00 B

DRUM
COMPANY
9221 S. KILPATRICK AVE.
OAKLAWN, ILLINOIS
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As I was recently thumbing through
past issues of Down Beal, I came upon
two interesting record reviews, Michael
Zweriris review of Dave Brubeck’s My
Favorite Things (DB, March 24) and
Harvey Siders’ review of Ramsey Lewis’
Hang On, Ramsey (DB, April 21).
In the Brubeck review, Zwerin states,
“I was never a Brubeck fan. . . ." Even
though he adds that he respected Bru
beck’s “honesty, sense of adventure, and
intelligence,” his original statement would
be enough to make me suspicious of his
honesty and intelligence in reviewing the
record in an unbiased manner. To give an
album to a reviewer who openly states his
unenlhusiastic interest in the group seems
senseless.
I also beg to differ wilh Siders in the
Lewis review when he says, “whatever
Lewis does, he manages to swing.” Listen
ing to Lewis, I would say that he is greatly
influenced in his jazz by rock-and-roll, not
that his rock-and-roll is influenced by jazz.
Mark Wolf
Skokie, Ill.

A COMPLETE LINE of strings, backed by 70
years of exetusive manufacture, makes
Squier truly ”a string to remember" for:

•
•
•
•

violin
viola
violoncello
bass

•
•
e
•

guitar
mandolin
banjo
ukulele

Since 1890

BATTLE CREEK, MICHIGAN

PAISTE FORMULA 602 CYMBALS ARE AVAILABLE IN 10" THROUGH 24" SIZES IN THIN, MEDIUM AND HEAVY WEIGHTS.

Paiste Formula 602 Cymbals deliver a whole
new world of sound. No other cymbals are as
brilliant... as responsive. Each cymbal is
hammered—by hand—to within a tolerance of
1/100 mm by Swiss craftsmen until it has the
proper sound and solidity. And the sound
and solidity are really there. It’s the brightest
sound around!

Paiste cymbals are distributed exclusively in
North America by the Ludwig Drum Company.

1728 N. Damen Avenue, Chicago, Illinois 60647

Subtle, sophisticated jazz—jazz charged with emotion, crackling with
excitement. It's the sound of Johnny Smith, one of the world's outstanding
guitarists and an artist of sensitivity and deep feeling for the music he plays.

The Johnny Smith model Gibson guitar is as unusual as the artist
who inspired it. With the electronic controls on the pick guard, you hear
all the warm, rich, resonance of the guitar, yet you can amplify that
naturally beautiful tone as much as you like. It's a unique sound,
possible only on this magnificent artist model Gibson. The Johnny Smith
guitar is another example of the creativity and craftsmanship that make
Gibson the choice of professional artists and
acknowledged world leader in fine guitars.

DOWN
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Chet Baker Beaten
In San Francisco
Fluegelhornist Chet Baker was severely
beaten in an attack by five young men in
San Francisco early Aug. 7, after he had
finished his night’s performance at the
Trident in Sausalito.
Baker was driven to S.F.’s Fillmore dis
trict by a member of the band, and after
he got out of the car to walk loward a
cab stand, the five young Negro men be
gan walking alongside him, he reported.
“One of them said, ‘So you come down
here looking for action?’—and with that he
punched me,” Baker said. “Then the rest
joined in. knocked me down, and kicked
me until I was a bloody mess.”
Baker spotted a car filled with white
people and ran toward it. He opened the
door, but when he asked for help, he was
shoved out the door into the hands of his
assailants, he said. They beat him about
the head until he was nearly unconscious,
he said. Then a car with two colored men
pulled up. They chased away the attackers
and took Baker to a hospital.
Baker was treated there for a cut above
his right eye, requiring seven stitches, and
a smashed upper lip. One of his front
teeth was broken.
“The inside of my upper lip was badly
cut because of the jagged edge of the
chipped tooth," the fluegelhornist said. “I
probably won’t be able to play for at least
a month.”
Asked whether he had his horn with
him at the time of the incident, Baker
replied, “No, I left it at the club. But after
I left the hospital, I returned to Sausalito,
told the clubowner what happened, got
my horn, and took a bus back lo Los
Angeles. You know, I wish I had had it
with me. At least I could have used it as
a weapon.”

The Old Army Game
After critic Ralph J. Gleason wrote in
his syndicated column, The Rhythm Sec
tion, that 50,000 Armed Forces Network
transcriptions were soon to be destroyed
in Heidelburg, Germany, things began to
happen.
Congressmen were asked by influential
constituents to look into the matter and,
if possible, stop what was said to be an
official order. After queries from Capitol
Hill, the Army denied that any such order
had ever been issued and that, in fact, the
discs were in the process of being shipped
to the Army’s television station in Los
Angeles for redistribution to U.S. facilities
overseas, mostly to those in Vietnam.
In Los Angeles, Down Beal discovered
that some of the discs had arrived and
that all would be there by the end of the
year. A spokesman for the Army station
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said that there would be a total of 40,000.
Gleason had got his information from
big-band fan and recording engineer Wally
Heider, who had learned of the supposed
order while he was visiting in Europe
recently. Among the transcriptions, which
were recorded from broadcasts, mostly in
the mid-’40s, are numerous performances
by the big bands of Duke Ellington, Woody
Herman. Boyd Raeburn, Dizzy Gillespie,
Benny Goodman, Jimmie Lunceford,
Lionel Hampton, Count Basie, Fletcher
Henderson, Harry James, Andy Kirk,
Benny Carter, Jay McShann, and Billy
Eckstine.
One of the small bands reportedly in
cluded in the fund of recordings is a septet
led by trumpeter Gillespie in 1945 at Billy
Berg’s club in Los Angeles. The personnel
of that group included Charlie Parker, alto
saxophone; Lucky Thompson, tenor saxo
phone; Milt Jackson, vibraharp; Al Haig,
piano; Ray Brown, bass; and Stan Levey,
drums. The group made no records for
public release.
Olher artists represented in the collection
are Billie Holiday, Art Tatum, the King
Cole Trio, Kid Ory, and Louis Armstrong.
“One of the prize items,” Heider told
Down Beat, “is a special memoriam by
Duke for President Roosevelt. It doesn't
exist anywhere except on an Armed Forces
transcription.”
In the wake of the discovery, a move
ment is afoot to tape all the recordings and
place them in a repository, probably a
privately endowed foundation, where they
would be available to researchers.

New Orleans Style
Funeral For Powell
Television cameras, reporters, and scores
of photographers were on hand Aug. 8 to
follow Bud Powell’s cortege as it moved
through the streets of Harlem on its way
to St. Charles Church.
In the lead was Harlem’s own Jazzmobile, appropriately draped for the oc
casion, and carrying a jazz band. There
was a uniformed honor guard from
HARYOU. It was followed by the honor
ary pallbearers and a group of friends and
fans. A “second line” marched along the
sidewalk, which was crowded with curious
bystanders.
The idea of using a band, it was said,
was inspired by the tradition of New
Orleans funerals. But in that southern
city, the bands play solemn music on the
way to the church, saving their jazz for
the march home; the band for this funeral
played jazz from the start (the members
were Benny Green, trombone; John Gil
more, tenor saxophone: Barry Harris,
piano; Don Moore, bass; Billy Higgins,
drums; and, at the last moment, Lee Mor
gan, trumpet). First came Now’s the Time
and then, perhaps more appropriately, a
dirgelike 'Round Midnight followed by
two Powell lunes, Bud’s Bubble and Dance

of the Infidels.
The music stopped when the cortege
reached the church. The pallbearers, in
cluding musicians Max Roach, Tony Scott,
Eddie Bonnemere, Kenny Dorham, Willie
Jones, Hayes Alvis, and Claude Hopkins,
brought Powell’s coffin into the church
where, many years before, he had been an
altar boy.
Msgr. Owen I. Scanlon delivered the
eulogy, first tracing the pianist’s career in
formal biographical terms and then con
tributing some personal reminiscences of
Powell as a child. The monsignor recalled
that Powell would sometimes come to
church and play the organ.
Excepting the far-from-discreet presence
of the television and news photographers,
it was a dignified and solemn ceremony.
Among the mourners were pianists
Waller Bishop Jr., Thelonious Monk, Sam
Price, Billy Taylor, and Randy Weston, as
well as many other musicians, including
Yusef Lateef, Gary Bartz, Russell Moore,
Freddie Roach, and George Reed.

Latest On Monterey
Possibly the only thing as changeable
as foreign policy and a woman’s mind is
the announced program of a jazz festival.
Following is the latest—at presstime—•
schedule of the 1966 Monterey Jazz Festi
val, to be staged Sept. 17-19 at the Monte
rey County Fairgrounds in California.
Arranger-composer Gil Evans, in his
first appearance at any jazz festival, will
organize and lead the festival’s large or
chestra for most of the festival’s perform
ances. Bassist Ray Brown will be the band’s
concertmaster and the festival’s music
director.
Baritone saxophonist Gerry Mulligan
will be present throughout the festival as
what the festival’s general manager Jimmy
Lyons terms musician-at-large, playing
with various groups, including the Evans
orchestra.
The opening-night program will include
the orchestras of Evans and Count Basie
(the latter replaces the Miles Davis Quin
tet, which was announced for the spot but
has a Scandinavian commitment on that
date), and the Dave Brubeck Quartet.
The Sept. 17 afternoon’s blues show is
to follow the format of singer-writer Jon
Hendricks’ Evolution of the Blues Song,
which was commissioned for the 1960
Monterey festival. Hendricks will narrate
the show, which is to feature Muddy
Waters’ band as well as singer-pianist
Memphis Slim, who is making his first
appearance at a U.S. jazz festival. Other
artists are to be singers Jimmy Rushing
and Willie Mae (Big Mama) Thornton,
harmonica player Shakey Horton, Paul
Butterfield’s blues band, and a rock-androll group known as Jefferson Airplane.
The Sept. 17 evening program will in
clude the Cannonball Adderley and Randy
Weston quintets, the Elvin Jones Quartet,
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and guitarist Bola Sete’s trio. Adderley
also is scheduled to play with the Evans
orchestra.
The theme for the afternoon of Sept. 18
will be modern music, with the Evans
orchestra featured in a program of works
written for the occasion. The John Handy
Quintet, a hit at last year’s festival, will
return on this bill. Other attractions at ihe
afternoon session will be the Charles Lloyd
Quartet and Don Ellis’ 16-picce Hindustani
Orchestra.
The Duke Ellington Orchestra, singer
Carmen McRae, and the Weston group
will be on the festival’s closing program.

Dave Baker Named
I. U. Jazz Head
Composer-cellist Dave Baker has been
named to head Indiana University’s jazz
department. He replaces Jerry Coker, who
now teaches at the University of Miami.
Baker, who won Down Beat's Inter
national Jazz Critics Poll as new-star trom
bonist in 1962, formerly played wilh the
George Russell Sextet, as well as leading
a highly regarded big band during his
student days at IU. Soon after he won the
Down Beat award, Baker switched lo cello
because injuries suffered in an automobile
accident made it impossible for him to
play trombone.
In addition to numerous private students,
Baker has taught for the last two years at
Butler University in Indianapolis, his home
town.
At Indiana he will have three big bands
and three assistants at his disposal. In
1964 the lop band won the Collegiate Jazz
Festival competition at the University of
Notre Dame and. as a result, was sent on
a tour of India and the Middle East by
the U.S. State Department. At Iasi year's
CJF, while the first band was on the tour,
the No. 2 band competed and look first
place among big bands.
Shortly before he took up residence on
Ill’s campus in Bloomington, Baker’s A
Modern Jazz Oratorio Based on the 22nd
Psalm was given three well-received per
formances in Indianapolis. The composi
tion will be performed there again Oct. 23.

Granz Announces
Jazz Film Plans
Norman Granz the camera man has al
most as many irons in the photo fire as
he once had live performances when he
was jazz’ ranking impresario.
In recent years a resident of Switzer
land, he let fly a flurry of announcements
after last month’s jazz festival at Antibes,
France, all having to do with camera
work, past and present.
Of greatest fascination probably was his
statement that in 1945-46 or so he shot
a jazz film featuring Charlie Parker, Cole
man Hawkins, Buddy Rich, Lester Young,
Ella Fitzgerald, and Bill Harris, among
other Jazz at the Philharmonic stalwarts.
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Unfortunately, he somehow never has got
around to editing it.
“All the music was pre-recorded, of
course," Granz said, of the potentially his
torical document, “and none of it has been
heard publicly. It includes a fabulous Body
and Soni by Parker and Hawkins, and
there is enough film in the can for a onehour feature.”
Which would be dandy all right, but
right now Granz has another project in
the works—a color feature-length film of
the Duke Ellington-Ella Fitzgerald Euro
pean tour next year.
He originally planned to begin the film
at the Antibes festival, but technical prob
lems arose to rule out the use of color
film. Instead, Granz brought in German
television director Alexander Arnz and a
camera team from Ptiris to film the Elling
ton-Fitzgerald part of the festival in black
and white.
Since making Jamming the Blues in
1944, Granz said he has nursed an am
bition to make another jazz film. The
color production planned for next year
will feature the musicians and Miss Fitz
gerald offstage as well as on.
Granz also revealed that a year ago he
bought film rights to the Ellington life
story.
“The Duke is nol only the most impor
tant man in jazz but also a great pro
tagonist for minorities,” the producer said.
“The film will tell the true story—there
will be no romancing.”

Two Schools Offer
Fall Jazz Courses
A unique jazz history course, wilh live
music to illustrate phases of the music and
distinguished lecturers and jazz musicians
doing most of Ihe teaching, will be offered
this semester at Tulane University. The
course is a co-operative venture, sponsored
by Tulane and Loyola universities, the
New Orleans Jazz Club, and the Music
Therapy Fund.
Richard Allen, of the Tulane Jazz
Archives, and Michael Carubba, dean of
Loyola's Music School, are discussion
moderators.
The nine-week program begins Sept. 19
wilh trumpeter Punch Miller talking about
early New Orleans bands. Miller's band
also will perform. On Sept. 26 siirgeonguitarist-jazzophile Dr. Edmond Souchon
will discuss the origins of jazz in blues,
spirituals, marches, folk songs, and early
popular songs.
The Oct. 3 session will feature a film
on funeral bands and a lecture on brass
bands and Creole folk songs by Danny
Barker, guitarist and assistant curator of
the New Orleans Jazz Museum.
Pianist Armand Hug will lecture on and
give demonstrations of various piano styles
at the Ocl. 10 class. Assisting Hug in the
discussion and music will be veteran drum
mer Monk Hazel. On Oct. 17 Dr. Henry
Kmen, music historian and well-known
reed man in the New Orleans area, will
lecture on the repertoire of standard New
Orleans bands, European influences on

New Orleans jazz, and the swing era. The
Crawford-Ferguson band will illustrate the
lecture.
The Oct. 24 program will consist of a
panel discussion on big-band jazz, with
Dr. Kmen and saxophonists Al Betletto
and David Winstein participating.
Modern jazz will be the subject of a
lecture by pianist Ellis Marsalis Oct. 31.
Marsalis played with the New Orleans
Jazz Quartet and has recorded with Nat
and Cannonball Adderley. He will illus
trate his own lecture, which will be a
discussion of the relation of jazz to rockand-roll. On Nov. 7 Belletto will continue
the discussion of modern jazz, bringing his
quartet in to illustrate his lecture. The
final session, Nov, 14, will be a jazz con
cert. The participanls had not been an
nounced at presstime.
The New School for Social Research in
New York City will offer four jazz courses
during its fall semester beginning Sept. 19.
Jimmy Giuffre, clarinetist-saxophonist
and composer, will give a course in jazz
phrasing and interpretation, intended for
both qualified jazz musicians and classical
ly trained players interested in jazz. Per
mission to lake the class, which will meet
Tuesdays at 4 p.m., must be obtained from
Giuffre prior to registration.
Pianist-composer Hall Overton will con
duct a workshop course, “The Art of
Jazz,” which will explore the problems of
jazz improvisation. There will be frequent
guest appearances by prominent musicians.
Students will be given weekly assignments,
but auditors arc permitted to attend class
meetings, which are scheduled for Thurs
days at 6 p.m.
Critic Martin Williams will teach “An
Introduction to Jazz,” covering the basic
techniques of the music, a survey of its
evolution, and the contribution of major
players and composers. No technical knowl
edge of music is required for the class,
which meets Fridays nt 6 p.m.
Dr. Douglas Bray, president of the Duke
Ellington Jazz Society, will conduct a
course covering Ellington’s music and
career from 1925 lo now, with recorded
illustrations. This class will meet on Fri
days at 8:10 p. m.

Potpourri
Duke Ellington was cited as the
"greatest composer and interpreter of
American music,” by Boston Mayor John
F. Collins last month. Special mayoral
assistant Lemuel M. Wells, who made the
presentation after Ellington’s concert of
sacred music at the Union Methodist
Church, said the salute was made in the
name of his “proud fellow Americans.”
•
Composer Gunther Schuller has been
named president of the New England
Conservatory of Music in Boston. Mass.
Among his many credits in the jazz world
was his service as conductor at several
recording sessions at which his own music
and that of such composers as Charles
Mingus, Ornette Coleman, and Jimmy
Giuffre was performed. He was 1he first

conductor of Orchestra U.S.A., a resident
New York city jazz group organized by
pianist John Lewis. Schuller also was
music director of the 1962 Monterey Jazz
Festival. A French hornist, he played on
some of the well-known 1949-50 Miles
Davis Nonet records. In the late ’50s,
Schuller began writing jazz criticism for
Jazz Review and, later, other publications.
In the last five years, he has concentrated
on writing for and conducting symphony
orchestras.
*
A jazz chair is being established at the
University of Washington’s school of music,
according lo composer William Bergsma,
who was appointed chairman of the school
last year. Joining the faculty this fall quar
ter on a full-time basis is Bill Smith, one
time clarinetist and baritonist wilh the
Dave Brubeck Octet. Smith has studied at
Juilliard and, like Brubeck, with pianist
composer Darius Milhaud at Mills Col
lege. At Seattle, Smith will have as a col
league ethno-musicologist Robert Garfias,
who recently returned from a research trip
to the Philippines with pianist Bud Shultz,
formerly leader of the house band at Se
attle’s Edgewater Inn. Garfias is a former
allo saxophonist and has been recorded
as a tamboura player with the Indian
musician Ali Akbar Khan.
An Aug. 14 benefit performance for the
scholarship foundation of Ramblerny
School for the Performing Arts in New
Hope, Pa., featured singer Morgana King
and an all-star septet led by alto saxo
phonist Phil Woods. Trumpeter Clark
Terry, trombonist Melba Liston, tenorist
Chris Swansen, pianist Don Friedman,
bassist Steve Swallow, and drummer Mel
Lewis composed the group. The preceding
day Woods led the Ramblerny lazz Band
in its first concert at the school. The pro
gram was taped by Radio Liberty for
broadcast in Eastern Europe.
•
Arranger Quincy Jones is using all
jazzmen in Ihe combo playing his score
for the new video series Hey, Landlord.
The personnel includes trumpeter Jimmy
Zito, trombonist Bill Byers, reed men
Tony Ortega and Jack Nimitz, vibist
Charles Shoemaker, bassist Max Bennett,
and drummer Earl Palmer ... Also in the
land of small screens, when the Green
Hornet begins this fall on ABC-TV, the
trumpet heard playing the Neal Hefticomposed theme will be that of AI Hirt.

Lead trumpeter Bill Chase was the
latest to leave the ranks of the Woody
Herman Band. He left after the Herd's
recent stand at the Tropicana Blue Room
in Las Vegas, where he said he will settle.
After eight years on the road with Her
man, Chase was lured by the prospect of
staying in one place and a job with Earl
Green’s orchestra at the Dunes Hotel’s
lounge in Las Vegas.
•
A famous landmark for big bands was
destroyed by fire in August. The Rendez
vous Ballroom at Balboa Beach, Calif.,
built in 1928, went up in smoke in a pre
dawn blaze that was believed to be caused

Liberate TV Cameras!
Second Chorus
During the last year, I’ve been in
volved with a weekly WNBC-TV series
on the arts—music, sculpture, theater,
films, folk music, comedy, chamber
music. One of the jazz programs focused
on Cecil Taylor; and for that half-hour,
Paul Freeman, the producer-director, de
cided to let the cameramen improvise
lo a much greater extent than is usually
permitted on television, even public
service television.
The results were instructive on several
counts. During rehearsal, there was the
predictably skeptical obbligato from the
crew—variations on “where’s the mel
ody?”
But gradually, the intensity and the
surging energy of Taylor and his col
leagues got to the cameramen. Chal
lenged, moreover, by the chance to do
some creating themselves, they plunged
into ihe actual show with some of the
disciplined passion of the musicians.
Visually the program was uncommonly
stimulating, with much more complex
dynamics (visual dynamics) and textures,
as well as patterns of movement, than
usually can be seen outside the work
of the more probing younger film makers.
(One of the many potentials television
has largely left unexplored is the use of
the camera. Dramatic shows are still
shot more from a literary perspective
than in ways utilizing the scope and
depth of the eye. Music shows, for ihe
most part, are still shot as if to give
viewers the illusion of being in a concert
hall rather than expanding the ways in
which the eye and ear can interconnect
to free the emotions.)
Freeman, moreover, understood that
much of the motion and structural direc
tion in Taylor's music was textural—a
collective exploration in which soloists
are persistently sustained by and sustain
the whole.
Therefore, he generally avoided oneto-one shots, that is, quick cut to a
soloist when he began and then a move
lo another face or hand when the next
soloist started. By picture selection, he
got inside the collective experience of
the musicians.
I’m not saying that when it was over,
the crew had all become Cecil Taylor
converts. But they quite clearly had had a
more satisfying half-hour—as craftsmen
turned into creators—than was their
common condition at work. And I do
think—though I can't prove it—that the
open emotion of the musicians, however
unfamiliar the outer contours of what
they played, had a great deal to do with
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spurring the cameramen to quickened
sensitivity and daring.
I wish that ihe liberation of camera
men were not so rare on television.
Ralph Gleason’s Jazz Casual series
gave its crews room to improvise, and
the programs accordingly were, as a
whole, the most spontaneous of all jazz
television series so far. But this kind of
releasing of cameramen’s creativity need
not, of course, be limited to jazz.
Admittedly, there is all too little on
commercial television to stimulate a crew
even if the director were to let them
loose. But oflen the subjects on educa
tional television have the potential power
of mood and matter to lead lo a much
more venturesome visual exploration of
them. And yet, so much of educational
television is just as pictorially circum
scribed and deadened »as what can be
seen on the commercial networks.
Perhaps the indigenous use of televi
sion as television will be accelerated by
those now getting their training in the
increasing number of university-based
television stations, though I hear that
among the academies, too, not many
chances are taken.
But maybe one university station may
yet lead the way. Already we have
burgeoning activity in film-making on
campus, and some of those films are un
commonly provocative, surprising an au
dience into seeing—and thereby feeling
—in new ways. And drama schools, in
their curricula and training methods, are
also taking cognizance of breakthroughs
in the theater.
Yet television, though comparatively
new in age, has so swiftly become the
most static of the media, not only in
content but, again, in the ways in which
the camera is used.
One of my more fanciful visions is a
university center in which authentically
hip drama troupes, jazz groups in resi
dence, writers, dancers, and painters
would intersect in productions that
would begin to show what television is
capable of.
In such a center, producers, directors,
and cameramen could be trained—or,
rather, could train themselves—in dis
covering ways of shooting and pacing
that would be uniquely idiomatic to tele
vision.
Where would they work after that
training? I expect they'd have to infil
trate Ihe establishment, commercial and
educational. But that can be done. Il’s
happened, to some extent, in the movies,
and it’s happening in the theater.
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JaZZ On CampUS

By george wiskîrchen, c.s.c.

Is THE STAGE-BAND MOVEMENT or edu
cational jazz in trouble? After several
years of rather phenomenal growth, is
the movement unhealthy, perhaps at
rophying and dying?
Statistics indicate that more school
bands are in existence now than ever
before. There are more college festivals
and contests now, with several new ones
gestating for next spring.
Yet, there is an uncomfortable feeling
in the air. Many have been maintaining
that the stage band, or, more specifically,
jazz, is educationally valid, I feel that
this is where the problem emerges. Most
stage-band programs are not education
ally valid because they simply do not
tend toward jazz. They have become
stagnant in the plethora of bad arrange
ments that are still flooding an already
garbage-laden market.
Recently, I had an opportunity to ex
amine the stage-band library in a public
high school music department in the
Midwest. The concert band and orchestra
in this school are excellent. The students,
most of superior caliber, read and per
form the finest in the literature, both
traditional and modern. Much of what
they do is college level. But out of the
better than 100 arrangements in the
stage-band "book" scarcely a half dozen
were musically good. The director com
plained that his students fluif off working
in the stage band—that he has difficulty
getting students and holding interest.
I don’t think this is surprising in view
of the fact that they are challenged and
stimulated by good music in the concert
band and then are subjected to (and ex
pected to like—for a variety of reasons
—all specious) bad stock arrangements
of pop tunes.
Students are not stupid. They can
innately spot poor music after the open
ing chorus of a bad arrangement.
Jazz is, and must be, the saving factor
in the stage-band program, and, un
fortunately, very little of it is being
taught. If we don’t progress to the jazz
style of arrangement, with space for
improvisation, we arc failing. If we don't
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help the students learn to express them
selves on their instruments extemporane
ously and correctly, we are failing. If
we don't put some opportunity for viable
communication and personal expression
of emotions into the big-band experience,
we are failing, and the stage-band move
ment is sick—or worse.
The publishers haven’t helped much,
and now many are disenchanted with
stage bands.
In the first rush of expansion they
trampled each other and the music, try
ing to carve out a sizable chunk of the
new market for themselves. As a tribute
to the good taste of many directors,
much, of the bad is still on the store
shelves. So publishers tapered off.
The ones who are still grinding it out
are not in any way aiming at jazz but
seek to debauch the stage band still
further with stock arrangements of pop
tunes designed to hit the lowest common
denominator and turn the stage band
into a miniscule pep band. The dealers
arc concerned because much of this
stuff is not selling, and yet there are far
loo many directors who are selling out
the approach to jazz for the pop-pep-pap
approach.
Not all publishers fall into this cate
gory. Unfortunately, many of the ones
who made good contributions have now
become discouraged. If the publishers
would give us educators good, jazz-ori
ented arrangements with plenty of solo
space, they would sell.
Even so, there certainly has been an
appreciable improvement in style and
interpretation in some areas and in
many schools. But the sorry fact is that
loo many arc still headed in the wrong
direction. Wilh the whole of school
music being challenged and subjected to
criticism, we can’t at this time afford the
luxury of a questionable and unjustifiable
program.
Now would be a good time to re
evaluate our stage-band programs and
start to deepen our commitment to ed
ucational jazz—with the emphasis on

by a cigaret in the janitor’s closet. The
$450,000 ballroom was famed for its debut
of the Stan Kenton Band in 1941 and,
a few years earlier, Gil Evans’ first orches
tra. In 1957 the ballroom operators had
their license revoked when the city coun
cil ruled the Rendezvous had become a
trouble spot. In a final blaze of irony, it
was learned that a rock-and-roll group
named the Cinder Men had finished its
gig there just a few hours before the fire.
•
When pianist Walter Bishop Jr. went
swimming in August al Bash Bish State
Park and Falls near Copake, N.Y., he
suffered minor cuts and bruises afler
taking a spill from a slippery cliff. While
not wishing to make light of the accident,
which could have been serious, his com
panions on the trip, bassist Bill Wood
and drummer Lennie MeBrowne, suggest
ed a humorous headline for the incident:
“Bish Bashed at Bash Bish” (the pianist is
known among his friends as Bish).

Strictly Ad Lib
NEW YORK: During August the
Harlem Cultural Council’s Jazzmobile of
fered concerts at various locations in the
city. Included during the month were the
Lucky Thompson Octet, Frnnk Foster
Band, Waller Bishop Jr. Quintet, Charles
McPherson Sextet, Howard McGhee Band,
Cedar Walton Sextet, Lee Morgan Quin
tet, Boland Kirk Sextet, Roland Alex
ander Sextet, Kenny Dorham-Joe Hen
derson Band, Clifford Jordan Sextet,
Thad Jones-Md Lewis Band, Grant
Green-John Patton Quartet, McCoy Ty
ner Sextet, Shirley Scott Trio, Dizzy
Gillespie Quintet, Walter Davis Jr. Sextet,
Don Friedman Quintet, Art Farmer
Quintet, Blue Mitchell Sextet, Billy Tay
lor Band, Vera Auer Quintet, and Clark
Terry Quintet, The series was sponsored
by P. Ballantine & Sons and the Music
Performance Trust Funds of the Record
ing Industries . . . Following several high
ly successful Monday night appearances at
the Five Spot, drummer Elvin Jones’
quartet (tenor saxophonist Frank Foster,
pianist McCoy Tyner, bassist Paul Cham
bers) has been booked for an indefinite
engagement at the club upon its return
from the Monterey Jazz Festival later
this month . . . Pianist Randy Weston’s
septet (Ray Copeland, trumpet and flucgelhorn; Booker Ervin, tenor saxophone;
Cecil Payne, baritone saxophone; Bill
Wood, bass; Big Blnck, conga; Lennie
McBrowne, drums) goes west for a sixweek tour of California, beginning Sept.
10 with a two-week stay at the Both/And
in San Francisco (with time out for an
appearance at the Monterey festival), fol
lowed by a concert Oct. 10 at the Candle
wood Country Club in Whittier and five
concerts at the University of California
campuses in Los Angeles, Irvine, San
Diego, Riverside, and Davis as part of the
Festival of Negro Arts program, Oct. 17
21. The tour ends with a concert at the
Pilgrimage Theater in Hollywood Hills
(Continued on page 48)

Bystander

By martin williams

The Institute of Jazz Studies began
in the 1920s as the personal collection of
Marshall Stearns. It became probably
the most comprehensive repository in
existence of recordings, books, maga
zines, memorabilia, etc., on jazz.
For several years Stearns was in touch
with the music division of the New
York Public Library. The prospect was
to turn the institute’s collection over to
that establishment, and the mutual feel
ing was that the time to do it would be
when the music division moved to its
new, larger quarters at Lincoln Center
for the Performing Arts.
The music, theater, and dance collec
tions of the library are now housed in
newly completed quarters at Lincoln
Center. But the collection of the Institute
of Jazz Studies will become part of the
library of Rutgers, the state university of
New Jersey.
I could not imagine why such a col
lection should be housed in New Bruns
wick, N.J.—unless it is to serve as a mis
placed memorial to pianist James P.
Johnson, who was born there.
Stearns explained that he wanted the
collection to be kept constantly up to
date in magazines, books, and records,
and he wanted it to be kept separate
and autonomous. The only one of several
institutions he offered it to that would
agree to these conditions was the library
at Rutgers.
Alas for Lincoln Center.
At the moment, besides its libraries of
the performing arts, glorious Lincoln
Center consists of three auditoriums—
Philharmonic Hall, the New York State
Theater, the Vivian Beaumont Theater
and, by late this year, the new Metro
politan Opera House—plus a parking
garage.
Let’s take that garage first.
Presumably it is there to accommodate
visitors to the auditoriums—on occasion
all three of them, and when the Metro
politan opens, four of them. It has two—
count ’em, two—-exits. Along about 11
p.m., with a few hundred cars gtinning
to get out, the exhaust fumes begin to get
rather thick. Some patrons have been
taking to nausea and fainting spells. The
management called in an air-pollution
expert. To judge from a story in the New
York Times, the expert felt that the
patrons had no business passing out and
throwing up all over Lincoln Center’s
fine new garage—the air didn’t test out
to be so bad.
Then, there is Philharmonic Hall.
The New York Philharmonic Orchestra
moved its headquarters there from Car
negie Hall. Carnegie Hall is one of ihe
most acoustically perfect large auditori
ums in the world. Philharmonic Hall
is an acoustical nightmare.
The experts who planned it were
called back again, again, and still again.
The center poured in several thousand
more dollars in acoustical improvements.
Now it turns out that the final solution
may well be that an engineer, riding
gain on a bunch of microphones and
amplifiers and loud-speakers, is going to

Blues for Lincoln Center
have more control over the sound of the
New York Philharmonic than Leonard
Bernstein.
Then there's the New York State
Theater.
Of course, New York City needed
such a hall for its ballet company, its
opera company, and its musical-comedy
revivals. Of course it did, except that it
already had the New York City Center,
which had been housing its ballet, opera,
and musical-comedy revivals.
And there is the Vivian Beaumont
Theater.
That’s where American repertory thea
ter is going to be, (What, one wonders,
is American repertory?) But that project
has taken a lot of heavy criticism in the
two years of its existence. Maybe I
should cool it on the Lincoln Center
repertory theater.
Which brings us back to the library—
the library that could not afford to main
tain the collection of the Institute of
Jazz Studies.
The present music library is a com
bination of two former branches: the
music colleclion that was once at the
main branch of the New York Public
Library at 42nd St., plus the old music
library at 58th St, and Lexington Ave.
When the move got under way, these
two collections were first closed to the
public to be inventoried. Then they were
packed up for transfer to their new
quarters. Those two operations left New
York City and all its musicians, scholars,
journalists, and fans without a music
library for quite a while because it was
about 11 months before anybody got
the stuff counted, moved, unpacked, and
installed at Lincoln Center. The news
papers, meanwhile, were full of public
apologies about “a shortage of funds.”
In the new library, scores can be bor
rowed and taken out, to “circulate,” as
librarians put it. So any scores that were
judged in too bad shape lo be circulated
—those torn and dog-eared pieces of
music—were . ,. stored? No, not stored.
Given to other institutions? No. Some
how repaired or reproduced? No. They
were discarded.
Another thing: one of the most valu
able community functions of the old
58th St. music library was its circulating
collection of orchestrations that were
regularly on loan to nonprofessional
orchestras and bands around New York.
The Lincoln Center music library now
is lending out all other kinds of music,
but it is not currently lending out these
orchestrations, and the material is stored.
Pending. Pending what? Outrage. I sup
pose. Anybody got any outrage?
The Lincoln Center library also has a
new collection, consisting of recorded
sound, including that on cylinders and
discs dating back to the 1890s, of both
spoken word and music, among which
items are piano rolls and many unique,
noncommercial acetates. This collection
—the Rodgers and Hammerstein Ar
chives—consists of gifts to the library
(several from local radio stations, by
the way, and, therefore, including much

popular and some jazz material), which
have accumulated over the years but
which the library never could afford to
inventory, house, and set up for use by
the public.
After much discussion and many
changes of mind, it was decided lo pul
the record collection and playing equip
ment in the basement of the building
and run an enormous complex of wires
and phones up to the fifth floor, where
listening facilities were to be provided.
Maybe they consulted the same acoustical
engineers who worked over there at
Philharmonic Hall.
From its opening day, the sound
archive was equipped with several ex
pensive transcription turntables that play
at 78, 45, and 33)5 rpm. It happens,
though, that in the early days of disc
recording there was no such thing as a
standard speed. It was quite common to
record at whatever speed would enable
one to get a whole selection onto a teninch or sometimes eight-inch disc. The
only way to tell the “correct” speed of
one of those early records is to find out
the key of the piece and keep fooling
around with a rheostat until the turntable
speed and the key jibe. The Rodgers and
Hammerstein archives—with its expen
sively carpeted floors, its heavily draped
windows, and its chrome-plated glass
doors—still does not have one true vari
able-speed turntable.
Obviously it needs one. And that ain’t
all it needs. It needs a complete record
ing laboratory to put onto tape all its
variable-speed recordings, all its piano
rolls, all its cylinder records, all its
rapidly deteriorating acetate records, and
all its rare and fragile 78 discs, Which
is to say that il badly needs money.
So, once again, they need money over
at Lincoln Center.
I’m thinking of forming a Committee
in the Interest of the Cultural Future of
New York and the Rest of the Country,
and I’m determined to get some pretly
big names together—the list should look
impressive on our stalionery and bro
chures.
Our first project is going to be; tear
down Lincoln Center, Except for the
theater, music, and dance libraries, for
which I have hope. I hope they get their
money. Public institutions, by and large,
do better at preserving the past than in
putting on shows for the present—at
least in this country. Therefore, I hope
the Lincoln Center libraries get their
money. And maybe if they get enough
money, they could dicker with Rutgers
and Marshall Stearns for the collection
of the Institute of Jazz Studies.
More important, maybe the presence
of a respectable and active jazz library
would inspire a certain confidence and
bring forth certain contributions. Sup
pose, for example, we could go to Lincoln
Center and find Scott Joplin’s manu
scripts as contributed by his estalc. And
Don Redman’s and Fletcher Henderson’s
scores. And John Hammond’s collection
of off-the-air recordings. And .., well,
think about it.
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CANNONBALL ADDERLEY: "He personified an era of in
novators. His personality, personal health, and, above all,
his music epitomized the whole thing. Thank God there
was such an era. Thank God there was a Bud Powell."

Tribute To Bud Powell-

CHET BAKER: "He was the daddy of the modern pianists
—the greatest since Tadd Dameron, especially when it
came to breaking away from stride playing. He was the
daddy, especially in laying down chords and comping."
RAY BROWN: "His death is not as much of a loss now as his

illness was 10 or 12 years ago. That was the real tragedy,
because he never got the chance to mature musically,
never realized his full potential. Bud was one of the in
novators. Never copied Diz or Bird; he had his own thing
going. 1 worked with Bud in the early '40s . . . met him
through Dizzy Gillespie. I really enjoyed playing with
him. He was the first guy to really exploit the right hand,
you know, in a linear sense, while playing those spasmodic
things with the left. The very first time 1 ever heard Bud
play—before I met him—was with Cootie Williams' band.
He was playing Cherokee. He always liked that tune. He
played so much piano, it was incredible, h’s a shame he
never recorded more than he did. Bud made one hell of a
contribution to jazz. Many oj us borrowed from him."
DAVE BRUBECK: "So many oj the bebop guys were narrow
in their musical tastes, but Bud wasn’t just interested in
his own music. Most of his imitators were far more nar
row than he because they just imitated one facet of Bud.
They rarely could play a ballad with the depth he could.
They imitated the rhythmic force and more of the harsh
ness oj his playing than they did the lyricism. The last
time I heard him, at a festival in Essen, Germany, in 1960,
he was really saying something. If he could have stayed
on that upward swing, it would have been great."
RAY BRYANT: "His playing was the most influential step
in jazz piano, a most important step, for he carried jazz to
a certain plateau, a new level, the height of which perhaps
has not been equaled. He influenced everyone after him,
and even those who had come before him—when they heard
Bud, they changed their own way of playing. He was to
the jazz piano what Charlie Parker was to the alto sax and
Dizzy Gillespie was to the trumpet. The way Bud played,
particularly years ago, he was clear as a bell; everything
made sense, and it was all spontaneous. There was no im
proving on what he did. He put things in the right place,
and he did it spontaneously. Without Bud 1 don't know
where jazz would have gone. I am glad he happened."

JAKI BYARD: "His death was a great loss. It is a damn
shame that when he was alive, people didn't give him the
same kind of help that he got for his funeral. He was a
very good pianist who influenced many other piano play
ers. In the ’40s his influence was very big. His music was
fresh then, but in later years his playing became filled with
sadness. This was probably due to his illness.’’
HARRY EDISON; "Not much you can say, is there? The
man was a genius."
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BILL EVANS: "There are a million things 1 could say. But

one thing, a hell of a lot more should have been said and
done jor him when he was alive. His was the most com
prehensive composition talent of any jazz player I have
ever heard presented on the jazz scene. He had the po
tential of a true jazz player. He expanded much in a
legitimate, organic way. Because of his history, he never got
to use that potential that much, though he did plenty. His
insight and talent were unmatched in hard-core, true jazz."
MAYNARD FERGUSON: "I heard about Bud Powell and
Lenny Bruce at the same time. They both had brilliant
minds, and as far as the way they chose to live their lives
—well, if you can’t perceive the message, then forget it.
Ordinarily. I'm not sentimental about death, but in Bud’s
case 1 think it means peace at last. Makes you stop and
pause, doesn't it? Do creative people have to be so un
happy? 1 first met Bud at the Royal Roost in New York.
It was 1948, and I had just come to this country from
Canada. He was so gracious to me. I’ll never forget it.
But I couldn’t figure how he could sound so great one night
and so bad the next. 1 didn’t understand the game then."

-From His Compatriots

J. J. Johnson: "In my opinion, the real tragedy lies in

the fact that because of Bud’s prolonged battle with mental
illness, many so-called jazz buffs and curiosity seekers
knew Bud only as an oddball or weird character. Only his
old friends and the seasoned jazz fans knew the real Bud,
who was warm, witty, and one of the most intelligent
persons I ever knew."
SHELLY MANNE: "I used to play with him on 52nd St.

Last time I saw Bud was in Paris about five years ago.
Played together then too. He was a strange man—ex
tremely disturbed. But he was an important musician. One
thing struck me: even though he was such a giant, he was
kind of forgotten with this 'new thing.’ Yet I’d have to
say that Bud was as influential as Monk. Bud’s intros and
comping and his solos were classic. We used to listen so
intently when we were kids. Now, when I occasionally go
back to his recordings, they’re still classics."
LES McCANN: "First time I met Bud—it was at the Blue
Note in Paris—he came over to my table and was ex
tremely cordial, saying, ‘So glad to meet you. I’ve heard
your records.’ Then he walked back to the stand. That
was it—a very short conversation, but it shocked the hell
out of me. He had been very depressed earlier in the
evening. But when he started playing again, he seemed to
snap out of it, and what he played was fantastic.”
JACKIE McLEAN: "He was very important in forming my

DIZZY GILLESPIE: "All of the modern pianists just have
to play a little bit of Bud. He set the standard for the
modern jazz pianist.”
HERBIE HANCOCK: "He was the foundation out of which

stemmed the whole edifice of modern jazz piano; every
jazz pianist since Bud either came through him or is de
liberately attempting to get away from playing like him."
HAMPTON HAWES: "I didn't know him too well, person

ally, but musically 1 was extremely familiar with Bud.
Maybe 10,000 years from now everybody will know him
—that’s the way it is with so many musicians. He cer
tainly influenced me as far as phrasing goes. Others laid
down the foundation—you know, like Earl Hines—but
Powell was the first to venture forth and play like a horn."
MILT JACKSON: "He was one of the greatest influences on
the idiom of jazz being used today. His unique style no
other pianist has been able to copy—a particular modern
progressive style—especially in his improvising, solo, and
continuity work. I have always admired him. He stood in
a class by himself."

career. I was 17 when I met him, and 1 was close to him
until he died. For a couple of years, when I was in high
school, I would go to his house after school on Friday
and stay till Sunday afternoon, practicing with him and
learning music from him. Musically, he was parallel to
Charlie Parker. His greatness was in his improvising and
writing. He was the only true interpreter of Thelonious
Monk. It was a shame Bud had to die the way he did. It
was a shame this country doesn’t make better arrange
ments for its geniuses than it does. I was with him four
hours before he died. He was in a room with 20 other
people. It was like a meat market."
THELONIOUS MONK: "It was a great loss to the music

world. Piano players will miss him. Everyone will, but
especially piano players."
ART PEPPER: "1 never had the pleasure of working with

Bud, but at least I knew him. He was one of the first
geniuses of the piano. It’s a shame it had to happen this
way to such a brilliant musician.”
GEORGE SHEARING: "He was in many respects like an

other ‘Bird’ in his right hand. If anybody really warranted
the description of blowing piano, it was Bud. In some of
his ballads he showed a great respect for Tatum. The dis
appearance of Bud at the height of his productivity, when
his mental illness began, was a great loss to jazz."
LEROY ViNNEGAR: "I played with Bud at the Blue Note,
and the thing that knocked me out about him was when
you heard Bud, you heard Bird. The world lost a great
one—the last of the great pianists from that era.”
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BY GEORGE WISKIRCHEN C.S.C.

ARRANGING EASTMAN STYLE
0

The naked, fleshy baroque angels, the severe-faced
busts and medallions of the musically great, the rich orna
mentation of the 3,300-seat theater are vaguely and harshly
visible in the cold glare of the single, bright work light
suspended from the center crystal chandelier of the hall.
A handful of observers and students on class break are
scattered around the main floor. On stage a 16-piece band
warms up. Recording engineer Bill Dangler is moving
about rapidly, straightening cables and placing the half
dozen microphones. Arranger Manny Albarn is on (he
podium, leafing through a stack of scores.
Along the lip of the stage, in a straggling, careless arc,
broken by the rectangular black mass of playback speakers,
are students from collegiate to middle age—some hurriedly
copying parts, using lap-held instrument cases as desks,
some talking with njembers of the band.
This unique mixture of the conservatory and the pro
fessional worlds is the Eastman Arrangers’ Workshop.
Eight years ago, the Eastman School of Music of the
University of Rochester, N. Y., considered the necessity
and validity of this summer program and then called upon
alumnus Ray Wright, chief arranger at Radio City Music
Hall, to develop and teach it.
Dr. A. I. McHose, associate director of the school and
head of the summer sessions, was a solid supporter of this
program from the beginning. Its purpose: to teach modern
arranging techniques in the most practical, efficient way.
The workshop started in 1959 with one class section of
five students; now there arc four sections all offered for
composition credit.
Dr. Donald Hunsberger, director of the Eastman Wind
Ensemble and formerly chief staff arranger with the U. S.
Marine Band, handles a class in contemporary arranging
techniques for concert and marching band. Larry Crosley,
an alumnus of Eastman and now with Crawley Films, Ltd.,
in Ottawa, Ontario, teaches the basic-techniques course,
in which students are exposed to the elements of dance
band, jazz, and pop arranging.
Wright and Albarn guide the more experienced in the
intermediate class, in which knowledge of dance-band and
combo writing is deepened and the techniques of writing

for harp, strings, woodwinds, and French horn are intro
duced.
The advanced class, also taught by Wright and Albani,
stresses writing for full studio orchestras, plus more complex
dance-band arranging. As the student progresses through
the courses, there is less lecturing and more writing, lab
experience, and analysis. All courses are offered for credit,
and the advanced course may be repeated for credit.
AH these facts can be obtained from the school’s
brochure. The uniqueness of the workshop, however, lies
in its basic teaching tool—the recorded performance.
Literally anything the student writes will be performed
by a professional group. The purposeful and knowledgeable
Wright said, “Our basic philosophy is that the student
should be able to hear whatever he writes. To make this
playback accurate and profitable, we must have a good
band. The availability of the professional band and orches
tra is our biggest asset and marks a considerable invest
ment on the part of the school in this basic principle.”
Five distinct groups arc available to read the student
arrangements, and the students are constantly driven to
supply music for the various media: a 40-piece full studio
orchestra with strings; a 16-piece big band; a small studio
orchestra with strings, harp, woodwinds, and percussion; a
fully instrumented concert band; and combos of any in
strumentation.
A typical student starts the day with a two-hour class,
part lecture and part critical listening and analysis of his
arrangements with a discussion and solving of problems
in these compositions. In the more advanced sections any
discussion of theory usually stems from a problematic
arrangement of one of the students. Again, everything
revolves around the student accurately hearing what he
wrote.
.
The remainder of the early morning and afternoon is
devoted to private sessions with Albarn or Wright and to
scoring and the copying of parts. At 3 p.m. each day
the scheduled group assembles on stage to play the new
arrangements. The tapes from this session are ready for
class analysis the next day as the cycle starts again.
Not only are the bands of top professional caliber but
every attempt also is made by the recording staff under the
guidance of Dangler to get the best sound possible. East
man boasts a good recording studio.
A talk-back system and closed-circuit television help
in communication from the stage of the auditorium and
other recording areas to the control room on the fifth
floor of the Annex building across the street. Considerable
time is spent in microphone placement and in balancing
the various groups. Constant experimentation goes on in
the attempt to make the best possible tapes of the perform
ances for analysis.
The pedagogical approach of Wright and Albarn is a
no-nonsense one. Every freedom is given the student. He
can progress at his own rate. However, his work must
stand the closest scrutiny.
Logic must tie everything together. He must be able
to justify everything that he does, and it must be correct—
it must sound smooth and move easily. In short, the
professional standards of playability, listenability, effective
ness, and, especially, logic must apply.
“What do you want there?” “Why did you use that
substitution in the progression?” “Why didn’t you include
MANNY ALBAM

from student to wright to tape to student
this note in the voicing of that chord for the trombones?”
“Why did you use this doubling, this choice of instru
ments?” These are common, vital and repeated—almost
ad nauseam—queries.
The student’s ideas are respected, but they are directed.
A student indicates a tempo at the reading session.
Albarn thinks it is a wrong or ineffective choice; he sug
gests another. A retarded ending is written. Wright asks
the student for his interpretation. A background moves
clumsily. Albarn suggests a revoicing or a substitute
chord. They try it both ways. “Several alterations are
available here, but if I were you, I wouldn’t...The “if
I were you, 1 wouldn’t” is indicative of the directed free
dom of the student.
“Most learning arrangers don’t have a good professional
band to work with,” Wright remarked. “Here a student
can experiment with voicings or colorations, for example,
and hear what it will sound like with all parts covered
accurately.”
One of the typical assignments in the beginning class
following a discussion of the ways of achieving dynamics
through scoring is to write various chords pianissimo and
fortissimo. Each student’s examples are recorded, copies
of his scorings are given out to the class members, and
they can hear whether or not he was successful.
“He can hear his mistakes very clearly and vividly and
then smooth out the awkward line or progressions,”
Wright said. “He soon learns in a practical way what will
work, what won’t, and why.”

i

The Eastman Workshop classes consisting of an
approximately even distribution of working arrangers and
musicians, teachers, and students culminates each year in
the Arrangers’ Holiday.
Seven years ago a noon-hour assembly recital of the
student arrangements was presented in the school’s smaller
Kilbourn Hall. The concert idea expanded, and the move
was made to the much larger Eastman Auditorium, an
evening time, with a featured guest artist added. This year
marked the fifth year of this format.
The first half of the program is devoted to student
works and a production type of number that more or less
subtly presents a historical survey of arranging styles.
Visual effects in this segment include film clips and slides,
which help tie the skit-like presentation together.
Announcers from local radio and TV stations provide
narrative. In one of these segments McHose, director of the
summer sessions and well-known author of college musictheory texts, went back to the theater organ of his younger
days and provided backing for some of the film clips.
The second half of the program features the guest artist
and gives the student an opportunity to score for a name
soloist.
Olatunji was featured the first year in African Drum
Fantasy. The next year it was Dave Brubeck and his
quartet. Part of their set was the premiere of Elemental.?,
an 18-minute work for full orchestra and combo. A high
point was reached the following year with the appearance
of Duke Ellington in his Night Creature and in a studentarranged fantasy of his tunes that featured Ellington as
piano soloist with full orchestra and dance band. Last
year’s show featured Mel Torme. Another highlight of that
show was the first presentation of Albarn’s The Blues Is
RAY WRIGHT

Everybody’s Business as a ballet.
This year’s skit was a spoof of Batman vs. the Riddler
whose clues were masked in song titles arranged in different
styles. Singer Carmen McRae was the concert’s guest
soloist.
Scholarships for the workshop are available each year.
The outstanding student score in the intermediate class
earns the student the Duke Ellington Scholarship for the
advanced class the next summer. Down Beat offers two
competitive scholarships to the workshop and one to the
stage-band-procedures course, a music-education course
aimed at presenting the teaching techniques for educational
jazz. Music Journal also sponsors a scholarship to the
arranging course.
In the end, it all comes back to magnetic etchings on
a role of tape. The professional orchestra recording and
the subsequent playback of the tapes pinpoint the core
and philosophy of the Eastman Arrangers’ Workshop—a
successful venture in the field of educational jazz.
“OK, Bill, let’s take one.”
“Rolling.”
The student arranger steps back a little from the
director’s desk. Wright calls the title and take number
and taps off the time. The workshop orchestra is putting
another student work on tape.
EEj

STANFORD
JAZZYEAR
BY ALAN HEINEMAN

1-

«ILLY

MALL,

KYLE,

TYREE GLENN,

LEO HOLUB.

ARMSTRONG,

OUSTER

HAILEY.

2.

BALE,

GLEASON,

Editor’s Note:
With the closing or constriction of many traditional out
lets for jazz, a promising area for the sustenance and further
growth of the music lies in the college concert market.
Although many colleges and universities have had jazz
concerts of one kind or another for several years, the 196566 school year showed a marked increase in campus jazz
activity. Significantly, it is oitly within the last few years
that concert promoters have gambled on hard-core jazz
artists as the main drawing cards. The gamble, in most cases,
seems to have paid off.
Last year at eastern schools such as Columbia and New
York universities and Hunter College in New York City
and Gettysburg College in Pennsylvania, everything from
jazz-concert series to workshops were held. These activities
included performances by a galaxy of professional jazz mu
sicians ranging in style from mainstream and bop to avantgarde.
In the Midwest, Wayne State University in Detroit and
the University of Chicago held concerts and symposiums
on jazz and related fields. Much of the two schools' pro
graming was of a decided avant-garde cast. Programs titled
Psychedelic Guitar Music and Electronic Music/ Electronic
Poetry, as well as concerts, panel discussions, and work
shops give an indication of the range of subjects under
taken at Wayne, which also held a three-day jazz conference.
On the West Coast, San Francisco State College spon
sored a three-day series of jazz concerts; the John Handy
group was the high point of the Arts Festival Week at the
University of California at Berkeley; and the University of
California at Los Angeles, which has the longest continuing
jazz program of any college, featured several groups in wellattended concerts.
But the largest and most intensive jazz project on any
campus, last term or any other, was the Stanford Jazz Year,
1965-66. Following is an account of that series by its tech
nical director.
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Richard N. Bale Jr., in the winter of 1964-65, was casting
about for a way, any way, to finance two or three jazz
concerts on the Stanford campus. Apart from the normal
hazards of such ventures, there were two additional handi
caps: first, there had been alarmingly few concerts of any
sort in Stanford’s history that had showed a profit and,
secondly, the image of Stanford as a predominantly upperclass, conservative school, while changing in recent years,
still is accurate enough to make an entrepreneur think
several times before risking a jazz concert there.
But Rick feels strongly about jazz. Furthermore, he is a
rare combination of sensitive human being and capable
wheeler-dealer. (He’s unobtrusive in many ways; now 23,
short, slight, glasses, receding chin, unruly red hair—clean,
of all things. You wouldn’t notice him, probably—until he
bought you, or something.) Still, he needed a break.
He got it. Each year, the student union at Stanford,
Tresidder Memorial Union, sponsors and helps produce a
year-long, extensive inquiry into some subject. Past subjects
have included Shakespeare, the American Civil War, Da
Vinci. But subjects worth the investment—in money and
student and staff labor—of an entire year’s focus are rare.
So somebody on the union board said what about jazz for
next year, and somebody else said who knows anything
about it, and then nobody said anything for a while.
Finally, Rick’s name came up—he was, at the time, a
disc jockey for the campus radio station and the jazz writer
for the Stanford Daily. A member of the board called him,
and buzzers ... lights ... gongs... . Once the euphoria had
worn off a little, the problem remained of how to convince
the staff and faculty of the union board and, more impor
tantly, the public exercises committee, which has jurisdiction
over outside entertainment proposed for Stanford, that jazz
was a field worthy of intensive exploration.
Rick began gathering people, ideas, volunteers, and he
and his chief assistants, all students, held several lengthy
conferences. The primary topic was now to compose a
nine-month program that would examine jazz academically
and culturally and not simply present the music in a vacuum.
The plan that evolved from these discussions was identi
cal, in all but a few respects, to the Jazz Year as presented.
It would include six concerts featuring artists in the approxi
mate order of their chronological contributions to jazz. In
conjunction with the concerts, jazz critics and historians
would deliver lectures aimed at educating the largely unhip
Stanford studentry. The chronology of the lecture material
was to parallel that of the concerts.
The Jazz Year staff-to-be added to the proposed program
a series of films and exhibits, to be displayed in the union,
which would be co-ordinated with the concerts and lectures.
Tentative performers and lecturers were contacted, prices
were calculated, facilities were examined. One large dis
covery was that nobody knew anything about anything,
apart from his own compartmentalized field. In attempting
to calculate costs for concerts in the 10,000-capacity outdoor
Frost Amphitheater, for example, at least half a dozen
separate offices had to be contacted (maintenance, student
police, sound crews, chair renters, and such), and few of
the persons responsible could do anything more than approx
imate the fees and necessary arrangements of the other
crews.
Sadly, none of the dozens of student entrepreneurs of
past years had left a shred of informative material concern
ing previous efforts. Much of the tracking down and sound
ing out had been done over and over. But with no written
records, it had to be done yet again. (Rick is currently
compiling a statistics-and-method report of the Jazz Year.)
In early spring, 1965, the Jazz Year staff presented for
the public exercises committee’s approval a fairly concrete
recommendation for nine months of jazz study.

The emphasis was on the academic nature of the project.
Concerts were scheduled for Sunday afternoons, so as to
lessen the social and festival aspect. There were estimates
of costs of each proposed activity for the entire year. The
project, since it was to be under the auspices of the union,
which draws its funds largely from student fees, was to be
nonprofit. The program, therefore, was designed to come out
exactly even, profits (and the union budget) balanced with
expenditures.
The committee was clearly impressed by the forethought
and organization of the presentation. Even so, the opposition
was formidable, at least numerically.
The objections by the committee members, however,
were of the sort normally associated with caricatures of
squaredom, never anticipated in Real Life. A music pro
fessor wrote a long and carefully considered, if not especially
literate, criticism of the proposal. His objections boiled
down to: jazz is fine, in its place, but it isn’t respectable
enough to be worth prolonged study. (There are no courses
in jazz in Stanford’s academic curriculum.) The university
chaplain did not want Sundays profaned with the sort of
music the program would offer. And the head of the com
mittee was worried about allowing the rabble to invade the
campus en masse—mightn’t many of them be Negro, after
all? She had other, and more cogent, objections, all of which
were discussed.
But the committee set aside its objections and granted
approval—though it reserved the right to cancel approval
if there were any large difficulties during the first quarter.
The next presentation, to the union board, was less
difficult. The board, composed predominantly of students,
was enthusiastic and also admired Rick’s sure-footed
presentation.
More pleasing and more valuable, though, was the backing
of union director Dr. Chester Berry, with whom Rick had
consulted several times prior to the formal presentation.
Berry said at the time, “The content of the program, as
long as it’s worth anything at all, doesn’t affect me much.
The main thing with the Jazz Year is that the kids have
done and will do most of the work. They’ll develop re
sponsibility; they’ve already shown responsibility with the
preparation.”
The Jazz Year was granted a provisional budget of
$5,000 for fall and winter quarters, nothing for spring
quarter (because the union sponsors other activities then),
and would have to support the rest of the program through
ticket sales, though, in case of emergency, the program was
backed by as much as $50,000 in union funds.
Preparation began during the summer.
The Jazz Year’s most valuable friend, San Francisco
critic-columnist Ralph J. Gleason, consented to be con
sultant, without fee, to the program. He already had been of
great help in opening channels for preliminary negotiations
with artists and lecturers, in ruling out some unfeasible ideas
and adding others. He agreed, for small fees, to deliver the
opening lecture and to give one each quarter. And he kept
the staff in touch with the realities of the jazz world; none
of them had dealt with performers on a financial basis
previously, and few on the staff were even knowledgeable
about the music. They were, most of them, simply excited
by the sound of the project.
Groundwork was laid early in the summer. By late sum
mer, Louis Armstrong was signed for an Oct. 10 concert in
the amphitheater and Duke Ellington and Ella Fitzgerald
for a joint appearance there Oct. 31. Gleason, Philip Elwood
(San Francisco critic and disc jockey), Marshall Stearns
(then director of the Institute of Jazz Studies), and Columbia
records executive John Hammond agreed to lecture. They
were to receive an honorarium, plane fare, and lodging.
The arrangements for the lecturers were made by
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Patricia Unger, a sophomore. Another sophomore girl,
Nance Nichols, was contracting with jazz archivists for
possible exhibits. A junior, Sally Budd, and a senior, Joan
Ellis, set up publicity outlets and got in touch with printers.
And Rick supervised, filled in, and managed to know every
thing about everything.

The Jazz Year opened on Oct. 4 with the unveiling of the
first exhibit in the union, plus a lecture by Gleason.
The exhibit was widespread. Jn one room there were
photographs of Armstrong, Ellington, and Miss Fitzgerald,
along wilh a chart showing approximate geographical and
historical developments of jazz, with dates and individuals
mentioned. Along the outer perimeter of the second floor
was a photographic essay called “Jazz and Folk Back
grounds,” by Frederick Ramsey Jr., which he compiled
especially for the Jazz Year.
A series of pictures of the early jazz bands and performers
through 1930 was displayed in another room. It was ac
companied by a tape, played three times daily over the
public address system in the room, recorded by Elwood
featuring his commentary on the pictured artists and
samples of their recordings. In another section of the
second floor, early sheet music and some rare 78s from
Elwood’s collection were exhibited.
Gleason spoke in the union lounge. The room is parti
tioned; the main section holds some 350 persons and the
addition holds 200. Both rooms were filled beyond capacity
for the lecture, “Jazz in American Society.” It was piped
through speakers to other rooms. An estimated 650 persons
heard the talk. Gleason told the white, healthy students in
plain terms about Negroes, and suffering, music, injustice.
For many of the listeners, it was the first time such obser
vations became larger than something read (and dismissed)
in civil rights tracts or sociology books.
On Oct. 10 Armstrong and his group arrived. One of the
guiding precepts of the Jazz Year was to make all guests
feel as much at home as possible, as little like Entertainers,
or Visiting Lecturers as could be managed. Thus, several
well-dressed staff members met the Armstrong group’s
plane, got the baggage off before the other passengers’
baggage was delivered, and whisked the band the 30 miles
to Stanford by chartered bus.
The group swung through a nice performance, one that
afforded many fans a chance to hear the late Billy Kyle in
person for the last time. Total attendance: 4,550.
The next day, Stearns spoke on origins and definitions in
jazz to another capacity crowd in the union lounge. Stearns
used records to illustrate his points, as did most of the lec
turers; he also used hands, feet, and anything else he could
find to demonstrate African polyrhythmic qualities.
Elwood spoke Oct. 18 on jazz in the ’20s. Elwood is a
schoolteacher and a polished lecturer. His integration of
recorded material with his own commentary was accom
plished with a smoothness and pointedness no other speaker
during the year equaled. Again, there was an excellent
attendance, some 400.
On Oct. 22 a film program free to Stanford students and
staff was given at the union. The films were from Ihe collec
tion of John Baker, of Columbus, Ohio, and featured Louis
Armstrong, Bessie Smith, and Duke Ellington in some
early short subjects, as well as Lester Young and company
in the well-known Jarnnun’ the Blues.
Hammond discussed the swing era on Oct. 25. A crowd
of some 300 listened to him try to circumlocute modestly
the part he played in jazz history.
The first quarter’s activities ended with the Ellington
Fitzgerald concert Oct. 31. As with the Armstrong show,
every effort was made to make the performers feel welcome
and at ease. Two trailer-dressing rooms were provided,
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refreshments were served backstage before the concert and
during intermission. Again there was perfect weather; the
sound system was praised even by those in the most remote
corners of the amphitheater. The Ellington band did about
an hour set. After intermission, Miss Fitzgerald sang backed
by her quartet and then did several numbers with the Elling
ton ensemble. She was glorious.
Total attendance: 6,711—the largest crowd at Stanford
anyone could remember, excluding football games and
graduation exercises.
The quarter ended with a total profit from the two con
certs of S7,000. The movies, exhibits, and lectures ate into
that considerably, of course, but the Jazz Year was out of
the woods.

Heady with success, Rick and Gleason conceived another
aspect of the program during the holidays. Gleason had been
host for a series of half-hour programs, Jazz Casual, on the
National Educational Television network. On the programs
musicians played and then discussed their work. Three
Jazz Casuals were proposed for the next quarter, to be held
in the union with a $1 admission fee. They were scheduled
at 4 p.m. Fridays in the same lounge in which the lecturers
spoke. The performers got $500, the maximum offer possi
ble; Gleason received about $100 for each Casual, and ex
penses were about $100 additional. Capacity attendance was
400, so the operations had to be run at a loss. The staff
estimated the loss could be afforded because of the concerts’
success.
One of the largest expenditures during fall quarter went
for publicity. Posters announcing each concert were placed
by students in most highly populated areas and shopping
districts on the San Mateo Peninsula, as well as in San Fran
cisco and Berkeley; newspaper ads were bought in San Jose
and San Francisco papers. The results were disappointing;
most of the crowds at the concerts, and all of those who
came to other events, were from the immediate StanfordPalo Alto area.
The two winter concerts were held in Memorial Auditori
um with a capacity of 1,600. John Coltrane's group was
signed to play on the same program as Thelonious Monk
on Jan. 23. Dizzy Gillespie and the Modern Jazz Quartet
were booked for Feb. 13. The tickets went on sale the first
day of the quarter; the first concert was sold out by the
fourth day, the second, a week later.
On Jan. 10 Gleason gave the quarter’s opening lecture,
“Evolution of Modern Jazz.” By this time, lecture attendance
had tapered to between 150 and 300, where it remained
the rest of the year. On Jan. 14 Jon Hendricks sang and
talked in the first Casual, a stimulating afternoon, except
for the union lounge’s horrendous sound system. (That
problem was to haunt the staff all year, and there was never
enough money to contract for a separate system.)
Leonard Feather spoke on jazz in the ’50s on Jan. 17, out
lining the divergent paths of post-bop jazz. On Jan. 23 prep
arations were finished for the Monk-Coltrane concert. A
group of students went to the airport to pick up the groups,
who were arriving separately.
Monk was due in at 10 a.m. He sent word that he had
missed that plane. An hour’s wait. Two more planes arrived
simultaneously. He had missed them too. Then another
message: he would arrive at 1:30—for a 2 p.m. concert in
which he was due to perform first. The plane arrived at
1:40. He was driven frantically to Stanford and made it
onstage about 2:30. Meanwhile, Coltrane had arrived. He
was hired with a quartet in mind, but Rick agreed to pay
for a quintet when Coltrane insisted—he had arrived with
an octet.
Monk played a good, but short, set: 25 minutes. The
(Continued on page 47)

The R>H UA'hner As leather ALAN DAWSON
Until a few years ago, the reputa
tion of drummer Alan Dawson did
not extend much beyond his home
town, Boston, where he was generally
acknowledged to be “something else.”
This was due to the fact that, with
the exception of a brief sojourn with
Lionel Hampton’s band in 1953 and
a stint in the U.S. Army, Dawson, now
37, has spent most of his 23 years as
a musician in Boston. For the last
nine years, he has divided his time
there between playing jazz and teach
ing at the Berklee School of Music,
where he is supervisor of drum in
struction.
In 1964 Dawson’s good friend,
tenor saxophonist Booker Ervin, per
suaded the drummer to come to New
York City and record with him.
Dawson’s work on the resulting album
(The Freedom Book, Prestige) and
the several Ervin sessions that fol
lowed was sufficiently impressive to
earn the drummer a victory in the
Talent Deserving of Wider Recogni
tion division in the 1965 Down Beat
International lazz Critics Poll.
Since then, Dawson has recorded
with pianist Jaki Byard and tenor
saxophonist Frank Foster. He also
participated in last year’s Berlin Jazz
Festival and the concert tour of major
European cities that followed.
At home, Dawson works some 20
weeks each year at Lennie’s-on-theTurnpike, a cozy, friendly jazz club
in Peabody, a Boston suburb. The

club, which has an unusually broad
musical policy, often hires well-known
players who work as singles, and
Dawson is invariably enlisted to play
for them.
Just as invariably, they are delighted
with him. Tenor saxophone patriarch
Coleman Hawkins, generally reserved
in his opinions, has said that Dawson
played “the greatest drum solo I’ve
ever heard” while working with him.
Also, pianist Earl Hines has devel
oped the habit of measuring every
drummer he encounters in his travels
against the standard set by Dawson,
When he is pressed, the modest
Dawson admits he’s had “a few” offers
to go on the road. “But the way the
situation is in jazz today,” he said,
“only the very top groups have enough
work, and I like things the way they
are. Maybe I’m too passive, but in
this particular setup, I have a chance
to work with all the good players. If
I didn’t have this, maybe I’d get the
bug to go out. But I’m as close to
having my cake and eating it as you
can get.”
In addition to his work at Lennie’s,
Dawson estimates that he picks up
seven or eight weeks of work yearly
at other local clubs and does some
recording, including a few jingle dates.
And then, of course, there is the
teaching.
“I have between 40 and 50 students
now,” he said, "part time and full
time. When I first started at Berklee,

Dan Morgenstern

I was only teaching three hours a
week.”
This increase reflects the growth of
Berklee, which began in 1945 with
eight students. This year the school
expects an enrollment of more than
500. The school recently moved to
new quarters in a big, well-appointed
six-story building.
“The students come from all over
the United States and overseas,” Daw
son said. “Most of them are young
and want to become professional
musicians or music teachers, but we
have many students who are well
settled in other professions and want
to play only for their own enjoyment.”
Before going to Berklee, Dawson
didn’t have a great desire to teach.
“I was doing some teaching at
home, on a very small scale,” he said.
“Tony Williams, Clifford Jarvis, and a
kid who dropped out after a few
lessons were all I had. But unofficial
ly, I had a lot of students, guys who’d
come up to me after the set and say,
‘Please show me this and show me that.’
You might say that I came to Berklee
by popular demand. I had no idea it
would turn out as well as it has.”
At that time, Dawson was leading
his own quartet at a club called
Wally’s Paradise, and many Berklee
students would drop in, especially for
the Sunday afternoon sessions. Before
long, word about this remarkable
drummer, who was not only a great
player but also had the patience to
September 22 Q 27

answer questions and give advice, got
back to the school’s administration.
One day the call came, and Dawson
joined the faculty.
The cornerstone of teaching, he
said, is “having the knowledge, and
the ability to transmit it.” He finds
the greatest reward in teaching is
watching the progress of the really
gifted students, “although that’s a
pretty selfish reason.”
At work with his pupils, Dawson is
as patient, understanding, and helpful
with the less talented as with the ob
viously gifted. He has the good teach
er’s ability to put the student at ease,
and he takes pains lo relate every
point to a musical rather than a
mechanical end.
In turn, it is obvious that the stu
dents have great respect and admira
tion for their teacher.

Ironically, Dawson himself was, at
the beginning of his career, quite un
interested in studying.
Coming from a musical family (his
father played piano and guitar, and
his mother played piano and sang in
the church choir), young Alan started
“to pick out tunes on the piano” at an
early age. By the time he was 5, he
had become interested in drumming.
“I played on chairs and cardboard
boxes,” he recalled. “Knives had a
good feeling—they’d bounce. 1 had
very little doubt about what I wanted
to do but couldn’t get myself to go
to a teacher.”
But by the time he was 14, he had
landed his first professional job, with
bassist-bandleader Tasker Crosson
(“he was a forerunner of Sabby Lewis,
and a very important man in the story
of jazz in Boston”).
Dawson’s first gig was a New' Year’s
Eve dance, followed by regular work
with the Crosson band two nights a
week at the local USO. He stayed
with Crosson for several years, “get
ting an awful lot of experience, work
ing with grown men. They look me
in tow. Playing with established, old
er musicians from 14, I won’t say that
I became an outright brat, but I had
a certain inward arrogance. My father
said, ‘You’re coming along—get a
good teacher, and I’ll pay for the
lessons.’ But I’d say, ‘Look at so-andso; he’s been studying five years, and
he can’t play.’
“The rude awakening came later.
I’d picked up a smattering of reading
and considered myself pretty good.
My friend Marquis Foster had a band
then that worked both afternoons and
evenings, and I had a daytime job
around Ihe corner from the club. Mar
quis was always very conscientious
and practiced his lessons between sets.
He was very meticulous about it. One
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day, I was watching over his shoulder
and saw a page with four quarter
notes to the measure. ‘That’s easy,’
I thought to myself, and asked Mar
quis if could try it.
“I thought I’d played it perfectly,
but Marquis looked at me kind of
funny. ‘Did you see the time signa
ture?’ he asked. ‘That’s in 1/1 time.’
I’d never even heard of such a time
signature! I was so embarrassed, I
didn’t say a word but walked right
over to Charles Alden’s studio and
signed up. I was 17 then and felt just
like a man who’s finally gotten ready
to see a psychoanalyst.”
Dawson studied for some five years,
adding marimba to his studies in 1949.

(Later, he took up vibraharp, an in
strument on which he is an excellenl
performer, though he says, wilh char
acteristic modesty, that he uses it
only “as an occasional double.")
During this period, he worked with
trumpeter Frankie Newton and with
a young man who was to become one
of Boston’s leading modern players,
trumpeter Joe Gordon. In 1950 he
joined pianist Sabby Lewis’ band, for
many years the leading jazz group in
Boston.
“Working for Sabby was really a big
deal,” Dawson recalled. “So many
people started their careers with him,
and many think that I did too. But
Tasker Crosson was the man who

You may noi be another Bum
bill vou’ll have
Down Beat calls Buddy
Rich “the greatest techni
cian jazz drumming ever
has known.” Rogers calls
Dyna-Sonic “the world’s
best drum.” That’s why Buddy plays
Dyna-Sonic. The best play the best.

When you play Dyna-Sonic, you play
the drum other drummers are talking
about. Your talent and your technique
get full definition from Dyna-Sonic.
Dyna-Sonic gives you full power without
pounding . . . full projection throughout
concert hall or club room . . . increased
stick rebound for added speed with less
effort.
And one thing more: Dyna-Sonic puts
the fun back into drumming. You give
more because you get more. That’s the
joy of playing Dyna-Sonic.

Now, take the Dyna-Sonic Side-By
Side Test. Ask your dealer to let you com
pare your present drum with Dyna-Sonic.
That’s what Buddy Rich did in 1960.
That’s what you should do today — if
you want everything going for you.
Dyna-Sonic costs only $150, metal or
pearl. It’s worth more!

Write for Free 100 page Rogers Percussion Catalog.

", . without doubt the greatest drumn

gave me my start.”
Dawson stayed with the Lewis band
until he was drafted in late 1951.
Playing in the Army band at Fort
Dix, N. J., he made friends with
drummer Rudy Nichols, who had
come to Boston some time before.
“He was the second drummer I’d
ever seen who had independent
co-ordination—the first was Shelly
Manne,” Dawson said, adding that
Nichols was “a great inspiration—he
made quite a sensation at Dix by
taking his audition on tympani.”
A few weeks prior to his discharge,
Dawson played a holiday parade in
Atlantic City, N. J. “Afterwards, I
made the rounds of the clubs, and

saw my old buddy, Clarence Johnson,”
he said. “We grew up together, prac
ticed together, and used to annoy the
neighbors with our drumming.”
Johnson was working with Boston
saxophonist Jimmy Tyler’s band, and
a few nights before, Lionel Hampton
had dropped in, liked his drumming,
and asked if he wanted a job with his
band. Johnson didn’t want to leave
and gave Dawson the tip.
“I called Gladys [Hampton’s wife
and manager],” Dawson recalled, “and
she said she’d be in touch.”
Dawson was discharged Aug. 12,
1953, and that night, at home, he got
the call to join Hampton in Norfolk,
Va., the next day. He took the job,

ly Rich II you play Dyna-Sonic

sr who has ever lived (Down Beat, Nov. 4, 1965)." Buddy Rich displays his virtuosity on Dyna-SonicI
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which he described as “an unnerving
experience, though I was in a great
environment.”
That environment included such
sidemen as trumpeters Clifford Brown,
Art Farmer, and Quincy Jones, trom
bonists Jimmy Cleveland and Buster
Cooper, and bassist Monk Montgom
ery. Dawson credits Montgomery with
persuading him to stay with the band
for a European tour.
“It was a very successful tour,”
Dawson said. “We worked like mad
and made very .little money, but I
did get to see Europe and made some
very valuable contacts.”
He also made his first records, in
Paris, with Brown, alto saxophonist
Gigi Gryce, other Hamptonians, and
some French musicians. As soon as
the band returned home, he went
back to Boston and rejoined Sabby
Lewis.
By 1955 things had gotten a bit
slow for the band, Dawson said, and
he began to have doubts about the
future. Consequently, he decided to
study engineering under the G. I. Bill
and enrolled for a course in drafts
manship.
Dawson finished the course, but
though he did well (“I was always
good at math”), he realized that en
gineering wasn’t for him.
“When school finished,” he said,
“I knew I’d have to make a decision,
but it was made for me. The next
week I got a call from a bass player
about a job, at Wally’s Paradise, and
wound up getting hired. Later, I be
came involved in a little dispute with
the leader, which wound up with my
taking over the gig. I had a nice
little quartet, with Roland Alexander
on tenor. He wrote some good things
for us, and since we had no piano,
I’d double on vibes.”
Not long after came the call from
Berklee. Then there were gigs with
pianist Toshiko Mariano, with trum
peter Herb Pomeroy (a fellow Berklee
faculty member), and a long stint
with the Neves brothers, bassist John
and pianist Paul.
“Things gradually seemed to work
out,” Dawson said.
He has come a long way from the
youngster who used to turn his Count
Basie records “way up to hear Jo
Jones breathe on those cymbals.” He
has found a happy medium between
playing and teaching, and he is one
of those rare musicians who seem
happy and content.
“Teaching,” he said, “keeps you
abreast of what’s going on; you keep
in touch with young musicians and
learn from them.” Chances are, though,
that musicians, young and old, will
be learning from and enjoying Alan
Dawson for a long time to come, [gig]
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Jamey Aebersold, Dick Washburn, and Everett Hoffman mutually empha
size a musical point during one of their many school lecture-concerts.

how two jazz musicians
Jazz missionaires can be found in highly unlikely places.
For example, there’s one who nurtures nasturtiums in a
greenhouse and another checking real estate titles amid
musty records and staid clerks at a courthouse.
Jamey Aebersold—an alto and soprano saxophonist who
also plays clarinet, banjo, and piano—gambols in his father’s
greenhouse at New Albany, Ind., but is much happier
pushing jazz. Across the Ohio River in Louisville, Ky.,
Everett Hoffman tracks down leins against property when
he isn’t playing tenor saxophone and preaching the jazz
gospel.
Aebersold and Hoffman have been co-leaders of a unique
group dedicated to the perpetuation of jazz. For the last
three years they have made an appealing and effective pitch
to elementary, high school, and college students in Ken
tucky and southern Indiana hy giving concerts in which
they explain the history of jazz, its cultural position in the
United States, and demonstrate its evolution. Most of the
concerts have been paid for from the Louisville AFM
local’s portion of Music Performance Trust Funds of the
Recording Industries.
Encouraged by the obvious appeal of their missionary
effort, Aebersold said recently, “There are signs that we're
coming out of music’s dark ages. We are finding acceptance
of even avant-garde forms of jazz among high school and
college students who never before have been exposed to
this kind of music. We are finding curiosity and attentiveness
at all three levels—grade, high school, and college.”
Even if the audience doesn’t accept jazz in lecture form,
Aebersold found it possible to reach people in a lessdirect way.
“Recently we presented our program at a small Indiana
college,” Aebersold recalled. “Afterwards, we played a
school dance. The students were courteous enough to
request some of the tunes we had presented in the program,
but they wanted twist music too.
“We have a good drummer, and he built in our kind of
beat so that the twist became almost jazz. We substituted
the real thing, and nobody knew it. We even got several
jobs out of it.”
The Aebersold-Hoffman program followed a definite
30 □ DOWN BEAT

pattern. The group—ranging from six to seven members—
started with a traditional-jazz version of Wild Man Blues.
It progressed to a march version of St. Louis Blues and then
the swing era as embodied in Jumpin' at the Woodside. The
group climaxed the presentation with the avant-garde
flavored J.D., written by Aebersold.
“Our mission isn’t to knock rock-and-roll music, to kill
it, or even to try to run it underground,” explained co
leader Hoffman. “No one is going to force kids to like jazz
and put down rock-and-roll. What we want to do, simply,
is expose them to our kind of music. We want them to
become aware there is something else available.”
Aebersold added, “We give them the bare bones—a frame
of reference that will help them understand jazz music,
help them get the feel of it. Many of the youngsters we
play to have never heard jazz in their lives.”
Lecturing by Hoffman and Aebersold was interlaced with
demonstrations of the various forms of jazz.
Dixieland and swing have the greatest appeal to students,
according to the co-leaders, and occasionally an old-maidish
schoolteacher pats her foot in time and smiles.
When the group demonstrated the bop era, the lecturing
proved more difficult.
Aebersold, who has a master’s degree in music from
Indiana University, told the students, “Don’t let bebop throw
you. The jazz composer uses the same tools as composers of
classical or rock-and-roll music. The three basics are
melody, harmony, and rhythm.”
The combo then demonstrated each of these basics, put
them together in Sweet Georgia Brown, and then took
Miles Davis' Dig, which is based on Sweet Georgia chords,
and played the two together, showing that the two composi
tions, while sounding radically different to the uninitiated,
have the same basic framework.
Another difficult-to-explain area was improvisation. Hoff
man told students at one concert, “Improvisation merely
means a musician plays what he feels. If a guy hates to get
up, he expresses that feeling musically. We play sad melo
dies best today because we had to get up at 6:30 this
morning, the earliest we’ve been up in a long time. But
you’re making our day brighter, so we’ll see if we can’t
cheer up by playing Get Happy for you.”

Demonstrating what they called "instant melody/1 the Aebersold*Hof?man group responds to Ihe dictation of the raised placard by switching to the
key signature indicated. This one of the methods used to demonstrate jazz improvisation at Ihe group's concerts in schools.

proselytize among the young
One of the most intriguing demonstrations occurred
at this point in the program when the group created what
was called “instant melody.” One member played a theme,
and the rest amplified it. Expanding and complicating this
effort, youngsters held up large cards on which different key
signatures were printed. As each card was held aioft the
combo switched to that key.
But why bring jazz to elementary and high school stu
dents? The answers were given during three stops the Aebersold-HoiTman group made one day last semester:
Jerry Bradshaw, music teacher at Morgan Township High
School near Palmyra, Ind., said, “In this area the kids are
not familiar with jazz and its traditions. They have no first
hand experience with it. They can’t listen to it, because it
just isn’t available.
“This is an important area of music. Jazz generally is
overlooked and downgraded. Youngsters can learn as much
from jazz as from any other kind of music.”
(At Morgan Township school some 300 youngsters paid
25 cents each to attend the program, indicative of their in
terest. For the 12-hour day, the musicians made $25 a man
before car expenses and drove 275 miles, indicative of
their interest.)
Floyd Sumner, music director of Eastern High School at
Pekin, Ind., commented, “Jazz is contemporary. It’s being
done in music today. Here, we spend a lot of time on the
history of music. Jazz is an important, basic part of the
music history of America.
“We want our students to make friends with all kinds of
music. We take them to see opera at Louisville and Bloom
ington and take them to classical music concerts. Kids
really don’t see much value in rock-and-roll music. I get
the feeling they know that rock-and-roll isn’t giving them
enough.”
And Joe Gili, principal of West Washington High near
Campbellsburg, Ind., said, “Why not have jazz programs?
Everything is education—the good things, even the bad
things. I believe in broad experiences for youngsters. Ex
pose them to new things, new ideas, new music. It’s im
portant that they have an understanding of the history of
jazz. It’s part of our American heritage.”

And what do the students think of jazz?
A 15-year-old-boy: “The music made me feel good. I
like it. I don’t have a favorite kind of music. It depends on
how I feel. Sometimes it’s rock-and-roll; sometimes it’s
something else. Now I’d like to hear some more of this
jazz.”
A 12-year-old girl: “I could listen to jazz al! day,”
A 17-year-old girl: “It’s not as good as rock-and-roll,
but I like to hear it.”
And a senior high school boy: “You couldn't dance to
it even if you wanted to.”
The Aebersold-Hoflman group is well qualified to evange
lize for jazz. It won the best-combo award at the 1964
Collegiate Jazz Festival at Notre Dame University and has
appeared twice at the Ohio Valley Jazz Festival in Cincin
nati, Ohio.
Besides working in schools, they have appeared regularly
at the summer concerts-in-thc-park series in Louisville. In
these appearances, they made no effort to play down to the
audience, offering primarily avant-garde fare written mainly
by Aebersold.
Various kinds of music have been presented at these con
certs—classical, Dixieland, folk—but the Aebersold-Hoffman
group have always generated the most excitement. Though
the group often goes far out, few people leave, probably
because they are hearing music that forces some kind of
reaction or response.
The group members manage to bring the same enthusiasm
they have for the avant-garde concerts to schools and col
leges. Like so many musicians, they feel a deep-seated obli
gation to do what they can to increase public awareness of
jazz.
The small pay they receive can't be what keeps their en
thusiasm up. The group’s pianist, David Lahm, holder of
an Indiana University master’s degree in music, gives what
possibly is the real reason:
“We can’t expect jazz evangelism. But did you notice
today? The kids at all three schools listened to us—really
listened! And when we played When the Saints Go
Marching In at the last school, most of the 600 present
cheered. You know we got to some of them. That’s our
real kick.”
E3S
September 22 □ 31

International Jazz Festival

Antibes-Juan-les-Pins, France

The Antibes festival really has every
thing going for it. The location under tall
pines beside the Mediterranean could
scarcely be belter; the climate is superb
(hardly a drop of rain has fallen during
festival time in seven years); and the
beaches, the bronzed bikini girls, and the
bouillabaisse assure everyone’s euphoria.
But this year’s festival, though extreme
ly successful on a musical level, was a bit
loo predictable.
With minor exceptions the music was
always of a high quality and rich variety,
but the unexpected should have happened
more often. In short, there was plenty of
improvisation in the music but not enough
in the organization.
That said, it will be a long time before
I forget the immaculate artistry of Ella
Fitzgerald, the extravagant talent of the
great Duke Ellington Band, and the
astonishing visual and aural impact of the
Charles Lloyd Quartet.
The festival got a fine sendoft on luly 23
with the Tele Montoliu Trio. Montoliu, a
blind pianist from Barcelona, Spain, is an
unashamed disciple of Bud Powell. Mon
toliu showed he also has assimilated some
of the stylings of Bill Evans. Backed by
gifted drummer Billy Brooks and the com
petent Swiss bassist, Erik Peter, Montoliu
impressed with his fluency and agility.
The trio remained onstage to play for
Italy's Lilian Terry, who was making her
festival debut. Miss Terry confessed appre
hension at appearing in the same festival
with Anita O’Day and Ella Fitzgerald,
and though she sang her three numbers
with a good deal of swing, she exhibited
considerable nervousness and some rather
suspect intonation.
Next up was the quartet of tenor saxo
phonist Guy Lafitte, one of three extra
French groups selected by the festival
organizers after protests from the jazz
section of the Paris Musicians’ Union that
the trio of Frenchman Bernard Peiffer (in
the United Stales for the last 12 years)
really was not enough native representa
tion for a French jazz festival.
Lafitte, leading pianist Georges Arvanitas,
bassist Jacky Samson, and drummer
Charles Saudrais, played adequately on
Speak Low, In a Sentimental Mood, and
an original 12-bar tune wilh freeish-jazz
overtones. The group was clearly well
rehearsed, and there was good rapport
between Saudrais and Arvanitas during
the latter’s solos, but the only glimmer of
originality was in the arrangements.
Easily the biggest disappointment of the
evening—and of the subsequent two eve
nings—was Miss O’Day’s performance.
She had only 15 minutes’ rehearsal wilh
the trio of Montoliu, Peter, and her own
drummer, John Poole, but that hardly
accounts for her throw-away, take-it-orleave-it approach. The offhand, hip man
ner may be fine for a cabaret—but for an
audience of 2,000, in a holiday mood, it
was disastrous.
She is such a musicianly singer that it
was sad to see her throwing away her
chance to get to the audience. She de
serves credit, however, for the masterly
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way she controlled the trio and for her
faultless pitch and time and the outrageous
liberties she took with ihe phrasing on a
funky Honeysuckle Rose.
If the audience was cool to a cool Miss
O’Day, it gathered an appropriate head of
steam for Gospel song—an inevitable fea
ture of Antibes—by the hand-clapping,
foot-stomping Gospclaircs of Dayton.
Two guitars and five voices got the
audience jumping with Joy, Joy and I’m
Gonna Ride That Gospel Train among
similar efforts. It was a good opportunity
for audience participation.
Then came the Lloyd quartet and the
most exciting set of the evening.
Lloyd on tenor saxophone has a tone
characteristic of lohn Coltrane in playing
ballads, and his flute work is notable for
brilliant technique and exquisite tone.
Pianist Keith Jarrett, a small 21-year-old
genius, has a technical facility that is
amazing, and while he can sometimes
seem further out than Cecil Taylor, he can
also play compellingly in more orthodox
style.
Jack Dejohnette is a drummer of great
originality and power, and bassist Cecil
McBee is endowed wilh all the attributes
of the modern bass player, in particular a
crystal-clear articulation and intonation.
From the first notes of Lloyd’s pastoral
flute, as it soared into the pine-scented
air, to the end of the set, the quartet
never ceased to excite.
The set opened with Autumn Sequence,
a three-part piece by the leader based on
Autumn Leaves. After a quiet opening
with bowed bass, brushed cymbals, and
plucked piano strings, the music built to
fever pitch, with Jarrett lurching and roll
ing on the piano stool while his hands
flew back and forth over the keys, plucking
out clusters of notes with baffling dexterity.
The next piece, Forest Flower, was led
off by Lloyd on tenor. Alternating between
Latin rhythm and straight 4/4, it featured
a magnificent solo by Jarrett—impeccable
fingering and touch, astonishing command,
richly satisfying chords, and a marked
gift for developing a solo into a musical
whole instead of an interlude for a display
of technique were all in evidence.
Waves of sound washed over the audi
ence as the modal piece. Manhattan Trip
per, built to a tremendous pitch. Lloyd
produced a curious mumbling, chuckling
effect on tenor, and Jarrett, elbows point
ing east and west and feet swinging well
clear of the floor, had clearly discovered
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an ill-tempered octopus trapped in the
piano.
On the second night Lloyd’s quartet
again took honors and finished with East
of the Sun, which finally broke free of the
chords, got way up into the musical strato
sphere, and didn’t want to slop going. It
was a tour de force and the most electri
fying piece of the seven-day festival.
Sunday, July 24, was begun with a
competent set of Dixieland music from
the Old School Jazz Band of Geneva,
Switzerland, which was followed by the
quartet of French altoist Michel DeVillers
with the Lafitte rhythm section. This was
agreeable, unexceptional modem jazz, with
pianist Arvanitas the outstanding soloist.
The next set featured the quintet of
Germany’s top trombonist, Albert Mangelsdorff, who led Gunther Kronberg, alto
saxophone; Heinz Sauer, tenor and soprano
saxophones; Gunther Lenz, bass; and Rolf
Hubner, drums.
All three horn men are excellent tech
nicians, and Kronberg was particularly im
pressive on Plakate, a modal 12/8 theme
with rich ensemble passages.
The best piece of the set was Mangelsdorff’s solo on Polka Dots and Moon
beams, in which he displayed a cleanness
of execution and tone akin to J. J. John
son’s.
Monday was supposed to be Miss Fitz
gerald’s first night, but the unexpected
death of her sister Frances caused her
urgent return to New York. (She had ar
rived Saturday and was told by her man
ager, Norman Granz, of the death. She
was ready to go ahead with the concert,
but Granz insisted she fly back. He per
suaded the organizers to extend the festival
by a day—to July 29—so that Miss Fitz
gerald could make her two contracted
appearances.)
The result was the welcome bonus of an
extra concert by the Lloyd quartet, plus
reappearances by Miss O’Day and (he
Gospelaires, and a most delightful set by
the Jimmy Jones Trio, Miss Fitzgerald’s
accompanists.
Jones, backed by bassist Jimmy Hughart
and crisp and tasteful drummer Grady
Tate, opened with Lalo Schifrin’s The
Cat and showed that, despite the fact that
it is 12 years since he played as a featured
soloist wilh his own trio, he hasn’t for
gotten how to swing.
Other newcomers on Monday night were
jazz violinist Jean-Luc Ponty wilh Eddie
Louiss, organ, and Daniel Humair, drums.
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and the formidably equipped Bernard Pei
ffer, piano, with Humair and Guy Peder
sen, bass.
Although the instrumentation of Ponty’s
trio produced a rather bizarre sound,
Ponty himself displayed great command
of his instrument and an incisive solo
technique. He would, however, have been
heard to better advantage with a more
orthodox rhythm section.
Peiffer, whose classical background tends
to overwhelm his jazz feeling, was at his
best on an extended work called Rondo,
Tuesday night was Ellington night—and
how wonderful the band sounded!
It opened with the familiar medley of
Black and Tan Fantasy, Creole Love Call,
and The Mooche and continued with Solo
Call, which featured the sawing, soaring
tenor of Paul Gonsalves, knees bent, eyes
tightly closed, and swinging fluently.
The popular La Plus Belle Africaine
highlighted the limpid clarinet of Jimmy
Hamilton, and then Ellington produced
one from the 1930s—Azure—as a tribute
to the Cote d'Azur.
Take the A Train had growling Cootie
Williams, and Diminuendo and Crescendo
in Blue brought Gonsalves back to solo,
but the evening really belonged to altoist
Johnny Hodges, whose Passion Flower and
Things Ain't What They Used to Be solos
were musical art.
The next night Ellington sprang the
surprise of the evening by introducing Miss
Fitzgerald for a short set with the Jones
trio. She was simply magnificent. Let's Do
It. Satin Doll, Cottontail, with a spinetingling exchange of fours with Gonsalves.
That was all. She tore up the place. She
came off stage with tears of joy mingling
with those of sadness.
Probably only baritone saxophonist Har
ry Carney and Hodges could have followed
that marvelous interlude—and they did
with, respectively. Sophisticated Lady and
Wings and Things.
Miss Fitzgerald and the Ellington band
also performed Thursday and Friday nights,
and Granz flew in ex-Ellingtonians tenorist
Ben Webster and cornetist-violinist Ray
Nance for what he called a “jive-jam ses
sion” with Miss Fitzgerald and the band.
But the real climax of the festival came
on the Thursday when she sang as well as
I have ever heard her, and the band was
in superb form. Just to hear that incredible
saxophone section behind her on Cotton
tail is a jazz festival in itself.
Four concerts by the best band in the
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world, three by the best singer in the
world—perhaps it is a little churlish to
ask more of a festival. —Mike Hennessey

Various Artists

Lewisohn Stadium, New York City
Personnel: Duke Ellington Orchestra; Miles Davis Quin
tet; Lionel Hampton Orchestra (Hampton, vibraharp,
drums, piano, vocal; Snooky Young, Joe Newman, Clark
Terry, Jimmy Nottingham, Richard Williams, trumpets;
Janies Cleveland, Garnett Brown, Benny Powell, Britt
Woodman, trombones; George Dorsey, Jerome Richard
son, Frank Foster, Illinois Jacquet, Edward Pazant,
reeds; Milt Buckner, piano; Kenny Burrell, guitar;
George Duvivier, bass; Jose Mangual, conga; Wilbur
Hogan, drums); Teddy Wilson, piano, and Gene Krupa,
drums; Newport Festival All-Stars (Bobby Hackett, Ruby
Braff, cornets; Edmond Hall, Pee Wee Russell, clarinets;
Zoot Sims, tenor saxophone; George Wein, piano; Jack,
Lesberg, bass; Jake Hanna, drums); Dave Brubeck
Quartet; Thelonious Monk Quartet; Jimmy Smith Trio.

New York’s “Little Newport” (July 1517), presented by George Wein in co
operation with the Metropolitan Opera,
was graced by fair weather and large,
appreciative crowds. Attendance totaled
nearly 30,000 for the three nights.
Davis and Ellington split the opening
night bill, and while Davis and his men
played a more or less routine 50-minute
set, Ellington took advantage of the oppor
tunity to stretch out. The band was in fine
fettle, with tenorist Paul Gonsalves and
trumpeter Cootie Williams particularly
outstanding. Altoist Johnny Hodges was
featured in the customary triptych (I Got
It Bad, Things Ain’t What They Used to
Be, Wings and Things), but there seemed
nothing for him to play, aside from sec
tion work, elsewhere in the program.
The outstanding event of the festival
was the Hampton alumni night. A starstudded big band—not very well rehearsed
but making up in spirit and solo talent for
what it lacked in polish—was fired by
Hampton’s enthusiasm and energy.
(During the proceedings, Hampton was
awarded New York City’s Handel Medal
for “outstanding cultural contributions" by
Deputy Mayor Robert Price, who made
this an occasion for Hampton to display
his gifts as a standup comedian. Hamp
dedicated a blues, The Price Is Right, to
the city official.)
Hampton featured his talented sidemen
generously. There was something for every
soloist in the band. Nottingham, who has
been playing superbly in recent months,
shone on a fast blues. Terry, doing his
increasingly popular Mumbles vocal bit,
also played inventive trumpet and fiuegelhorn, both with the big band and wilh a
small group (Hampton, Wilson, Duvivier,

Burrell, and Krupa).
Newman, evidently inspired by the bigband setting, shone on his specialty, Meet
Joe Newman, from the book of the erst
while Quincy Jones Band. Richardson, who
had assembled the band, played interesting
soprano on his feature. Burrell responded
to Hampton’s request for “some of that
good old blues in F” with a string of fine
choruses. Buckner, a remarkable and lively
pianist too seldom heard from these days,
was showcased on a head-arranged fast
blues, and the four trombonists all had a
chance on a slow blues (yes, the blues
did predominate). It was good to hear
from Woodman, a fine, neglected player.
Jacquet, whose first fame had come with
Hampton’s band, re-created Flying Home
to the delight of the crowd. Several “one
more times" were in order, Foster joining
in to make it a friendly tenor battle.
Jacquet also shone in a mellow mood
on Robbins' Nest, adorned with a delight
ful Hampton coda, and on a blues, wilh
Foster again on hand. Young, who also
took one of his all-too-rare and excellent
solos on Flying, had the trumpets trying
the old Jimmie Lunceford horn-throwing
routine during this number, and Hampton
moved to the drums to trade fours with
Jacquet, doing acrobatic tricks with sticks.
Hampton, aside from acting as catalyst
and genial emcee, played some marvelous
things. No vibraharpist has ever achieved
(he lovely sounds Hamp can get from the
instrument, and his sense of time remains
remarkable. He was at his best on his
original Thai Silk, Tenderly, and Star
Dust, but he outdifi himself on Moon
Glow, on which Wilson's piano also was
beautiful.
Wilson’s feature, Cole Porter’s Love, was
strong and clean, with good backing by
Krupa. The veteran drummer’s solo spot,
Stompin’ at the Savoy, was well received,
though he didn’t particularly extend him
self. The small group also offered a whirl
wind Air Mail Special.
Aside from routine Brubeck (excepting
a Paul Desmond-sparked These Foolish
Things) and a swinging but overlong set
by organist Smith, the final concert offered
an excellent set by Monk & Co. and a
first-rate one by the Newport All-Stars,
this time with a five-horn front line.
The set brought together two of the
finest clarinet voices in jazz, Hall and
Russell, who joined forces on a pretty
blues line by Hall. Both arc very personal
players, with unmistakeable identities, and
they worked together with empathy.
Hackett and Braff dueled on The Man 1
Love, complementing each other ideally,
and there wore good solos by all hands,
including Sims and Wein, on the closing
When You’re Smiling.
Monk, who obviously felt like playing,
was especially energetic and imaginative
on Blue Monk, a deceptively simple piece
that the composer seems able to invest
with new ideas every time he plays it.
Tenor saxophonist Charlie Rouse, wilh a
lighter sound and more sinuous phrasing
than customary, was also in fine fettle.
Larry Gales has become a most effective
solo bassist, and drummer Ben Reilly, who
long since has learned to swing Monk’s
way, was perfect.
—Dan Morgenstern
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REVIEWS

Records are reviewed by Don De
Micheal, Gilbert M. Erskine, Kenny
Dorham, Barbara Gardner, Erwin Hel
fer, Bill Mathieu, Marian McPartland,
Dan Morgenstern, Don Nelsen, Harvey
Pekar, Bill Quinn, William Russo, Har
vey Siders, Pete Welding, John S. Wil
son, and Michael Zwerin.
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.

SPOTLIGHT REVIEW
Thad Jones-Mel Lewis
THE JAZZ ORCHESTRA—-Solid State 17003:
Once Around; Willow, Weep for Me: Balanced
Seales=Juslice; Three in One; Mean What You
Sas; Don't Ever Leave Me; ABC Blues.

Personnel: Richard Williams, Danny Stiles. Bill
Berry, Jimmy Nottingham, trumpets; Thad Jones,
Iluegclhorn; Bob Brookmeyet, Jack Rains. Tom
McIntosh, Cliff Heather, trombones; Jerome
Richardson, Joe Farrell, Jerry Dodgion, Eddie
Daniels, Pepper Adams, reeds; Hank Jones, piano;
Sam Herman, guitar; Richard Davis, bass; Lewis,
drums.
Rating : *****

The praise and enthusiasm this band
has generated among New York musicians
and critics is certainly justified, judging by
this remarkable album, ihe band’s first.
The major negative criticism of the band
—that the members, most of whom make
their livings in New York's recording
studios, are more interested in having a
ball than in playing music—does not hold
water; there is a spirit of adventure here
in addition to the warmth and good feeling
produced by a gathering of friends.
The fact that it is a working band—
even if only once a week at the Village
Vanguard—accounts for the precision,
control of dynamics, section and ensemble
blends, looseness, and understanding of
the music evident in these performances.
For as skilled as the members are in in
stantly producing what is needed at a
commercial studio date, no studio band
could achieve what the Jones-Lewis organ
ization has.
Certainly no studio band, and few per
manently organized groups, can boast a
rhythm section as supple as this one; it
produces a quality of rhythmic pulse that
is only achieved after a rhythm section has
reached the point of true musical under
standing. These men, especially Lewis and
Davis, obviously have.
Lewis and Davis are underneath every
thing, pushing at the right places, adding
color where needed, soloing imaginatively,
getting into musical dialogs that border on
free jazz (judiciously crossing over a few
times). Lewis, of course, is one of the
few drummers who understands how to
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work with a big band. Davis has been
heard on record in a variety of settings—
ranging from commercial to avant-garde
—but he rarely has played as well as he
does here (which is something, considering
the level of his work in those other con
texts). He is almost unbelievable on this
record.
The arrangements are by Thad Jones,
Brookmeyer, and McIntosh, all gifted
writers. They have taken advantage of the
traditional opportunities offered by the
large jazz orchestra—tone coloration, va
riety of orchestral texture, the sheer weight
and power of 18 musicians playing in
consort, the polyphony to be had by di
viding the instruments into sections, and
so forth. To these, they have added de
vices rarely used by other big-band ar
rangers: passages in which only part of
the rhythm section plays, out-of-tempo
solos and ensembles, retards in the middle
of an arrangement, and tempo variations
within a piece. (Unfortunately, there is no
use of accelerando, which can be highly
effective in building tension.)
McIntosh's Justice and Brookmeyer’s
Blues and his arrangement of Willow are
more adventurous than Jones' scores. (he
did the others), though there are some
wild moments in Once and Three. Mean
and Leave are more or less conventional
big-band arrangements. But conventional
or wild, all the writing is skillful and well
thought out.
There is good balance between written
and improvised passages, and the solos
generally flow out of and back into the
ensembles, creating a meaningful whole.
Fluegeihornist Jones and trombonist Brook
meyer most often achieve this flow, per
haps because bolh arc composers as well
as members of the upper echelon of im
provisers.
Jones’ choice of harmonically stimulat
ing notes, a characteristic of his playing
since his days in Detroit, is in evidence
in each of his improvisations. He solos
on each selection, most provocatively on
Willow, though all his playing is of high
artistic caliber.
Brookmeyer’s solos on Willow, Justice,
and Blues reveal the fertility and eccen
tricity of his imagination as well as the
sardonic jauntiness that permeates his
work. Though he can play perfunctorily,
as he's made clear on numerous occasions,
his improvising here is the freshest it's
been on record since his days with the
Gerry Mulligan Concert Jazz Orchestra.
Adams solos on Once, Scales, and Three.
His work, as always, churns with heated
intensity. The ever-tasteful Hank Jones
has two unaccompanied solos (on Blues
and Ozice) in addition to ones wilh rhythm
section accompaniment. Newcomer Dan
iels gels off a good solo on Mean; in
several places his tenor saxophone sounds
very much like Cannonball Adderley’s alto.
(B. Q.)

Bill Quinn, Down Beat's assistant
editor, is the newest addition to the
roster of record reviewers. He at
tended Howard University before be
ginning his career in journalism. A
drummer, Quinn has been active in
music since high school.

Farrell invests the bossa nova Leave with
some nicely turned flute work, but his
brusque, gyrating tenor on Blues is more
interesting. Altoist Dodgion also solos on
Blues; coming after Farrell’s jaggedness,
his lyricism lends good contrast to the per
formance. Berry plays a flowing Harmonmuted solo on Once, whetting one’s appe
tite for more, which, unfortunately does
not come,
Though he does not solo, Richardson
deserves high commendation for his lead
alto work (listen to the sax soli on Three).
A bouquet equally as large should be given
to the anonymous lead trumpet man.
This album is among the first releases
on Solid State, a new subsidiary of United
Artists. The label is the brainchild of a&r
man Sonny Lester, who enlisted arranger
composer Manny Albarn as music director
and Phil Ramone as audio director. It’s an
auspicious debut for the label as well as
the band.
(D.DeM.)

•
Count Basic
BASIE’S BEATLE BAG—Verve 8659: Help;
Can't Buy Me Love; Michelle; 1 Wanna Be Your
Man; Do You Want to Know a Secret?; /I Hard
Day's Night; AH Aly Loving; Yesterday; And I
Love Her; Hold Me Tight; She Loves You; Kan
sas City.

Personnel: Basie, piano, organ; Bill Henderson,
vocal; others unidentified.
Rating :'kk-kVi

Over the years, the Basie band has
been in many bags, but the group’s singu
larity has always managed to define the
contours rather than vice versa. Lately,
it has been British; first lames Bond and
now the Beatles. Bolh are a bit belter off
for the Basie treatment.
Arranger Chico O’Farrill has charted
the second trip to the British shores on
fairly untroubled waters. All the tunes
are played in a more or less similar mood
and tempo—the latter is rather like the
speed at which portly millionaires walk
around Sutton Place after dinner.
It's the solos by Basie’s sidemen, who
are not identified in the liner notations,
that distinguish this bundle of rockers.
The serrated edge of Eddie (Lockjaw)
Davis’ tenor saxophone invigorates Help, .
which begins on a brassy exclamation
point only to fail off after the tenor solo.
O’Farrill successfully showcases the band's
dynamic range on Can’l Buy Me Love, as
Basie’s genteel organ politely gambols
through the heavy artillery ensemble brass
work. Michelle, one of the most mature
John Lennon-Paul McCartney themes, is
tonally rich, and Al Aarons' (1 assume)
muted trumpet work is well done.
Your Man needs the same thing here
that it needed with the Beatles—a slugging
back beat—to help the young meiody
across the street.
I believe it's the alto saxophone of
Marshall Royal that feelingly limns ihe
mood of Secret. And It’s surely trombonist
A! Grey in there plungering away for
eight lively bars on Hold Me Tight. But
it takes guitarist Freddie Green to come
up with surprise of Ihe package: an eight
bar solo on And I Love Her. (Green has
been recorded playing nothing but rhythm
guitar for 29 years with the Basie band.)
Vocalist Henderson sings only on Yes
terday, squeezing out the tune in his win-
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ningly relaxed manner.
On Kansas City (the only non-Beatle
tune on the album), Basie’s piano leads in
on top of the rhythm section; then he
swivels swiftly to the organ to chord be
hind the breezy reed and stabbing horn
sections. Another excellent trombone solo
by Grey graces this track.
This record is within the traditional, and
elegant, Basie formula, though nothing
new in itself. But the highlights by Green,
Royal, Grey, et al., recommend the album
as one of better-than-average interest.
(BQ)

Louie Bellson
THUNDERBIRD—Impulse 9107: Thunderbird;
The Little Pixie; Nails; Serenade in Bluet; Back
on the Scene; No More Bluet; Cottontail; Softly
with Feeling.

Personnel: Hurry Edison, trumpet; Carl Fon
tana, trombone; Sam Most, alto saxophone; Ed
Scarazzo, tenor saxophone; Jim Mulidore. bari
tone saxophone; Arnold Teich, piano; Jim Cook,
bass; Bellson, drums.
Rating: ***
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This is a well-executed, cleanly played
collection of arrangements by several
writers, among them Neal Hefti and Thad
Jones, and they all get the best out of the
instrumentation with some easygoing pieces
that make the eight musicians sound like
a big band most of the time.
The varied selection shows everyone to
good advantage. Bellson has surrounded
himself with a competent group (this was
his band at the Thunderbird in Las Vegas,
Nev., in 1963), and Ihey all contribute to
the musicality of the selections.
Bellson’s forte, lo me, always has been
his dazzling technique and keen, biting
attack. He demonstrates once again his
ability to play at any tempo with knife
sharp definition as he streaks through
Cottontail at breakneck speed and blazes
away on Scene, exchanging eights and
fours wilh Fontana, who sounds wonderful
loo. Bellson always plays so well that he’s
almost too right. One wails for his Achilles'
heel to manifest itself, but it never does.
No More Blues is given an odd sort of
rhythm, not exactly bossa nova bui inter
esting nevertheless, in this arrangement by
Lalo Schifrin. Softly with Feelins is just
that—soft brush work by Bellson and a
plangent eight bars from Edison for good
measure.
Thunderbird features Scarazzo, Edison,
and Fontana in swinging solos, while
Pixie is given a lively humorous treatment.
The ensemble is tightly meshed and the
piece has the Thud Jones stamp of orig
inality to it. Most gels off a good alto
chorus.
Nails has a polished, big-band sound,
and there is a good solo by pianist Teich.
Serenade is enriched by another muted
Edison solo. Elegant, suave, he's a delight
to the ears, as always.
Everything Bellson plays shows his con
summate good taste and consideration for
the soloists, plus show-wise knowledge
when it comes to his own solos. There arc
few of them on this album, but they are
all performed with his usual dash and
verve, rather intense, perhaps, but wilh an
on-top-of-things exuberance.
This album should be of special interest
to drummers, for Bellson is a master of his
craft and his music is in contrast to some
of today’s mayhem, showing that he is

keeping a cool head and a firm hand on
the steering wheel. No one takes any
dangerous curves in this Thunderbird, but
it drives like a dream.
(M.McP.)
Johnny Hartman
UNFORGETTABLE—ABC-Paramount 57-i:
Ain't Mitbehavin'; Isn’t It Romantic?; Unforgettable; The More 1 Sec You; What Do I Owe
Her?; Almost Lake Being in Love; The Very
Thought of You; Foolt Rush In; Our Lore It
Here to Slay; Once in a While; Bidin' My Time;
Down in Ihe Defitbi.

Personnel: unidentified band, Gerald Wilson,
conductor; Hartman, vocals.
Rating: * * * *

This is the timeless artistry of a great
voice. The setting is perfect. Wilson, who
shows an increasing ability for providing
the orchestra sound best suited to indi
vidual soloists, has done it again wilh
Hartman.
The band, under Wilson’s hand, is a
clean, precision instrument, deftly handled
wilh feeling. Not one instrument is wasted
or one passage carelessly executed.
Wilson has not relied on twangy strings
and cushiony background. He has set Ihe
orchestra to work responding to the vocal
ist. Consequently, that uncomfortable im
pression of reluctant singer being dragged
along by a staunch band, which plagues
so many dates like this, is missing. The
band sounds relaxed, chatty, inspiring, and
completely at the disposal of the vocalist.
The best comment on the band’s con
tribution is that Hartman has rarely sound
ed better and that here he is more flexible
than he has been in years.
Basically Hartman is a balladcer. He is
at his characteristic best on Thought of
You and Unforgettable. He never has been
especially impressive on up-tempo tunes,
and here he lopes through Our Love and
rushes the mood of Depths, though both
are adequately done. The remaining tunes
are easy and relaxed.
There have been better records of Hart
man singing, but this is one of his best
complete works. Singer and orchestra form
an integral musical team.
(B.G.)
Billy Larkin
AIN'T THAT A GROOVE?—World Pacific
21843: Don’t Mess with Bill; Playboy Theme;
Tarantula; Soul Sister; doin’ out of My Head;
Willow, IF«/? for Me; Ain’t That a Groove?;
G’wnn Train; Where Did the Blues Go?; Puget
Sound; Ain’t Gonna Move.

Personnel: Fats Thcus, tenor saxophone; Larkin,
organ; Jimmy Daniels» guitar; Jesse Kilpatrick,
drums.
Rating: ★ ★ ★

The sound of Larkin and his Delegates,
is brisk and energetic. Though this organ
based group has found no independent
niche, it is a most reputable unit, capable
of moments of creativity—as well as of
the more usual ponderous sound. This
album has its moments of both.
There is the lean, strong tenor sound
of Theus. From his credits, one deduces
that he is no young rebel, but the soaring
approach and the flights of linear explora
tion fit into Ihe John Coltrane mold, es
pecially on G'h’oh Train.
Then there is Daniels, who makes some
earthy statements on The Blues.
I must reject the embarrassed reaching
of the linear notes, which attempt to
project this group as Third Stream music,
the “valid fusion of rock and jazz.” My
suggestion would be simply to enjoy the
music as first-rate entertainment. (B.G.)
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Charles Lloyd
DREAM WEAVER—Atlantic

1459: Autumn
Sequence (Autumn Prelude, Autumn Leaves, Au
tumn Echoes); Dream Weaver (Meditation, Der
vish Dance); Bird Flight; Love Ship; Sombrero
Sam.

Personnel: Lloyd, tenor saxophone, flute; Keith
Jarrett, piano; Cecil McBee, bass; Jack Dejohnette, drums.
Rating: ***
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Lloyd is an interesting musician. He
knows his horns, has a good sense of
form and structure, and can play con
vincingly both “inside” and “outside.” He
is willing and able to explore new possibil
ities but not at the expense of coherence
and balance.
He also has shown considerable ability
as a composer and arranger, first with
Chico Hamilton and Cannonball Adderley
and more recently with his own groups.
On his European tour in April and May,
with the quartet heard on this album,
Lloyd was enthusiastically received by
audiences and critics.
In view of these accomplishments, the
record is a bit disappointing. By and large,
it fails to reflect the excitement the group
is capable of creating in person, and
Lloyd’s tenor sound, slightly pinched but,
pleasant, has not been well captured.
The best efforts are Ship, a warm ballad
showcasing Lloyd’s tenor in a John Col
trane mood; the Dance section of Weaver,
built on an effectively simple repeated
phrase; and Flight, a bristling sample of
the group’s “outside” playing.
Jarrett, a brilliantly equipped young
pianist, is heavily featured, but being able
to play so much, he tends to diffuse his
ideas. His Dance solo wanders and lacks
rhythmic continuity, but he sparkles on
Flight, indicating at times that he likes
the work of Cecil Taylor. His “soul”
piano on Sombrero is not convincing,
though Lloyd’s flute is.
McBee is a very impressive bassist, both
in ensemble and solo. On Flight he pro
duces a remarkable variety of sounds and
dynamics, and his above-lhe-bridge bowing
on Echo blends beautifully with the lead
er’s flute. Drummer DeJohnette, who tends
to play too loud in person but has a
driving beat, has been subdued by the
engineering. He does fine cymbal work on
Flight, and his time on Sombrero is ex
cellent, but he gets too carried away be
hind Lloyd's flute on Leaves.
Autumn Sequence, by the way, seems a
pretentious title for what is simply a long
Autumn Leaves sandwiched between rather
brief, impressionistic opening and closing
passages.
This is a sound, musical album, but
on the strength of Lloyd’s previous work,
one had expected a bit more.
(D.M.)
Tony Scott mb^^m^b^bbbmi
MUSIC FOR ZEN MEDITATION—Verve
8634: Is Not All One?; The Murmuring Sound
of the Mountain Stream; A Quivering Leaf; Ask
the Winds; Aiter the Snow, the Fragrance; To
Drift lake Clouds; Zu-Zen; Prajna-ParamifaHridaya Sutra; Sanzen; Satori.

Personnel: Scott, clarinet; Shinichi Yuizc, koto;
Hozan Yamamoto, shakuhachi.
Rating: ★ ★ 'A

As might be supposed, this album
demonstrates interesting parallels between
jazz and Japanese music. The scales em
ployed, the intonation of certain intervals
(chiefly the minor third), the use of im-

provisation, even the rhythmic substratum
—these are among the characteristics the
two styles share.
And I for one find it refreshing to see
the chauvinism of jazz being thus ques
tioned (as it is by Indian and Greek
music too).
Scott plays with tranquility, equipoise,
and intense concentration, qualities I had
not expected to find in his work, although
I have always admired his inventiveness
and technical prowess.
Despite its merits, however, this music
suffers from extreme repetitiveness, es
pecially harmonically, and I am unable to
endorse it as highly as I should like.
(W. R.)
Nina Simone b^b^m^bbb^^^^^^^^b
WILD IS THE WIND—Philips 200-207: I Love
Your Lovin' Ways; Four Women; What More
Can I Say?; Lilac Wine; That’s All I Ask; Break
Down and Let It All but; Why Keep Breaking
My Heart?; Wild Is she Wind; Black Is the
Color of My True Love's Hair; If I Should Lose
You; Either Way I Lose.

Personnel: unidentified orchestra, chorus; Miss
Simone, vocals.
Rating: ★ *

Folk? Yes. Rhythm-and-blues? Yes.
Jazz? No.
Miss Simone has an unusual approach
to a ballad. She also has a liking for
some unusual ballads. Both her material
and her style here are moody and overdramatic and tend to bog down in turbid
arrangements, some of her own and some
by Horace Ott, that never seem to get off
the ground.
The most interesting tunes in the col
lection arc Wild Is ihe Wind and If 1
Should Lose You, and she manages to
ruin both—on Wild, she launches into a
tasteless melisma; on the latter, her
funereal tempo distorts the melodic line.
Nothing is hinted in the liner notes, but
I suspect she accompanies herself at the
keyboard. If so, she is her own worst
enemy. As out of place as her florid runs
are, they’re aggravated by the fact that
she never lets go of the damper pedal.
She’s at her best in Lovin' Ways, but
the Gospel sound of the female chorus in
the background leaves something to be
desired. As for her big message song, Four
Women, a lot of energy is expended on
some shallow material—a summation that
could serve for the entire album. (H.S.)
Big Mama Thornton
BIG MAMA THORNTON IN EUROPE—
Arhoolic 1028: Swing It on Home; Sweet IJille
Angel; The Place; Little Red Rooster; Unlucky
Girl; Hound Dog; My Heavy Load; School Boy;
Down-Home Shakedown; Your Love Is Where ¡1
Ought to Be; Sestion Blues.

Personnel: Walter (Shaky) Horton, harmonica:
Eddie Boyd, piano, organ; Buddy Guy, Fred
McDowell, guitars; Jimmie Lee Robinson, bass;
Fred Below, drums; Miss Thornton, vocals, har
monica, drums.
Rating: ★

Alabama-born Willie Mae Thornton be
gan her professional career at 14, in the
mid-’40s. Though much of her work has
been in what now would be called the
rhythm-and-blues field, her range, in terms
of style and repertoire, is wide. Her work
on this well-done album does not easily
lend itself to the kind of categorization of
which blues and jazz critics seem to be
fond.
On Load and Boy, for instance, accom

panied only by McDowell’s fine bottle
neck guitar, she sings in the simple, direct
manner of a country blues artist. The first
six numbers, on the other hand, have the
flavor of the kind of blues identified with
post-World War II urban Chicago; there
are even touches of Ray Charles (but no
histrionics).
Miss Thornton plays convincing, idio
matic blues harmonica on the instrumental
Shakedown backed by Horton’s riffs and
embellishments, Boyd’s discreet organ, and
Robinson and Below. This is a great party
piece, perfect for dancing. She also accom
panies herself on harmonica and drums on
Love, a good, rousing blues.
Her drumming on that track is confined
mostly to bass-drum footwork, but on
Session she discards the harmonica and
concentrates on drumming and singing
with zest and a rocking beat.
Miss Thornion has a big, well-projected
voice, a refreshingly unmannered style,
and diction that is both “authentic” and
clearly intelligible.
Hound Dog, her number before it be
came Elvis Presley's, is done like a real
blues, and Rooster, a Willie Dixon opus
with touches of Kokomo Arnold’s Milk
Cow Blues, has some wonderfully humor
ous (but not burlesqued) crowing and
cackling.
The instrumental support by Miss
Thorton’s associates in the 1965 American
Folk Blues Festival (the album was re
corded in England during their tour), is
consistently sympathetic and appropriate,
Boyd’s rolling blues piano and Guy’s guitar
being standouts.
Though this music is the real thing, it
is not so “in” as to be of interest only to
blues specialists. The work of Big Mama
Thornton deserves to be much better
known in this country, and Chris Strach
witz deserves thanks for producing this
worthwhile album.
(D.M.)
Patty Waters
PATTY WATERS SINGS—ESP 1025: Moon,
Don’t Come up Tonight; Why Can’t I Come to
You?; You Thrill Me; Sad Am I, Glad Am I;
Why Is Love Such a Funny Thing?; I Can’t For
get You; You Loved Me; Black Is Ihe Color of
Mr True Love’s Hair.

Personnel: Miss Waters, vocals, piano; Burton
Greene, piano, pianobarp; Steve Tintweiss, bass;
Torn Price, percussion.
Rating: ★ ■/,

AH the songs on the first side of this
LP were written by Miss Waters except
Moon, which she composed with Sally
Wood. Miss Waters performs them while
providing her own piano accompaniment.
Some selections are very brief, lasting just
over a minute.
Her melodies wander so aimlessly, her
lyrics are so banal (“You thrill me with
your touch/Whcrc did you come from,
you’re so nice”) that she seems to be
making them up as she goes along. All arc
torch tunes, which she sings in a melo
dramatic, agonized manner. Her style is
reminiscent, in some respects, of Nina
Simone’s. She has a husky, breathy timbre,
but it lacks body and color.
The other side is devoted entirely to
Black Is the Color. After disposing of the
theme, which she greatly alters, Miss
Waters spends the rest of the record sing-
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ing the word “black” or singing word
lessly.
She runs the gamut, producing all sorts
of sounds from low moans to hysterical
shrieks. It’s difficult for me to determine
exactly what Miss Waters is trying to ac
complish on Black. Possibly she wants
the listener to experience a nightmarish
feeling, but her work is self-conscious, and
the track is merely theatrical and preten
tious, although Greene and Tintweiss solo
well on it.
Black is a poor performance, but it may
be a significant one.
Miss Waters seems interested in elimi
nating some traditional restrictions (I do
not use the word “restrictions” in a pejora

tive sense) to vocal performances for the
same reasons that Ornette Coleman has
done away with certain foundation devices
for the instrumentalist. In the process she
may be opening the way for exciting
developments.
This album, as well as most other ESP
LPs I've seen, docs not have liner notes.
(I hope ESP executives do not hold the
sophomoric notion that intelligent liner
notes can somehow befoul their albums.)
This is inexcusable, especially since the
label features the work of avant-garde
musicians whose efforts may be new to
many jazz fans. Words are not going to
make their music less beautiful, and they
may make it comprehensible or more en
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Ben Webster
BLUE LIGHT—International Polydor 42)209:
Autumn Leaves; Blue Light; Stardust; What's
New?; Easy to Love; Aly Romanee; Yesterdays;
The Days of Wine and Roses.

Personnel: Tracks I, 3-5, 7—Webster, tenor
saxophone; Kenny Drew, piano; Niels-Henning
Orsted Pedersen, bass; Alex Riel, drums. Tracks
2, 6, S—Webster; Arnved Meyer Band, personnel
unidentified.
Rating: ~kkfk kk:

This is the best Webster record since the
one he did with the Oscar Peierson Trio
(B. W. Meets O. P. on Verve) about six
years ago. The two albums are similar
in that each emphasizes ballads, Webster's
meat. When he is right, no one can touch
him playing a ballad. And Webster is very
right on the Blue Light LP, recorded with
in the last year in Denmark. The only
ballad Ihat falls below the level of a
Webster classic is Wine, on which the
tenorist sounds as if he were near ex
haustion.
No tempo is faster than an easy lope
(Webster has shown a disinclination to
tackle fast tempos for several years), and
most are slow drags. Webster thus has
ample lime to shape each phrase to his
liking and fit it into its proper position in
the solo.
Throughout these performances, he is
at his most impassioned. A deep melan
choly, which comes close to, but avoids,
tears-in-beer sentimentality, courses through
his playing. The breathy vibrato, the de
scending slurs, the growls, the musical
sighs, the warmth and poignancy of his
playing, the humanity of a man filled with
anguish but not letting that anguish com
pletely overwhelm his humor... all these
reach out to the listener’s heart. And all
these—to say nothing of his resilient time
conception, his lyricism, his musical imag
ination—make Ben Webster a great musi
cian.
The tracks wilh Drew, Orsted Pedersen,
and Riel are better over-all than the ones
with the Meyer band, though the band’s
part on Blue Light is notable, mostly be
cause it’s from Duke Ellington's 1938 re
cording of the lune. Drew solos tastefully,
and Orsted Pedersen is like a rock, par
ticularly on the medium-tempoed Autumn
and Easy.
But this is Webster’s record from start
to finish. Unfortunately, it may be difficult
to find in the Uniled States, but it is worth
whatever effort is necessary to get a
copy.
(D.DeM.)
Zimbo Trio
THE ZIMBO TRIO—Pacific Jazz 10103: Ca
rota de Ipanema; Zimbo Samba; Menina Flor;
Bataneo Zona Sul; O Rei Triste; Reza; Sou Sent
Faz; Consolaran; Diz Que Fui Por Ai; Vivo
Sonbando; Garata de Charme; So Por Amor.

name

Personnel: Amilron Godoy, piano; Luis Chaves,
bass; Ruben Barsotti, drums.
Rating : * *
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joyable for some people. When possible,
the musicians should write their own notes.
(H.PJ

The liner notes describe the extroverted
work of the Zimbo Trio as being related
to the “coo!” music of Antonio Carlos
Jobim, Luis Bonfa, and Joao Gilberto in
the same way that “hot” bebop was related
to cool jazz. (In Brazil the cool movement
preceded the hot, whereas, in the United
States it was the other way around.)
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De Armond
Electronics

q7750 I

It turns out, however, that the annotator
has been a bit extravagant in his claims.
Actually, the trio features a skillful com
mercial pianist, who draws from jazz and
the romantic classical composers as well
as from Brazilian sources, backed by
Latin rhythm. If three men have a “new
thing” going for them, it is not in evidence
here.
Godoy, a good technician, is sometimes
given to heavy-handed or overly flowery
playing. He seems to have been influenced
to a degree by Red Garland and Oscar
Peterson. His playing isn’t especially in
teresting or offensive—just innocuous.
The rhythm section provides Godoy
wilh a firm foundation, Chaves’ forceful
and intelligent work being particularly
helpful.
(H.P.)
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Nat (King) Cole, The Vintage Years
(Capitol 2529)
Rating: * * * * K
Gerry Mulligan, Concert Days (Sunset
1117 and 5117)
Rating:
Kenny Burrell, Man at Work (Cadet
769)
Rating: * * * Ji
Ella Fitzgerald-Louis Armstrong, Porgy
and Bess (Verve 4068)
Rating: ★ * ★ *
The warmth and relaxation of earlier
playing styles is so often missing in con
temporary jazz that occasionally one needs
a breather from the “significance” current
ly warping the scene and the music. Then
one might cool it by listening to master
musicians enjoying themselves with their
music.
That way one can remember what it was
that first called most of us to the music.
It also offers a perspective on today’s
sometimes-hysterical happenings. Tn the
face of all the contemporary hot air, one
sometimes forgets that jazz’ prime appeal
to musicians over the last 60 years or so
has been that it is highly enjoyable and
self-satisfying.
The Cole and Mulligan reissues are
cases in point. No one is trying to prove
anything on them. The fact that both men
made a lot of money doing what they
liked to do is not without—pardon the
term—significance.
The King Cole Trio was a tightly knit
group that divided its attention between
the leader’s easygoing vocals and the in
strumental brilliance of his piano and
Oscar Moore’s guitar, with unobtrusive
but strong support from bassist Johnny
Miller.
This LP's 11 performances are from the
years 1945-47, and though Cole sings on
all, each has fine piano and guitar solos.
(Some of the group’s instrumental per
formances are included in The Nat King
Cole Trio, reissued by Capitol last year.)
The ballads. You're Nobody till Some-
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body Loves You and I Miss You So, make
interesting comparison. The first, recorded
in 1945, is taken at a medium tempo and
has 32 bars of piano and guitar solos be
tween choruses of Cole’s rather straight
singing. The much slower Miss You, al
most all vocal, was made in 1947, and
was a precursor of Cole’s career as a stand
up vocalist.
The lightness and casualness of the Cole
trio’s approach, especially in its early
recordings, was akin lo that of Fats
Waller, though the younger men lacked
Waller’s off-the-wall humor. This similar
ity is best heard in The Frim-Frani Sauce,
which even has a Waller-like spoken coda
(“If you don’t have it, just bring a check
for the water”).
The resemblance to Waller may have
resulted from the large number of novel
ties the trio recorded; in this album there
are When I Take My Sugar to Tea, You're
the Cream in My Coffee, But She’s My
Buddy's Chick, Naughty Angelina, The
Best Man, I Think You Get What I Mean,
and Baby, Baby All the Time. Also in
cluded is That's What, a bop-vocal-withunison-guitar answer to What's This?, a
bop duet sung by Buddy Slewart and Dave
Lambert with the Gene Krupa Band.
The Mulligan LP is made up of material
from various Pacific Jazz albums (Sunset
is a low-price subsidiary of Liberty, which
owns Pacific). Most tracks are by the
baritone saxophonist’s quartet wilh valve
trombonist Bob Brookmeyer, bassist Bill
Crow, and drummer Dave Bailey. This
group is heard on Bweebida Bwobbida,
Bike up the Strand, Storyville Story, That
Old Feeling, and Baubles, Bangles, and
Beads—all recorded during a December,
1956, engagement at Boston’s Storyville.
There also are two tracks—Laura and
Moonlight in Vermont—from a 1954 Paris
concert by Mulligan, Brookmeyer, bassist
Red Mitchell, and drummer Frank Isola.
Blues Going Up is from a 1954 concert
by Mulligan’s group wilh trumpeter Jon
Eardley, Mitchell, and drummer Chico
Hamilton. The album's other two tracks
are Sextet and Crazy Day, which derive
from a 1957 studio date with saxophonists
Zoot Sims, Lee Konitz, Al Cohn, and
Allen Eager.
The quartet tracks are notable for their
relaxed air and lighthearted interplay
among the members. Mulligan’s singing
baritone solos with his quartet are con
sistently imaginative and musicianly—wellexecuted, highly rhythmic extemporiza
tions of melodic beauty. His solos are less
successful with the other saxophonists, and
his piano playing on Storyville Story is
chunky and heavy.
Brookmeyer is his usual sardonically
jovial self. His solos flow, bill they seldom
come to a climax and often border on
the boring, mainly because they have little
rhythmic vitality—either they are made
up of streams of dottcd-eighlhs-and-16ths
or else straight eighths.
Besides the interplay and Mulligan’s
quartet solos, the LP's highlights include
Cohn’s tenor and Sims' alto on the saxo
phone tracks, Eardley’s poignant Blues
solo, and the rhythm sections (particularly
the bass players).
There also is warmth and relaxation

evident in the work of guitarist Burrell,
bassist Richard Davis, and drummer Roy
Haynes in the Man at Work album, but
the level of creativity is below that of the
Cole and Mulligan releases. The Burrell
LP was recorded at the Village Vanguard
in 1959 and first issued on Argo as A
Night at the Vanguard.
In 1959 Burrell was a highly competent
musician, but he had not reached his cur
rent level of artistry. His work in this
album is Sometimes marred by a rhythmic
stiffness that comes most often to ihe fore
when he plays chorded passages (his single
note lines arc generally springy).
Davis was a good man to have on a
session seven years ago, but, like Burrell,
he was not the musician he is today. Still,
his lines behind Burrell are strong and well
conceived.
Haynes, however, was as tasteful and
graceful in 1959 as he was seven years
before and is today—a master of his
instrument and his music. His exchanges
with Burrell on Will You Still Be Mine?
and Well, You Needn't are superb.
Burrell’s best work is on Needn't and
Broadway—he plays well-constructed, leanmeat solos on both. He also produces a
good deal of heat on Soft Winds, but the
track is marred by rushing tempo, a fault
compounded by an awkward tape splice
before the last chorus.
The other tracks are All Night Long,
I'm a Fool to Want You, and Just ASittin’ and A-Rockin'.
Miss Fitzgerald’s lack of warmth and
understanding hurts the Porgy and Bess
album. She seems to have missed the point
in most of the lyrics and maintains her
usual joic de vivre whether she’s singing
about losing her man (7 Want to Stay
Here), fending off one of the opera’s
villains (What You Want Wid Bess?),
offering a lament (My Man's Gone Now)
and a prayer (Oh, Doctor Jesus), or
imitating street cries (Here Comes the
Crab Man and The Strawberry Woman).
To bring forth the variety of emotions
called for in this collection of songs, the
singer must also be able to act, and Miss
Fitzgerald is not an actress. Musically,
however, she is fine—that is, she gets off
some nice variations and sings in tune—
but a tour de force such as the one she
attempts calls for more than that.
Armstrong, though, is superb. He is able
to change his mood for each piece, for
Armstrong is an actor. As Sportin’ Life,
he conjures tip an appearance of the devil
in I Got Plenty of Nuttin’ and There's a
Boat Dal's Leavin’ Soon for New York;
as the crippled Porgy he is believable in
Bess, You Is My Woman; and as Fisher
man Jake he gets the proper comic tone
in the mock lullaby A Woman Is a Some
time Thing. And as a jazz trumpet player,
he is hauntingly beautiful in Summertime,
I Got Plenty of Nuttin’, Sometime Thing,
and There's a Boat (six choruses of blues).
The only time I found it hard to believe
him was on Bess, Oh! Where's My Bess?
Russ Garcia did a good job arranging
the George Gershwin score for this 1959
dale, which originally was issued as a
two-LP set. Verve-is to be congratulated
for getting almost an hour's music on this
one disc.
—Don DeMicheal
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Selecting records for a Stan Kenton Blindfold Test presented a special problem.
Many years had passed since the last time he took a test (there is no record of his
ever having done one for Down Beat)-, many new orchestras and arrangers had come
to prominence. In addition, there were innumerable small-group and avant-garde
developments on which he could comment, plus dozens of new pianists. Since Ken
ton’s primary association has been with the big band, however, it seemed most logi
cal to concentrate almost entirely on this area, provocative though his reactions
might have been to some of the new creations. He was as eloquent as ever; his com
ments as printed below involved as little editing as possible. He was given no infor
mation about the records played.

1. Cannonball Adderley. The Song Is You
(from Great Love Themes, Capitol). Nat
Adderley, cornet; Adderley, alto saxo
phone; Ray Ellis, arranger.

Well, I’d say it was a very expensive try
at a sophisticated jazz record. This guy
had everything covered; he had a chorus
going and a big string section. He had the
Latin rhythms and the two jazz soloists.
I think the record is too cluttered up—
too, shall we say, affected. I’d say two stars.
2. Orchestra U.S.A. Hex (from Sonorities,
Columbia). Jimmy Giuffre, composer.

I didn’t enjoy what I just heard. It
sounded to me like it could be considered
an exercise in orchestration. I felt that the
orchestrator squandered too much orches
tral color too fast. It was just a panorama
of effects—and the theme, if what I heard
near the end of the record was the main
theme, was not clear at all.
This is the kind of music that I think
could be used in advanced cases of music
therapy, possibly, to watch the expression
on someone’s face to see if you’ve reached
them at all. I don’t see any validity as far
as the music is concerned at all.
Maybe 20 years ago I would have said,
“That’s very interesting—I’d like to hear
it again.” But I have no desire to hear it
again. Nothing held it together. One star.
3. Kenny Burrell. Moon and Sand (from
Guitar Forms, Verve). Burrell, guitar; Gil
Evans, arranger; Alec Wilder, composer.

This could have been a great record,
because it had all the ingredients that go
together to make a great record. It had
the color—it had the setting—but the
thing it missed was subject matter. The
theme was not at all strong. I thought the
melody was very weak; I thought perhaps
when the guitar player got into some im
provisation, it would strengthen itself a
little bit, but it didn’t.
It’s like having a lovely, romantic at
mosphere for a party, and yet the people
are boring because there’s really no pur
pose for the party. It was hard for the
arranger, whoever he was, to do much
with it, because the melody didn’t have
much content—very flimsy. Two stars.
4. Duke Ellington. Artistry in Rhythm
(from Will Big Bands Ever Come Back?,
Reprise). Kenton, composer; unidentified
arranger.

It seems like before, when I heard this,
it wasn't this long. I think I have to say

that this affects me in a very personal
way. It’s like the master of us all said,
“Stan, don’t take yourself too seriously.
After all, you know, you do have a sense
of humor; the world will turn whether
you push it or not.” And I think it in
essence kind of says, “Regardless of all
your screaming and hollering, we still like
you anyway.”
I think it’s beautiful. And he is the
master too. I’d have to give it four stars.
We had a TV show in Kansas City
plugging the festival there; they had a
guy, Richard Smith, who was president of
one of the unions there, and he was talk
ing about what’s great about Ellington’s
band. They talked about everybody but
the guy who is Ellington, right next to
Ellington, and that’s Harry Carney.
So I asked them, “How come you guys
talk about everybody, and you don’t men
tion the guy who’s the capital “E” of
Ellington, if Ellington himself is Elling
ton? It’s Carney.”
Carney's sound has never been dupli
cated. He has identity, and to me he’s
Duke, you know? If there’s a right arm
that Duke has, he’s Duke.
I don’t know whose arrangement it is—
it sounds like an ear thing; by that, I
mean something they sat down and figured
out—they just didn’t sit down and say,
“Okay, we’re starting to play.” There were
ideas there. Very pleasing.
5. Oliver Nelson. Cascades (from Blues
and the Abstract Truth. Impulse). Fred
die Hubbard, trumpet; Bill Evans, piano;
Paul Chambers, bass; Roy Haynes,
drums; Nelson, composer.

The reason I asked to hear the first
portion of that record again was that at
first I thought there were some cross
rhythms going on that would be very in
teresting, but all I felt suddenly was a
very nervous feeling about things, that I
was hearing something strange, and when
I asked you to play it again, I didn't think
it was anything strange I heard—there
were just time hasscls going on.
They were awfully disturbing. Sounded
like they needed to start and kick off
again. But it did have an interesting
sound. I liked the trumpet very, very much.
I wasn’t too impressed with the piano.
He’s tasty, but suffers from the same fault
of a lot of modern pianists—they get into
one idiom, and they keep it going, and
there are so many possibilities ... he

could have gotten a little more color from
the piano by broadening it out a bit, get
ting away from just the stabbing left hand
and the single-finger right hand—in spite
of the fact that he did play some thirds.
I felt that, especially during the piano
solo, the bass and the drummer were very
listless, there was not much energy coming
from them. I didn’t feel that so much dur
ing the trumpet solo, because I believe the
trumpet had more assertion.
And inasfar as the little composition
idea on the end, I feel that sometimes
these little modal effects can be carried too
far; after it’s said once or twice, then they
should go ahead and spice it with some
thing else. It gets to be a boring thing, and
you finally feel that you want to stop the
record and say, “What else is new?”
Three stars, I guess.
6. Woody Herman. 23 Red (from
Woody’s Winners, Columbia). Dusko Goy
kovich, Don Rader, trumpets; Bill Chase,
trumpet, composer, arranger; Herman,
alto saxophone.

I don’t have any idea whose band that
is, but it’s a wonderful record. It’s truly
happy music; I think the writing is excel
lent, and they got a groove going right at
the beginning that never changed, and if
you tell me the name of it, I’ll go out and
buy it, and I’d give it five stars.
The first alto player sounded like Mar
shall Royal a little bit. I don’t know who
the rest of the band was. Good feeling
with the trumpet player.
7. Gerald Wilson. Viva Tirado (from Mo
ment of Truth, Pacific Jazz).

I don’t think too much can be said for
the record. I think that it’s nothing more
than dance music. It’s probably a very
good grade of dance music, but the title
could very well be called Harmonic and
Melodic Boredom.
Music like this is only good for one
thing, and that’s for dancing, because
there’s certainly not anything else there to
serve of interest other than maybe a soft
background. So you could maybe have a
little atmosphere, because I don’t think
there’s any validity in it at all. I’d give it
four stars as dance music; as music I’d
give it one star.
One of the problems is, you get that
montuna thing going, and after a certain
time, you feel like saying, “Okay, okay.
I've heard it; what else is new?”
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READERS
► POLL 4
BALLOT
The 31st annual Down Beat Readers Poll is now
under way. For the next eight weeks—until mid
night, Nov. 2—Down Beat readers will have an
opportunity to vote for their favorite jazz musicians.
Facing this page is the official ballot. It is printed
on a postage-paid, addressed post card. Tear out
the card, fill in your choices in the spaces provided,
and mail it. It is not necessary to vote in each
category. It is necessary, though, to write your
name and address at the bottom.
RULES, ETC.:

THE

STAGE BAND

MOVEMENT
Down Beat led the way in
the development of the
Stage Band Movement.
The largest segment of
Down Beat Readership is
Student Musician. Down
Beat will continue to lead
in the development of a
strong Stage Band move
ment
•
•
•
•

1. Vote only once. Ballots must be postmarked
before midnight Nov. 2.
2. Use only the official ballot. Type or print names.

3. In voting for Jazzman of the Year; name the

person who, in your opinion, has contributed the
most to jazz in 1966.
4. In the Hall of Fame category, name the jazz
performer—living or dead—who, in your opinion,
has contributed the most to jazz during his career.
This is the only poll category in which deceased
persons are eligible. Previous winners are ineligible.
They are Louis Armstrong, Glenn Miller, Stan
Kenton, Charlie Parker, Duke Ellington, Benny Good
man, Count Basie, Lester Young, Dizzy Gillespie,
Coleman Hawkins, Billie Holiday, Bix Beiderbecke,
Miles Davis, Jelly Roll Morton, Thelonious Monk,
Art Tatum, Eric Dolphy, Earl Hines, John Coltrane,
and Charlie Christian.
5. Vote only for living musicians in other cate
gories.

6. In the Miscellaneous Instrument category, a
miscellaneous instrument is defined as one not
having a category of its own. There are three ex
ceptions: valve trombone (votes for valve trombon
ists should be cast in the trombone category), cornet
and fluegelhorn (votes for cornetists and fluegelhornists should be cast in the trumpet category).

7. In naming your choice of Record of the Year,
select an LP issued during the last 12 months.
Include the full album title and artist’s name in the
spaces provided. If the album you choose is one of
a series, indicate which volume number you are
voting for.
8. Make only one selection in each category.
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STANFORD JAZZ YEAR
(Continued from page 26)

Coltrane aggregation emerged. Most of
the audience expected the Coltrane of My
Favorite Things (which he played, in fact
—sort of) and Giant Steps and A Love
Supreme. They got the Coltrane of Ascen
sion and New Thing al Newport, and they
were not ready. Most did not understand
or dig; a few understood and dug; the rest
either did and didn’t, or didn’t and did.
He played for an hour and a quarter,
though, so they got their money’s worth.
Archie Shepp landed on Feb. 4 for a
Casual, which began late, chiefly because
Shepp’s drummer forgot to bring his
drums. But when Shepp began playing, a
good portion of the audience of 350 was
with him. In talking with Gleason, he
proved articulate and purposeful; if he did
not explain what he was doing in strictly
musical terms, he at least got the audience
into as much of the proper emotional bag
as could be expected of a while and happy
collection of students.
The MJQ and Gillespie played Feb. 13.
The concert began on time—a first—and
the MJQ played a program of blues.
The next day Lewis gave a lecture titled
“Classical Influences in Jazz”—at any
rate, that was his topic. What he really
said, in a quiet, self-effacing, barely audible
way, was that the audience did not know
much about jazz or American music in
general, that jazz is the second-class citizen
of music, as the Negro is of the United
States, largely through the whites’ igno
rance. And everybody nodded and smiled
because he said it so nicely.
The quarter ended with a performance
by the Denny Zeitlin Trio. Many of those
present had not heard of Zeitlin prior to
the Casual. He made several converts.
The spring quarter program was in
many ways the most disappointing of the
Jazz Year. Two panels of critics and musi
cians had been scheduled, one to discuss
the economics of jazz and the other to
discuss the avant-garde movement. But Nat
Hentoff, who was also to give a lecture,
was unable to come to California, and
expenses, it seemed, had not been watched
as carefully as everyone thought; without
the added $5,000 in union funds, only two
lectures and two Casuals could be planned.
Ira Gitler spoke on April 4 about jazz
in the ’60s, offending some and winning
cheers from others with his vehement anti
avant-garde views.
An exhibit of paintings, sculpture, and
photographs tilled “Visual Explorations of
Jazz” was due to open the same day in
the union. Entries from artists and stu
dents all over the area had been solicited
weeks in advance; entry blanks had been
requested literally by the hundreds; cash
prizes were to be awarded by a jury of
art and jazz critics. Fewer than 10 works
were submitted by the deadline, and those
were of medium lo low quality. The ex
hibit was canceled.
John Handy’s quintet played at the first
spring Casual April 8. The 400 persons
present, attracted largely by some rather
determined word-of-mouth campus pub
licity, went berserk. Hendricks had gotten
a standing ovalion. Zeitlin had gotten a

standinger one. This was the standingest.
A blues weekend was set up for April
22-24. Muddy Waters and his blues band
presided at a Casual on the 22nd, and, in
the final outdoor concert of the year, Ray
Charles and his new big band played the
amphitheater April 24. Both concerts went
smoothly. Waters drew an illegally (be
cause of the fire laws) large crowd of more
than 500 in the lounge, and Charles at
tracted more than 6,300 that Sunday in
90-degree-plus heat.
The Miles Davis Quintet gave a beauti
ful concert May 22 in Memorial Audi
torium with his current group, but only
some 1,300 attended.
The next day, fittingly, Gleason closed
the Jazz Year with a lecture, “The Future
of Jazz,” to a small but enthusiastic crowd.
He also summarized the achievements of
the year.
Which were what? Financially, the re
sults were slightly miscalculated, and the
project wound up about $1,000 in the
red—not bad, but not good. The reason
for the deficit was, chiefly, the poor sales
for the Davis concert, with help from
some forgotten outside expenses—large
phone bills, a misunderstanding with the
university regarding the chair rental price
for the outdoor concerts. Things like that.
Perhaps the principal achievement was
the management of a year-long, multiIhousand-doliar, complicated, and wholly
new program entirely by students. Valu
able advice came from Dr. Berry, Gleason,
Elwood, and others, and the technicians
for concerts were adult. But the students,
freshmen through seniors, managed, hired,
fired, chose, pushed, and cajoled.
In terms of jazz, too, the Stanford Jazz
Year was important. It made jazz respect
able to a rather large audience, many of
whom had previously considered it only
entertainment, at best. (The total attend
ance at concerts, Casuals, and lectures was
at least 25,000.) It provided an education,
from the ground up, for the novice who
wanted to learn, at minimal prices. (Top
prices for students for the major concerts
were $3 in fall, $2.75 in winter, $3.50 in
spring.) It brought the music of some
lesser-known and seldom-heard artists to
large groups of sympathetic, if not knowl
edgeable, people. It proved that a jazz
concert can be a profitable enterprise.
(The Jazz Year was a one-shol deal; this
year the union will sponsor another kind
of project. But there is—now—nothing to
slop the ambitious private impresario on
campus from staking a jazz concert in
dependently. It also should have taught
future entrepreneurs that three tickets sold
at $2 each net more than no tickets sold
at $5 each.) It won praise from droves
of Stanford students, many of whom had
previously had no interest in the music.
But maybe the most personally satisfy
ing reward was to be found, of all places,
in Berkeley. Time and again, Stanford
people would hear from Cal students,
"Stanford is where it’s at this year,” Not
the general sentiment perhaps, but one
would have to be a Stanford student to
know how fine it sounded.
And, at that, they were only voicing
what the staff of the Stanford Jazz Year
felt all along.
gjg

K. Zildjian
How it’s made
is a secret

How it plays is not
The big sound in cymbals comes from
Turkey, where cymbals have been made
for more than 300 years. How they’re
made is a secret known only to the K.
Zildjian® family. And they do it with the
same dedication to craftsmanship that
has made their name famous for genera
tions. Major American musical organiza
tions have been benefiting from K.
Zildjian® cymbals for many years.

The K. Zildjian® Cymbal, for instance is
the heavier concert cymbal currently
used by the Goldman Band, the Metro
politan Opera and many other famous
musical organizations. Like all Zildjian®
cymbals, they’re hand-matched for per
fect pairing.
In the jazz field, K. Zildjian® cymbals
have no peers. Modern drums stars like
Art Blakey, Elvin Jones and Mel Lewis
have used them for years.
Remember, that's K. Zildjian®. It’s a big
family. But only the K. (made in Turkey)
Zildjian cymbals are the genuine Turkish
ones.

K. ZILOJIAN

____________________ CYMBALS____________________
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The Fred. Gretsch Mfg. Co.
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AD LIB

(Continued from page IS)

We like to feel that our 47 years of doing
one job—making mouthpieces—has helped
build your reputation as well as ours. By
doing one job and doing it well, we have
enjoyed the benefits of specialization. The
"know-how" that only years of time and
trial and plain hard work can develop,
Here in our bright, modern daylight factory
we're constantly on the search to build
that better mouthpiece—to build the best,
you just can't rest! Yes, we're 47 years
young . . . makers of the very finest mouth
pieces—for you! Also makers of custom
made mouthpieces.
Mouthpieces for
clarinets and saxophones

J. J. BABBITT COMPANY
Eikhart, Indiana

sax and brass
goes electronic
lor the tirsl lime
No need to “blow your lungs out" to
compete wilh the rest of the group on
your tenor. New Koss Performer instru
ment pick up slips over instrument bell,
plugs into guitar or accordion amp, and
electronic power takes over. Add your own
style and you produce a bright new sound
of your own. Actually makes playing
easier. Available from your music dealer
or write.

KOSS ELECTRONICS INC.
2227 N. 31st St.. Milwaukee. Wis.

NAME_____________________________________
ADDRESS_________________________________
CITY AND STATE_________________________
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Oct. 23 . . . Vibraharpist Dave Pike, now
in his ninth month at the Top of the Gate,
has pianist Don Friedman and bassist
Chuck Israels in his current trio . . .
During the Muddy Waters Blues Band’s
stay at the Cafe Au Go Go in August,
Waters’ pianist and vocalist, Otis Spann,
did a Sunday afternoon session at Slug’s
. . . Alto saxophonist Charles McPherson’s
sextet (Lonnie Hillyer, trumpet; George
Coleman, tenor saxophone; Barry Harris,
piano; Paul Chambers, bass; Louis Hayes,
drums) did a week at Minton’s in August
. . . Vibraharpist Lionel Hamilton was
appointed chairman of musical entertain
ment for New York Gov. Nelson Rocke
feller’s re-election campaign, a position
he also held during New York Mayor
John V. Lindsay’s successful mayorality
campaign . . . The duo of pianist Ran
Blake and singer Jeanne Lee leaves for
Europe Sept. 15 to make radio and 'TV
appearances in Belgium and other coun
tries . . . Pianist Lee Shaw’s trio (bassist
Jymie Merritt and drummer Stan Shaw)
worked the Key Club, Newark, N.J., in
August and will be at Wells’ in Harlem
for the week of Sept. 6. Then the trio
begins a month’s stay at the Red Carpet
in Ozone Park, N.J., Sept. 13 . . . Tenor
saxophonist Harold Ousley’s long-incum
bent Sunday afternoon and Monday group
at Count Basie’s Lounge currently includes
pianist Jane Getz, bassist Henry Grimes,
and drummer Al Dreares . . . Trumpeter
Lamarr Wright Jr. leads the trio at
Pauline’s, Seventh Ave. and 137th St. . . .
Saxophonist-clarinetist AI Gallodoro, an
ABC stall musician and former I’aul
Whiteman sideman, has formed a jazz
group with drummer Joe Coleman, bassist
Joe Marino, and accordionist Joe Am
brosio. The quartet has been working in
Huntington and Northport on Long Island
. . . Among the groups featured at August
Jazz Interactions sessions at the Top of
the Gate were drummer Sonny Brown’s
octet (Ray Copeland, trumpet, fluegel
horn; Kaine Zwadi, tenor horn; Garnett
Brown, trombone; George Coleman, ten
or saxophone; Attila Zoller, guitar; Al
Dailey, piano; Eddie Mathias, bass);
tenor saxophonist Frank Foster’s quintet
(trumpeter Virgil Jones, pianist Pat Rebil
lot, bassist Woolf Friedman, drummer
Elvin Jones); and tenor saxophonist
Clifford Jordan’s quintet (Julian Priester,
trombone; Ronnie Mathews, piano; Rich
ard Davis, bass; Mickey Roker, drums)
. . . The third free jazz concert at Tomp
kins Square Park in Manhattan's lower
east side, sponsored by Mobilization for
Youth, featured bassist Bob Molay’s quin
tet, pianist Lamont Johnson, singer Kathy
Kelly, and clarinetist Mike Stalls’ trio
(D.T. Murray, violin, and Scotty Holt,
bass) . . . Guitarist Attila Zoller com
posed and performed the score for an ex
perimental short film. Scenes from Liz,
shown at the recent New York Film Festi
val at Lincoln Center . . . The Duke
Ellington Orchestra and the Sani Dona
hue combo performed in concert at the
Steel Pier in Atlantic City, N.J. Also in
A.C., organist Wild Bill Davis’ group has

been at the Little Belmont. Ellington trom
bonist Lawrence Brown and altoist John
ny Hodges joined Davis for a live record
ing session there last month. At the Club
Harlem in Atlantic City, trumpeter Em
mett Berry and tenorist Willis Jackson
combined with the big show band fronted
by Lamarr Wright Jr. to pack in the audi
ences while singer Billy Eckstine was at
the Bistro and vocalist Carmen McRae
warmed the summer audiences at the
Winter Garden in the resort town.

CHICAGO:

Bob Koester’s Chicago
based Delmark record label, basically a
blues label with a smattering of traditional
jazz in its catalog, has begun recording
the city’s growing number of avantgardists. The leader on the first session,
supervised by Chuck Ncssa, was alto saxo
phonist Roscoe Mitchell, who used trum
peter Lester Bowie, trombonist-cellist
Lester Lashley, tenorist Maurice McIn
tyre, bassist Malachi Favors, and drum
mer Alvin Fiedler. The recording, Mitch
ell’s first, is scheduled for release this
month. The second album in the series
will be by saxophonist Joseph Jarman.
Delmark also will begin releasing material
from the Paramount catalog. Set for early
release are albums by Elhel Waters,
various blues and country singers, and a
set of Louis Armstrong accompaniments,
all recorded during the 1920s . . . Bassist
Richard Davis and drummer Mel Lewis
were among the key musicians imported
from New York for last month’s Barbra
Streisand concert at Soldier Field. The
orchestra was augmented to more than 30
pieces with local musicians . . . Immedi
ately after an Aug. 10 appearance at the
Ravinia Festival, a summer-long series of
concerts in suburban Highland Park, the
Cannonball Adderley Quintet took off
for a 2K-weck tour of Japan. With the
altoist’s group was his brother Nat, cornet;
Joe Zawinul, piano; Victor Gaskin, bass;
and Roy McCurdy, drums . . . Veteran
trombonist Georg Brunis was in Cook
County Hospital last month for treatment
of diabetes . . . After 1015 years of nightly
broadcasts, Dick Buckley’s Jazz Show was
dropped by WNIB-FM last month. It
suffered a lack of sponsors . . . Irene
Kral has been singing at the Golden
Barrel, a supper club in O’Hare Inn . . .
Pianist-vocalist Judy Roberts is back at
the Midas Touch on N. Wells St. Her trio
works there weekends and at the London
House Wednesdays and Thursdays . . .
For promoter Joe Segal’s annual Charlie
Parker memorial concert Aug. 28, held
this year at the Either/Or club in Old
Town, trumpeter Freddie Hubbard was
featured along with alto saxophonist
Bunky Green, pianist Jody Christian,
and drummer Roy Haynes. Haynes opened
a couple of nights later with the Stan
Getz Quartet at the London House . . .
The renovated Pumpkin Room, located
near 71st and Jeffery, has been featuring
the Vanguard Trio (pianist Corky McClercan, bassist Sidney Robinson, drum
mer Ed Coward, and vocalist Leon Ketch
uni) on weekends ... A trio made up
of vibraharpist Dave Catherwood, guitar
ist Sam Thomas, and bassist Clyde

Flowers has been featured on Tuesdays at
the Yellow Unicorn, 868 N. State St.

LOS ANGELES:

Vibist Terry
Gibbs and trumpeter Maynard Ferguson
did outstanding business at the Playboy
Chib here. The latter’s opening was de
layed four days, but he made up for that
by being held over a week. The four-day
gap (Wednesday through Saturday) was
filled by Gerald Wilson’s band, which
broke the club’s attendance record during
its stay. Wilson's band will return follow
ing Red Norvo’s group. Vocalist Kitty
Lester followed singer Mavis Rivers into
the club’s Living Room. On the Ferguson
band's opening night, trombonist Frank
Rosolino and saxophonist Mike Barone
came down from the Penthouse, where
they were working with Ferguson, and
wailed behind Miss Lester’s final set along
with pianist Joe Parncllo’s trio. Pianist
Les McCann ambled over from the Living
Room (a nearby club) and displaced Par
nello for a few tunes. Parnello has cur
rently displaced himself to back Vic Damoue at the Sands in Las Vegas, Nev.
Mike Lang is subbing at the Playboy .. .
Tenor saxophonist Teddy Edwards re
ceived a call last month from Count Basie
at Basin St. West in San Francisco to
sub for Basieitc Eddie (Lockjaw) Davis,
who became ill during the band's engage
ment there. Basie’s band was booked into
L.A.’s It’s Boss for three nights. The club is
adjacent to the Living Room, where Latin
percussionist Willie Bobo’s group and
McCann's trio were sharing the bill...
Pianist Dave Grusin recently subbed for

Pete Jolly at Donte’s where he used
guitarist Howard Roberts, bassist Chuck
Berghofer, and drummer Nick Martinis
... For the Sonny Criss Quartet’s final
three Sundays at Shelly’s Manne-Hole,
bassist David Dyson replaced Ike Issacs
... Pianist Hampton Hawes recently com
pleted a week at Shelly’s. He used Buster
Williams, bass, and Donald Bailey, drums.
The trio was followed by alto saxophonist
Ari Pepper’s quartet for eight days. Pep
per’s men were pianist Roger Kellaway,
bassist Hersh Hamel, and drummer John
Guerin . . . Guitarist Laurindo Al
meida played a week at the Greek Theater
behind singer Nancy Wilson and a onenighter at the Hollywood Bowl with com
poser Lalo Schifrin . . . On the writing
scene, composer-arranger Gary McFarland
received his first motion-picture scoring
assignment: 13, for MGM. Johnny Keat
ing will write the theme and score the
first six segments of TV’s The Jean Arthur
Show . . . Pianist Calvin Jackson just
finished three weeks at Ihe Charier House
in Anaheim . . . Pianist Ramsey Lewis
showed off his new sidemen. bassist Cleve
land Eaton and drummer Maurice White,
at the Royal Tahitian, in Ontario, Sharing
the hili was singer Julie London, backed
by the fine trio of Lou Levy, piano; Don
Bagley, bass; Stan Levey, drums... At
the Century Plaza Hotel singer Vikki
Carr used her own rhythm section of
Andy Thomas, piano, and Buddy Clark,
bass, with Frankie Ortega’s orchestra.
In another room of the hotel, the Page
Cavanaugh Trio (Cavanaugh, piano; Car
son Smith, bass; Warren Nelson, drums)

was holding forth . .. Pianist Andrew Hill's
wife, LaVcrne, is playing organ on week
ends at Vina’s. Drummer Ron Johnson
accompanies her ... Trumpeter Harry Edi
son has been working at the Melody
Room. With Edison are Mike Mclvoin,
piano; Jim Hugbarl, bass; and John
Baker, drums. When Melvoin plays at
Sherry’s on Sundays, Gerald Wiggins
usually fills in wilh Edison . , . Pianist Jan
Dcneau has added harmonica player Joel
Bryan to his trio on Fridays and Satur
days at the Prime Rib in Newport Beach,
On Thursdays, it’s just the trio: Deneau,
bassist Bob Gardner, and drummer Steve
Donaldson . . . Jazz promoter Al Fox is
puzzled about the demise of his Sunday
afternoon sessions al the Edgewater Inn
in Long Beach. One of the jolts he re
ceived was a turnout of 85 persons for the
Ray Brown Trio (Victor Feldman, piano,
vibes, and Frankie Capp, drums) after
Fox had mailed 15,000 pieces of promo
tional copy. The sessions finally halted
after 16 continuous name-filled months ...
Trombonist Kid Ory left Los Angeles to
live in Honolulu, Hawaii. He’ll be 80
next Christmas, bul he claims he’ll either
“start a band or a book.” . . . Saxophonist
Gil Melle scored The Street—a photo
graphic essay depicting Sunset Boulevard
—utilizing a small combo that included
Lou Blackburn, trombone; Forrest West
brook, piano; Ben Mathews, bass; Buddy
Bagish, drums. Melle, normally a tenor
man, played soprano, an instrument he's
shown an increasing liking for lately.
Though the film was temporarily listed as
lost in KABC-TV’s film vaults, it has
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reappeared. No air dale had been set
at presstime, but at least Mclle’s ail-jazz
score will be heard . . . KHJ-TV recent
ly presented an hour-long special entitled
Bach lo Byrd, featuring guitarist Charlie
Byrd . . . Trumpeter Don Rader’s ar
rangements were recently featured on local
TV program. Scope, a half-hour color
special, highlighting the Cerritos College
Stage Band under Jack Wheaton’s direc
tion. Rader’s group is also working Tues
days at the Ship of Fools, a new club
owned by the Vagabonds. Rader's person
nel includes Dick Hyde, trombone; Mike
Wofford, piano; Frank DeLaRosa, bass;
Chiz Harris, drums . . . Cornetist Rex
Stewart has left for an extensive tour of
Europe that will include Copenhagen,
Paris, Berlin, and then hopefully, behind
the Iron Curtain to Czechoslovakia . . .
Singer-pianist Nellie Lutcher entertained
at ceremonies marking the opening of
Disneyland’s New Orleans Square—a re
creation of New Orleans’ early 1900s
Storyville.

PHILADELPHIA: Tenor saxo
phonist-arranger Jimmy Heath, a Phila
delphian, was with Milt Jackson for the
vibraharpisl's annual summer week at the
Show Boat ... A Sunday afternoon “new
thing" concert was scheduled Aug. 28 at
the Show Boat. On the bill were trombon
ist Graclian Moncur III and the Untradi
tional Jazz Iniprovization Team featuring
reed man Byard Lancaster, pianist Dave

Burrell, bassist Jerome Hunter, and
drummer Bobby Kapp . . . Billy Duke’s
big band has been playing Friday nights
at Henry’s restaurant near Camden, NJ.
In the 13-piece band are a number of
former name-band sidemen . . . Altoist
Phil Woods and his jazz band of Camp
Ramblerny students played a concert at
the New Hope music camp. In the band
was alto saxophonist Richard Cole of
Trenton, N.J., a Down Beat Berklee school
scholarship winner. Woods also was sched
uled for an outdoor concert in Trenton
wilh the Johnny Coates Trio . . . Drum
mer Tony DeNicola is bringing an old
Air Force buddy, vibist-mellophonist Don
Elliott, to Trenton for a concert . . .
Trumpeter Dizzy Gillespie and comedian
Dick Gregory were booked for a Monday
night session at Lambertville Music Circus.

CLEVELAND:

Because of the re
cent success of the Ohio Valley Jazz
Festival North, presented here by entre
preneur-pianist George Wein, plans for
next year call for the festival to be ex
tended to more than one night. Featured
at this year’s concert Aug. 8 were pianists
Horace Silver and Dave Brubeck, organ
ist Jimmy Smith, singers Joe Williams
and Sarah Vaughan, and trumpeter Miles
Davis. Smith and trio will appear here
again Oct. 14 at the Music Hall . . .
Pianist Joe Copper with bassist Eddie
Myers moved into the La Rue Lounge . . .
Ln Quintette is the new group at the
Downstairs Room.

DETROIT:

Trombonist George Bohanon’s concert at ihe University of Mich
igan also included a group led by cornetist
Charles Moore, wilh Chicagoan Joseph
Jarman, alto saxophone; David Squires,
tenor saxophone; Stanley Cowell, piano;
Ron Brooks, John Dana, basses; Doug
Hammon, Danny Spencer, drums, plus
Brooks’ trio with Cowell and Spencer ...
Cowell, who is working on a master's de
gree in music at the U. of M., will join
Roland Kirk’s group when the multi
instrumentalist arrives to play at the
Drome this month ... Brooks currently is
leading two groups at the Town Bar.
Monday through Wednesday nights, his
trio has Kirk Lightsey, piano, and Ham
mon, drums. Thursday through Saturday,
Tim Tomke takes over on piano with
Spencer on drums ... Bohanon’s quintet
is currently without a home, since the
Village Gale, where he was working, has
once again dropped music ... Lightsey has
formed a new organization, the In Stage,
to promote the development of the arts in
Delroit. Bassists Ernie Furrow and Ded
rick Glover and pianist Clarence Beasley
are on the board of directors, and many
local jazz musicians are members... A
recent session at Blues Unlimited reunited
the Terry Pollard Trio (Miss Pollard,
piano; Will Austin, bass; Bert Myrick,
drums). The program also included an
avant-garde quartet led by Joseph Jar
man, which met with mixed reactions.
Groups featured in August included those
of pianists Claude Black (with vocalist
Austin Cromer), Harold McKinney, and

THE GREATEST NAMES IN JAZZ WILL HELP YOE BE A MODERNIST!
BILL EVANS' PIANO STYLING. Explorlna tonal,
chordal and lyrical beauty In ¡ozz piano. ...$2,00
OSCAR PETERSON: Fabulous styled Jazz piano solos
transcribed from hls latest recordings. Exciting
swinging Jazz, Vol. 1, 2, 3 ...................... $1.95 ea.
OSCAR PETERSON: Jazz exorcises and songs. Tho
basic approach to Jazz piano, 3 Vol's. ,,$1.50 ea.
ERROLL GARNER: Ulka modern jazz piano stylings
as recorded. Vol. 1 & 2.............
$2.00 ea.
LENNIE TRISTANO: Jazz plane examples of his
dazzling piano magic. Vol. 1 & 2........... $2.00 ea.
BUD POWELL: The amazing plane artistry of this
groat star. Vol. 1 & 2 ................. .......$1.50 ea.
PROFESSIONAL PIANO STYLING:
Improvising,
JAZZ accompanying, left and right hand ideas,
walking bass, breaks, etc. .................................. $1.50
NEW DIRECTIONS IN JAZZ PIANO—Harmonic Innovation:, styles, techniques, modern Ideas $1.50
INNOVATIONS IN FULL CHORD TECHNIQUE—
How Brubeck, Shearing, Tristoño use the full chord
technique. Block minor, parallel etc. ......$1.50
THELONIOUS MONK: First swinging piano orlgInals by this great Jazz Innovator ........$1.50
1500 CHORD PROGRESSIONS: For a better technic
In AD LIB playing—Improvise [azz pasiagos on
these Progressions, For all musicians ......$1.50
CHORDS AND PROGRESSIONS:
—Theory made easy] Learn Popular, Modern,
Chromatic, Deceptive, Substituí® and "Blues"
progressions
so
essential
for
the
modern
musician. Vol. I, Vol, II ........................ $1.50 each
CONTEMPORARY STYLES: For tho lazz pianist. Styl
ings of Bill Evans, Ahmad Jamal, Winton Kelly,
Oscar Peterson. Vol. 1, Vol, 2 ...,...$2.50 ea.
HOW TO IMPROVISE—Complete control of the
subtle sounds Is yours In everything you play from
Dixieland to Latin for all Instruments ..,..,$1,50
SHELLY MANNE DRUM FOLIO: Original drum
pads as written and played by Shelly, His spe
cial recording free, loaded with now Ideas &
technics. Flay and hear tho drum parts! ..,$3.00
DRUMMERS MANUAL: The only book with ihe di
rect approach to Jazz Drumming............ ....$4.00
SONNY IGOE: Modem DRUM "Breaks & Fill-Ins."
So essential to the modern drummer ... ............$1.50
LOUIE BELLSON: Reading text. How to light read
tho most difficult |azz drum parts............ ...$2.50

EUGENE WRIGHT: Brubeck's great bassist. 30
swinging modem choruses for string bass. ,.$1,95
MODERN JAZZ PIZZICATO STRING BASS: Direct
approach to [azz lines for Blues, Progressions, im
provisation, speed, etc. Complete course ,,.$4.00
STRING BASS MODERN CHORD CONSTRUCTION:
Basis for AD LIB, fill-Ins, breaks, sight reading,
[azz lines, walking bass, etc............................... $2.50
MILT HINTON & OSCAR PETTIFORD: Great Jazz
linos for string boss. 2 Vol's. .................... $1.50 ea.
CLIFFORD BROWN'S Sensational trumpet solos from
his greatest records. First time available ...$1.50
SHORTY ROGERS: Jazz method for trumpet. A reveailng study in the art of Improvising..........$3.50
JAZZ LINES OR PHRASES: Jazz styles for trumpet
by Thad Jones, Art Farmer, Mlles Davis, Joe New
man, etc. 2 Vol's ,.,,,..............$1.50 ea.
LEARN TO WRITE PROGRESSIVE SOUNDS—New
sounds through harmony, melody, 12 tone technic
and rhythm, plus 6 modem Jazz works . . . .$1.50
CHARLIE CHRISTIAN: Harlem Jazz Guliar. Ad lib
solos and single string Jazz ,................ ,,,..$!.50
KENNY BURRELL; IB ultra modern Jazz guitar
choruses exactly as recorded............................... $2.00
JAZZ GUITAR: All the new styles and secrets of
famous guitarists. Every phase covered ,....$1.50
JOHNNY SMITH’S Aid to technic. How to build a
flawloss modem |azz guitar technic................. $1.50
MUNDELL LOWE: Guitar Ad-Lib choruses on 10
standards, Tenderly, Rosetta etc....................$1.50
GUITARISTS: Analysis of the Blues. How to feel
and play the new Blues stylings........................ $1.50

JOHNNY SMITH GUITAR INTERPRETATIONS —
You must know the modern guitar sounds. This
book shows you how. Vols. I and 11 . ..$1.50 ea.
CHAS. CHRISTIAN: The art of Jazz guitar. Plus 12
analyzed swinging recorded solos ........$2.00
DICTIONARY OF CHORDS: A reference book with
over 1000' chords. For pianists, guitarists, arrangers
etc. Every musician needs one .................... ...$2.95
A COURSE IN MODERN HARMONY: — Begins
where old fashioned books end . . . basic founda
tion for tho study of arranging ..................... $1.50
AD-LIB—Basic Instruction In the art of creating AD
LIB choruses and improvising plus 24 analyzed
AD LIB choruses .
.
.
..........$1,50

$1.00 Deposit on C.O.D. Orders—C.O.D. Service on 3 Books or More
Rush Your Order—Save Money by Payment in Advance.
We Pay Postage on Prepaid Orders
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MENTS DESIGNED FOR ALL COMBO GROUPS
15 ORIGINALS BY HERB ALPERT—THE TIJUANA
BRASS. THE NEW SOUNDS..............................$2.95
23 ORIGINALS BY GERRY MULLIGAN.......... 52.00
27 ORIGINALS BY JIMMY GIUFFRE ............. $2.00
24 ORIGINALS BY PETE RUGOLO ..................$2.00
21 ORIGINALS BY DIZZY, SHORTY ROGERS,
PARKER AND OTHER JAZZ GREATS ............. $2.00
KEY TO MODERN DANCE BAND ARRANGING: A
now book with progressive ideas for small or
largo groups. All stylos fully explained .,,.$3.00
LENNIE NIEHAUS: Jazz conception for Saxophone.
The new approach to modern articulation, phras
ing, jazz rhythms. Vol. 1 & 2 .............. $3.50 ea.
EAR TRAINING AND SIGHT READING—How to
develop absolute pitch, light tinging and oar
training for all voices and Instruments......... $2.00
LEE KONITZ: JAZZ LINES. Exciting Alto Sax 1mprovisions from his latest recordings ....,..$2.00
MILES DAVIS: Coal sounds for trumpet. Unique
examples of the cool Jazz. Complete..........$2.50
STAN GETZ: Tenor Sax Jazz. From his fabulous
recordings come these [azz line*..........Only $1.50
CANNONBALL ADDERLEY: New exciting artistry
and modem [azz styling for alto sax
$2.00
GREAT TENOR SAX STYLES. STYLINGS: By Stan
Gotz, John Coltrane, Gigi Gryce, Zoot Sims, Al
Cohn, Sonny Rollins, etc. In one big book $1.50
CHARLIE PARKER’S YARDBIRD ORIGINALS —
Any alto sax man can toko off on these original
solos and ad-lib exactly as Parker
$1.50
JAZZ IMPROVISING. Fresh new Ideas fully ana
lyzed to improve your AD-LIB playing
$1.50
190 JAZZ PHRASES: Direct approach to modern
Jazz ad 11b Improvisations on all chords .,.$1.50
JAZZ AD-LIB CHORUSES: Modern [azz Improvisa
tion* on 21 Famous songs.................................. .$1.50
ZOOT SIMS: The art of Jazz, First written exam
ples of his tenor sax Improvisations .......$1.50
JOHN COLTRANE & GIGI GRYCE: Ultra modem
Tenor Sax improvisations they recorded ....$1.50
CHORD WORKSHOP: Everything there Is to know
about chords. FOR ALL MUSICIANS.............. $2.00
MODERN JAZZ: How to ploy tho new Jazz styling.
Every phase covered. All Instruments ............. $1.50
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Willie Anderson. Austin and Myrick also
served as rhythm section for pianist John
ny Griffith at a recent concert given by
WCHD disc jockey Ed Love featuring or
ganist Richard (Groove) Holmes’ trio
... Chic’s Lounge returned to the jazz
fold as Dedrick Glover took a trio in
with Claude Black, piano, and Ed Nelson,
drums. The trio soon became a quartet
with the addition of Larry Smith on alto
saxophone. Wednesday is session night at
the club. A recent guest was drummer
Drew Evans, newly arrived from Cleve
land ... Reed man Bob Pierson, back
from a lour with the Woody Herman
Band, is backing vocalist Peggy Kaye at
the Playhouse, formerly Club Alamo.
Members of Pierson's group arc Johnny
Griffith, piano; Tom Brown, drums; and
Bobby Strobe, bass .. . The Gold Room
of the Twenty Grand was the scene of a
successful benefit for the family of bassist
cellist Rod Tlicks, whose house and be
longings were destroyed by fire. Featured
artists included Hicks’ trio (Jimmy Dixon,
piano, and Charles Johnson, drums),
which is currently appearing at the French
Leave, organist Levi Mann’s Twenty
Grand house group, Harold McKinney’s
quintet, lo which Hicks belongs, Ihe George
Bohanon Quintet, the Hindal Bulls Quar
tet, the Del roil Contemporary 4, the
Ernie Farrow Quintet, the Dedrick Glover
Trio, vocalists Jewell Diamond and Aus
tin Cromer, and several others .. .Trum
peter Eddie Webb’s band (with Jim Voor
heis, piano; Leo Harrison, bass; Bob
Pinterich, drums) returned to the Act

IV after a two-week vacation, during
which Billy Maxtcd’s Manhattan Jazz
Band took over.

KANSAS CITY:

Drummer Vince
disbanded his trio, one of the
Playboy Club’s house bands, to become
personnel director of the Kansas City
Philharmonic Orchestra ... A stage-band
workshop for high school students was
held this summer at the Conservatory of
Music at the University of Missouri at
Kansas City. Irving Miller, director of
the regular UMKC jazz workshop, su
pervised the sessions. Also at ihe univer
sity, organists Charles Kinnard and Reg
inald Buckner participated in a Battle
of lazz Organs concert in late July...
Guitarist Kenny Burrell held forth at
the Club DeLisa following Kinnard's
summer engagement al the soul-jazz night
spot... The Vanguard is resuming its
part-time jazz policy. The schedule will
probably consist of jazz on Sundays and
pop-folk sounds for the balance of the
week.
Bilardo

MIAMI:

The surprise appearance of
pianist Monty Alexander resulted in ex
cited calls for more at a recent Jazzville
at the Seville concert. The Dave Akins
Trio (Hank Haynie, bass, Reggie Moore,
piano) and jazz vocalist Jeff Adams con
tinued the session. Folk singer Mike Smilh
captured the audience with his off-beat
material. The Miami Jazz All-Slurs (Ira
Sullivan, trumpet, soprano saxophone;

Charlie Austin, tenor saxophone; Dolph
Castellnno, piano; Don Mast, bass; Jose
Cigno, drums) evoked controversy with

a spontaneous avant-garde number, S.O.S.
...Gene Roy’s big band performed July
24 at the Beach Club Hotel in Fort
Lauderdale. In early August, Roy's band
played at private Sunday sessions at the
Everglades Yacht Club ... A benefit con
cert was organized by WMBM disc jockey
Alan Rock for bassist Jimmy Glover,
who recently was released from the hos
pital after a lengthy illness. In the '50s,
Glover was with vocalist Dinah Washing
ton. Among the musicians in attendance
were the Ira Sullivan Four, reed man Aus
tin, tenorist Pete Ponzol and his group con
sisting of Duke Schuster, trumpet; Eddie
Stack, piano; Joe Lepore, bass; and
Marty Marger, drums. Folk singer Vince
Martin and comedians Alan Drake and
Peter Wood also appeared. . .Pianist Ron
Miller joined Austin's quartet for two
weeks during August. He substituted for
vacationing Eric Knight.. . The Sullivan
Four was a hit at a recent Friday after
noon concert at the Playboy Club. The
usually talkative audience was attentive
. .. Vibist Lionel Hampton closed at
Harry's American Show Room Aug. 7.
Vocalist Joe Williams came in next for
a two-week engagement., , George Buck
of radio station WJNO in West Palm
Beach hosts Jazzology, heard on Sundays
8 to 9 p.m., preceding jazz promoter Art
Dunklin’s Open House . . . Frank Sulli
van, piano; Marei Sullivan, bass; and
Chick Williams, drums, played recently at

4 Fully adjustable in all directions to suit individual requirements.

Center control knob provides immediate and complete adjustment of exten
sion arms.
Construction is made of rigid black anodized aluminum extrusions. Chrome
plated steel tubing with tilters and extensions.
COMPONENTS: 2-12" arms.
2 — 18" arms. 2 — 15%"
lengths of tubing with tilters.
2 — 15%" lengths of tubing
with tilters and extensions.
1 —Center support with
threaded rod, tension knob,
and pedal attachment plate
including two screw spurs.
1—RT6 (Bass drum). 1—RTS
(Small Tom Tom). 2 —RT10
(Snare drum &floorTomTom).
Louie Bellson, one of the
world's leading drum author
ities, helped to test and refine
the Remo Versatile Drum
Practice Set.

Instant set Up —Compact—
Portable—Light Weight.

REMO ime. VERSATILIC DRUM PRACTICE SET
AN ENTIRELY DIFFERENT PRACTICE SET
Professionally designed to realistically simulate drum set conditions without the extreme percus
sive sounds found in an actual drum set.
Ideal for home, teaching studios, band rooms, class rooms and other uses.
Now everyone, professionals and beginners alike, can perfect their style, technique, and approach
before applying rhythmic patterns to drum set.

REMO
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the Apache . . . The Summit Motor Inn
in Daytona Beach is doing well wilh
its jazz-show policy. Recently featured
were Frankie Burke and Freddie Spicer
in the Hole Show Lounge ... Pianist Pic
Gordon is back in St. Mary’s Hospital in
Palm Beach, forcing the cancellation of
Just Jazz Starring Pic Gordon, a presenta
tion to have been held at the Norton Art
Gallery in West Palm Beach.

NEW ORLEANS: Drummer
James Black, who has been on the road
with reed man Yusef Lateef, pianist Hor
ace Silver, and others, returned to New
Orleans and joined pianist Joe Burton’s
trio ... Trumpeter Henry (Red) Allen,
in town last month for a visit with his
relatives here, sat in at Dixieland Hall on
Bourbon St.. .. Another New Orleanian,
pianist-singer Fais Domino, played a brief
engagement at Al Hirt’s club. Domino's
tenor man, Nat Perrillint, was reunited
wilh drummer Black, bassist Chuck Radio,
and pianist Ellis Marsalis—all former
members of the excellent avant-garde New
Orlcans Jazz Quartet. After an absence
of several years, during which he taught
music at a rural high school, Marsalis
plans to resettle in New Orleans to play and
write . . . Trumpeter Al Hirt has opened
a new oif-Bourbon St. club aimed at so
phisticates. Name: Sinatraville... Trum
peter Sharkey Bo nano’s Dixie group at
Ihe recent Jazz on a Sunday Afternoon

concert was composed of trombonist Leo
O’Neil, clarinetist Harry Shields, pianist
Harvey Rubin, bassist Chink Marlin, and
drummer Monk Hazel... Pianist Phil
Ready is back at the Playboy Club. Saxo
phonist Al Belleiio’s quartet, the house
band at Ihe club, will do a television series
similar to last season’s programs on
WVUE-TV . . . Trumpeter Eddie Getz
played several weeks with clarinetist Bill
Kelsey’s quartet at the Famous Door...
George Davis’ combo has been playing
afterhours sessions on weekends at Hollie’s
Lounge.

LAS VEGAS: Old-lime jazz great
Wingy Manone is enjoying a return to
acclaim with a stand at the enlarged Silver
Slipper lounge. Trumpeter Manone, 62,
keeps reminding bookers and fans that he
is still turning down a gig wilh the “great
jam session in the sky.”.. .Jimmy Quinn’s
big band took over Jimmy Cook’s Sun
day night spot at the Black Magic for
a one-nighter and was in turn followed
by Abe’s Sliding Boneheads, Abe Nolc’s
six-lrombone-and-rhythm group ... Big
bands were big along the Strip during
August. In addition to the Woody Her
man Herd at the Tropicana, drummer
Buddy Rich’s young lions were roaring
at the Sands in support of singer Buddy
Greco; and over at the Flamingo lounge,
trumpeter Harry James’ crew was not
being taken for granted. Ernie Andrews

and Linda Cardinal were featured singers
with the latter aggregation ... One of the
first trios booked into Caesar's Palace was
Dwayne Smith’s, a 21-year-old blind pi
anist from St. Louis who got his break
through the efforts of Duke Ellington.
Others in the trio are bassist Oscar Meza
and drummer Mcl Telford.

TORONTO:

The Stratford Shake
spearean Festival bowed to jazz again this
summer with two concerts: a Friday mati
nee by Ihe Duke Ellington Orchestra and
a Sunday afternoon program by the
George Shearing Quintet. Both concerts
attracted near-capacity houses (the festi
val theater holds 2,258) . . . Trumpeter
Buck Clayton brought a band to Ihe Co
lonial for three weeks, prior to his annual
August appearance in Muskoka, Ontario.
Other recent Colonial attractions were a
quintet led by drummer Ed Thigpen and
the Salt City Six . . . The renovated
Town Tavern had vocalists Jack Cain and
Roy Kral on hand for its reopening . . .
The Original Osaka Dixieland Jazz Baud
from Japan appeared at the Cellar Club
and the Traditional Jazz Club during a
weekend visit . . . Blues men Sonny
Terry and Brownie McGhee played three
weeks at the Riverboat Coffee House . , .
Toronto painter Mike Snow, who now
lives in New York, has been leading his
own jazz band at the Penny Farthing
Coffee House here.
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The following is a listing of where and when jazz performers
are appearing. The listing is subject to change without
notice. Send information to Down Beat, 222 W. Adams, Chi
cago, III. 60606, six weeks prior to cover date.
LEGEND: hb.—house band; tfn.—till further notice; unk.—
unknown at press time; wknds.—weekends.

NEW YORK
All Baba: Louis Metcalf, Jimmy Neely.
Basie's: Harold Ousley, Sun.-Mon. Wild Bill
Davis to 9/18. Shirley Scott-Stanley Turren
tine, 9/20-10/2.
Chuck’s Composite: Jazz at Noon, Mon., Fri.
Continental (Fairfield, Conn.) : sessions. Wed.
Counterpoint (West Orange, N.J.) : John Gamba,
hb. Sessions, Sun.
Cove Lounge (Roselle, N.J.) : Morris Nanton,
Thur.-Sat.
Doni: Tony Scott, Jaki Byard. Sessions, Sun.
afternoon.
Eddie Condon's: Peanuts Hucko, Ray Bryant,
Cutty CutshalL
Embers West: Mike Longo.
Fairfield Motor Inn (Fairfield, Conn.): sessions,
Mon.
Ferryboat (Brielle, N.J.) : Dick Wellstood, Ken
ny Davern, Al McManus, George Mauro, Jack
Six.
Five Spot: FliUly Joe Jones to 9/25. Elvin
Jones, 9/27-tfn, Sessions, Mon.
Gaslight Club: Sol Yaged, Dave Martin, Sam
Ulano.
Half Note: Zoot Sims to 10/23. Chris Connor to
9/IS. Jackie Cain-Roy Kral, 9/23-25. Joe
Williams, 9/27-10/2.
Hickory House: Billy Taylor, Eddie Thompson.
Jillys: Monty Alexander, Link Milman, George
Peri, Sun.-Mon.
Kenny’s Pub: Gene Quill. Mon.
Key Club (Newark, N.J.) : name jazz groups.
Marino’s Boat Club (Brooklyn) : Michael Grant,
Vernon Jeffries, Bob Kay, wknds.
Mark Twain Riverboat: name bands.
Metropole: Dizzy Gillespie, 10/7-15.
007: Donna Lee, Mickey Dean, Waller Perkins.
Off Shore (Pt. Pleasant, N.J.) : MST + One,
Wknds.
Playboy Chib: Kai Winding. Walter Norris,
Larry Willis, Howard Danziger.
Red Carpet (Ozone Park) : Lee Shaw, 9/1310/11.
Jimmy Ryan’s: Cliff Jackson, Zuity Singleion,
Max
Kaminsky, Tony
Parenti,
Marshall
Brown, hb. Don Frye, Sun.
Slug’s: Sessions, Mon. Jeanne Lee, Ran Blake,
Sun. afternoon.
Steak Pit (Paramus. N.J.) : Connie Berry.
Sunset Strip (Irvington, N.J.): Wendell Mar
shall, sessions, Sun.
Toast: Scott Reid.
Top of the Gate: Dave Pike, Don Friedman,
Chuck Israels.
Village East: Larry Love,
Village Gate: Herbie Mann to 10/2.
Village Vanguard: Thad Jones-Mel Lewis, Mon.
Thelonious Monk to 9/18.
Wells’: Lee Shaw to 9/11.
Western Inn (Atco, N.J.) : Red Crossett, Sun.
Your Father’s Moustache: Stan Levine, Sun.

Chessmate Gallery: Harold McKinney, Fri.-Sat.
Chic's: Dedrick Glover, Wed., wknds.
Chit Chat: Earl Marshall, Thur.-Sat.
Diamond Lil’s: Skip Kalich, Tue., Thur,
Drome: Roland Kirk, 9/9-18. Rufus Harley,
9/23-10/2, Quartette Tres Bien, 10/7-16.
French Leave: Rud Hicks.
Frolic: Don Davis, Thur.-Sat.
Hobby Bar: Ben Jones, Pixie Wales. Wed.-Sat.
Jack Brokensha’s: Jack Brokenslm, Tue.-Sat.
Momo’s: Danny Stevenson, Thnr.-Sat.
New Olympia: Norman Dillard, Thur.-Sun.
Paige's: Ernie Farrow, Thur.-Sun,
Playboy Club: Matt Michael, Vince Mance,
Mon.-Sat. Jack Pierson, Sat.
Roostertail: Chuck Robinett, hb.

____________ ST. LOUIS___________
Al Baker's: Guile Belle, wknds.
Blue Note: Don James, lib.
Fats States Lounge: sessions. Sat. afternoon.

Premier

CLEVELAND

Act IV: Eddie Webb, hb.
Bilker’s Keyboard: Fee Wee Hunt, 9/9-18, Wes
Montgomery, 9/30-10/8. Les McCann, 10/1928.
Big George’s: Romy Rand.
Blue Chip: Mark Richards, Tue.-Snt.
Blues Unlimited: sessions. Thur.
Cafe Gourmet: Dorothy Ashby, Tue.-Snt.
Caucus Club: Lenore Paxton, Mon.-Sat.

Big John’s: various blues groups.
Jazz, Ltd.: Bill Reinhardt.
Landon House: Stan Getz to 9/11. Richard
Holmes, 9/28-10/4. Earl Hines, 10/4-23. Frank
Sinatra Jr., 10/25-11/13.
Midas Touch: Judy Roberts, wknds.
Old Town Gato: Franz Jackson, Wed.-Sun.
Pershing Lounge: various groups.
Playboy: Harold Harris, George Gaffney, Ralph
Massetti, Joe loco, bbs.
Plugged Nickel: Wes Montgomery to 9/11.
Pumpkin Room: Vanguard Trio, wknds.

a free copy of a
sensational
new book
the latest Premier
catalog.
It’s full of
outstanding outfit
like the Premier 55
shown here.
Premier drums are made
in England by skilled craftsmen,
and only the very finest materials are used in manufacture.
Post this coupon today.

MIAMI AND FLORIDA

DETROIT

_____________ CHICAGO____________

DRUMMERS, FILL IN
THIS COUPON
AND GET
SENT

Bon Fire: Myrtle Jemes, hb.
Chez Vendome: Herbie Brock, hb.
Deauville: Bobby Fields, hb.
Hampton House: Charlie Austin, Medina Car
ney, hb.
Harbor Lounge: Guy Fasciani to 10/1.
Playboy Club: Bill Rico, hb.
Seville Jazz Room: Ira Sullivan, hb.
South Seas Yacht: Harry Manían, Jeff Carlton,
hb.

Americana Lounge East: Hugh Thompson,
Blue Chip Inn: Duke Jenkins.
Brothers Lounge: Harry Dam us.
Cappel li's: Frank Albano, Johnny Fusero.
Esquire Lounge: Winston Walls.
French Cellar: Ski Hi Trio, wknds.
Impala: Ray Bradley.
Ln Rue Lounge: Joe Cooper-Ed Myers.
Leo’s Casino: Ramsey Lewis, 9/15-18.
Mardi Gras: Weasel Parker.
Squeeze Room: African Jazz Trio, wknds.
Theatrical Grill : Bob McKee, hb.
Versailles: Dee Felice, hb.

St. Andrew’s Episcopal Church: Keith Vreelana,
Sun. afternoon.
Shadow Box: Bobby Laurel, Tue.-Sat.
Town Bar (Ann Arbor) : Ron Brooks, Mon.-Sat.
Waterfall (Ann Arbor): Clarence Byrd.
Webbwood Inn: Hindal Butts, Sun.

THE WORLD'S MOST WANTED DRUMS
—FROM ENGLAND

■
■

In U.S.A. Premier Drums, 825 Lafayette Street,
New Orleans, La. 70113
In Canada Premier Drums, 130 Bates Road, Montreal 8.

I

L| Please send me tree color brochure of outfits.

I

□ Please send me complete Premier catalog (I enc lose /0c cash
or stamps).
Please tick as necessary
Name_______
Address______
_DB/9B
Enquiries outside N. America: Premier, 87 Regent Street, London W.l, England.
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Hi Ho: Tempos.
King Brothers: Eddie Johnson.
Marty’s: Sal Ferrante.
Merry-Go-Round: Cecil Clayton,
Opera House: Singleton Palmer, hb.
Playboy Chib: Don Cunningham, Jazz Salerno,
hb.
Puppet Pub: Herb Drury, wknds.
Renaissance Room: The Marksmen.
River Queen: Jean Trevor, Peanuts Whalum.
Steeplechase: The Chasers Four.
Stork Club: Roger McCoy.
Upstream Lounge: Upstream Jazz Quartet,
wknds.

NEW ORLEANS

STANLEY SPECTOR
is pleased lo announce that his teaching of

'METHOD JAZZ
DRUMMING
is now being done exclusively In New York City.

WHAT IS METHOD JAZZ DRUMMING ALL ABOUT?
For further information about our recorded Home
Study Course, write to our now address:
STANLEY SPECTOR SCHOOL OF DRUMMING
200 Wesi 58th St. fat 7th Ave.) Depl. 147
New York, New York
Phone: Cl 6-5661

Foreign Inquiries are invited.
flMethod Jazz Drumming—trade mark

WOULD YOU PAY $3.00
• To be able to write all your own arrange
ments without even using a piano.
• Ta know the 4-part harmony of every
chord of music for all Ebf Bb, & C instru
ments at the some time.
• For a complete course on arranging.
• To be able to instantly transpose any song
to any other key.
THE LIGHTNING ARRANGER

Is the only musical device in the world that
WILL DO ALL THIS! Terrific for Musicians,
Songwriters, Arrangers, Singers, Teachers and
Beginners. Small enough to carry in your
pocket.
Inquire at your Local Music Dealer
or send remittance to:

LIGHTNING ARRANGER CO.
2929 Chew St., Allentown, Pa.

Money refunded if not satisfied.
Prestboard $3.00
Lifetime Plastic $4.00

LIPS SORE?
FASTER RELIEF

for COLD SORES '
FEVER BLISTERS

for DRY, CHAPPED
CRACKED LIPS

Most highly medicated
lip balm. Combats
Helps promole healing
infection , . . Quick
fast! Apply early-prevents
healing . . . better
unsightly cold sore
I moisture retention.
fever blister formation.
i Handy twist-type case.
For free Bliitcx Sample, wrife:
Bliilex, Ine. 75 E. Wecker Dr., Chicago, III,, Dept, D-21

5

SAX MEN ! 1!!

•
j
•
•
•

DON’T LET YOUR HORN FADE-Fade-fade
away in the electronic jungle of guitars,
basses and organs. ASSERT YOURSELF WITH
A TONECONE SAX MIKE. FREE ILLUSTRATED
BROCHURE AND PRICE LIST:
TONECONE ELECTRONICS, INC.

J BOX ^91

54 □ DOWN BEAT

LITTLE ROCK, ARKANSAS

Bistro: Ronnie Dupont, Betty Farmer, Tuny
Pago.
Dixieland Hall: various traditional groups.
Famous Door: Bill Kelsey, Santo Pccora.
French Quarter Inn: Pete Fountain.
544 Club: Clarence (Frog Man) Henry.
Golliwog: Armand Hug.
Haven: Keith Smith, wknds.
Hol lie’s: George Davis, afterhours, wknds.
Joe Burton’s Joe Burton.
Hole's Korner: Ronnie Kote.
Outrigger: Stan Mendelson.
Paddock Lounge: Ernest Holland, Snookum
Russell, tfn. Marvin Kimball, WedPlayboy: Al Belletto, Dave West, Phil Reudy,
hbs.
Preservation Hall: various traditional groups.
Red Garter Annex: George Lewis, Sun. after
noon.
Steamer President: Crawford-Ferguson Night
Owls, Sat.
Your Father’s Moustache: Jim Liscombc, Sun.
afternoon.

LOS ANGELES
Bahia Belle (San Diego) : South Market Street
Jazz Band.
Bonesville: Don Ellis, Mon.
Caribbean: Reuben Wilson, Fri.-Sun.
Chico’s (Lynwood): Gene Palmer, Fri.-Sat,
China Trader (Toluca Lake) : Bobby Troup.
Cisco’s (Manhattan Beach) : Allen Fisher, al
ternate Tue.
Club Cusbah: Dole Coker.
Donte’s (North Hollywood) : Hampton Hawes,
Tue.-Thur. Pete Jolly, Fri.-Sat. Jimmie Rowles,
Sun.-Mon.
Glendora Palms (Glendora) : Johnny Catron,
wknds.
Greek Theater: Ella Fitzgerald, Duke Ellington,
9/19-25.
Guys & Dolls (Sepulveda) : El Dorado Jazz
Band, Fri.-Sat.
Huddle (Covina) : Teddy Buckner
International Hotel: Joe Loco, Eddie DeSantis.
Jack London’s (San Gabriel) : Clyde Amsler,
Wed.. Fri.-Sat.
Jazz Corner: John Lemon.
Kiss Kiss Club: Jack Costanzo.
La Duce (Inglewood) : John Houston.
Lighthouse (Hermosa Beach) : Charles Byrd to
9/10. Mongo Santamaria, 9/25-10/15. Eldee
Young, Red Holt, 10/16-29. Howard Rumsey,
Mon .-Tue.
Melody Room: Harry Edison.
Memory Lane: name groups nightly.
Nite Life: Jimmy Hamilton.
Norm’s Greenlake (Pasadena) : Ray Dewey,
Fri.-Sat.
Puddlewheeler (Orange): Johnny Lucas, Fri.Sat.
Parisian Room: Perri Lee, Wayne Robinson.
Reuben Wilson, Mon,
Pen & Quill (Manhattan Beach) : Clarence
Daniels.
Pied Piper: Ocie Smith, Ike Issacs.
Pizza Palace (Huntington Bench) : Vince Saun
ders, Fri.-Sat.
P.J.’s: Eddie Cano.
Playboy Club: Gerald Wilson to 9/10. Joe Parncllo, Bob Corwin, hbs.
Prime Rib (Newport Beach) : Jan Deneau,
Thur.-Sat.
Red Lug (Westwood) : Johnny Lawrence.
Reuben's (Tustin): Edgar Hayes, Thur.-Sat.
Reuben’s (Whittier) : Edgar Hayes, Tue,-Wed.
Rumbleseat (Hermosa Beach) : Pete Kier, Fri.Sat.
Sandpiper (Playa del Rey): Don Ruder, Sun.Mon.
Shelly’s Manne-Hole: Cannonball Adderley to
9/1L Toshiko Mariano, 9/13-18. Gil Evans,
9/20-26. Afro-Blues Quintet + 1. Mon. Art
Pepper, Sun. Shelly Manne, wknds.
Sherry’s: Mike Melvoin.
Ship of Fools: Don Rader, Tue.
Sportsmen's Lodge: Stan Worth.
Tiki: Richard Dorsey.
Vina's: LaVerne Hill, Thur.-Sun.
Ward's Jazzville (San Diego): Kenny Burrell,
10/7-9. Cannonball Adderley, 10/21-23, Ram
sey Lewis, 11/26-27. Hugh Parker, Fri.-Sat.
White Way Inn (Reseda) : Pete Dailey, Thur.Sun.
Woody's Wharf (Newport Beach) : Dave Mac
kay, Chuck Domanico.

Classified Ah
55c PER WORD—MINIMUM CHARGE $8.25
DEADLINE: 30 days prior to
"on talc" date of issue.
Ramlttanco must accompany copy
Count Nomo, Address, City and State
ARRANGEMENTS

INSTRUMEN
TATION, large or small; low prices. For
list, write: Arrangements (DB), C Winter
Street. Dorchester, Mass. 02122.

SPECIAL

ARRANGEMENTS—ANY

METHODS

Coker . . . $1.95.
LYDIAN CHROMATIC CONCEPT OF
TONAL ORGANIZATION—George Russell
. . . $22.50. JAZZ IMPROVISATION—John
Mehegan, vols. I, IV . . . S15.00 each; vols.
II. Ill . . . $12.50 each. FIRST STEP TO
IMPROVISATION—Phil Rizzo . . . $3.50.
SCALE VARIATIONS—Rizzo . . . $2.50.
MODERN ARRANGING TECHNIQUE—
Gordon Delamont . . . $12.50. MODERN
HARMONIC TECHNIQUE, Vols. I, II—
Delamont . . . $12.50 each. PROFES
SIONAL ARRANGER-COMPOSER—Russ
Garcia . . . $5.00. SOUNDS & SCORES
(with 3-7" LP’s)—Henry Mancini . . .
$15.00. THEORY: METHOD 8: WORKBOOK
Rizzo . . . $7.50. ENCYCLOPEDIA OF
SCALES—SchaefTer/Colin . . . $7.50. BILL
EVANS PIANO SOLOS . . . $2.50. OSCAR
PETERSON PIANO SOLOS/EXERCISES, 5
books . . . $7.95. DAVE BRUBECK PIANO
SOLOS . . . $3.95. CONTEMPORARY
PIANO STYLES, Books I. II—John Mehegan . . . $2.50 each. JAZZ PIANIST—
Mehegan, 3 Books LP . . . $8.95. GUITAR
TUTOR—Laurindo Almeida . . . $5.00. HOW
TO PLAY BLUES GUITAR, Book/LP . . .
$3.98. ILLUSTRATED FOLK GUITAR.
Text/2 LP’s . . . $2.95. CHARLIE BYRD
PLAYS JOBIM . . . $2.50. GUITAR
METHOD—George Van Eds . . . $3.00. ART
OF JAZZ GUITAR—Charlie Christian . . .
$2.00. MODERN STRING BASS METHOD
—Bill Curtis . . . $4.00. MODERN DRUM
MER'S MANUAL—DeMicheal/Dawson . . .
$4.00. DRUM SIT-IN (parts/LP)—Andy
Lalino . . . $4.98. MODERN JAZZ DRUM
MING, text/2 LP's—Jim Chapin . . .
$5.95. SAXOPHONE STUDIES: SCALES,
CHORDS—Joe Viola ... $4.00 each. CLARI
NET STUDIES—Buddy DeFranco . . . $5.00.
BLUES FLUTE BOOK—Yusef Lateef . . .
$2.50. TRUMPET CHORD STUDIES—
Kotwlcka/VIola . . . $4.00. STAGE BAND
TRUMPET MANUAL—Panico/Wisklrchen
. . . $4.00. ENCYCLOPEDIA OF JAZZ—
Leonard Feather . . . $4.95. THIS BUSI
NESS OF MUSIC—(Various Experts) . . .
$12.50. CATALOGS (hundreds of jazz titles)
. . . 50c or free with any order. We nay
postage. TODAY'S MUSIC), Box I69-D,
Libertyville, Illinois 60048.

improvising jazz—Jerry

MISCELLANEOUS

POLARI INDEX indexes jazz and other record
reviews in ten 1905 magazines including
DOWN BEAT. $1.50 postpaid. Polart, 20115
Goulburn, Detroit 5, Mich.
RECORDS & TAPES
FAST RELIABLE JAZZ record service—many rare
items—foreign orders welcome—send for

FREE LP sale list. MODERN MUSIC, Box
4935—4930 DELMAR. ST. LOUIS 8. MO.
WHERE TO STUDY

STUDY JAZZ TRUMPET with SY PLATT. Former
member JUILLIARD Faculty, 6 years with
LENNY TRISTANO. 400 Riverside, NYC MO
2-7292.
GIUFFRE.
Private instruction. Jazz
Phrasing, Improvisation, Composition. All
instruments. EN 9-G457, NYC.

JIMMY

SONGWRITING
at hamol learn lo write AND ploy HIT-STYLE turret.
Words, music. Training unnecessary. Fascinating
details FREE. BOSTON SCHOOL OF MUSIC, Dep’f.
B, Cambridge, Massachusetts 02139

QUALITY

RECORDS

. . . FROM YOUR TAPES
Get high quality records of your
music in any quantity, at tow cost.
Attractive albums—make excellent
gifts, mementos, great for re-sale.
Write for free folder and prices.
RECORDED PUBLICATIONS LABS
1532 Pierce Ave., Camden, N. J. 08105

Elvin Jones &
that great Gretsch sound.
Best beat of a lifetime.
Three-time winner of the Annual In
ternational Down Beat Critics Poll—twice
in Established Talent category and first
when acclaimed as a new star—Elvin
Jones is now backing up John Coltrane,
recently starred at Birdland.
Recognized widely as a leader among
modern jazz drummers, Elvin is known
for his personal approach to drums. For

exciting, driving extended solos. As one
of the first to explore polyrhythmic ex
pression.
Recently Elvin cut a number of record
albums for Blue Note and Impulse.

Talent like Elvin's demands the best
from drums. He plays Gretsch. He appre
ciates the staccato sharpness of the new
Gretsch Wide 42-strand power snare
with its extra snap and even response
from any part of the drum head. The
Gretsch 18" bass gives him the beat and
resonance his style requires. (And as in
all Gretsch drums, his investment is pro
tected by the exclusive six-ply shell and
die-cast hoops guaranteed round for life.)

That's why more than a few profes
sional drummers play Gretsch. Whether
you're a top pro or a hopeful semi-pro or
a beginner, you'll do well to see your
Gretsch dealer soon. He has the drums
to demonstrate and a Gretsch catalog
for you to take home and yearn over.
Drop by. Or drop us the coupon below.

Elvin's "White Satin Flame" outfit contains:
18" x 14" bass drum; 12" x 8" and 14" x
14" tom toms; 14" x 5W snare with
Gretsch WIDE-42 power snares; plus exclu
sive K. Zildjian cymbals (made in Turkey)
and Gretsch alt-height cymbal holder.
THE FRED. GRETSCH MFG. CO.

'

60 Broadway, Brooklyn 11, N. Y. Dept. 2A-9 I

Please send me a copy of the following:

[

■ □ 4-color Gretsch Drum Catalog
। □ Favorite Drum Cadences of Leading
|
Colleges & Universities

:

I Name |

■ Address |
* City

Zip
State__________ Code_____

GRETSCH

।
i

I______________________________ I

You get so much
more tone
out of Holton
Instruments

Keith Ecker.
Foremost Brasswind Authority,
Director, Leblanc-Holton
Custom Brasswind
Department.

because we put so much
more tone into them
Truer tone . . . Richer tone . . . Warmer tone . . . Mellower tone . . .
Brighter, more brilliant tone. Tone so wealthy in overtones we call it
Total Tone.
How do we do it?
We use metals that are more resounding, more resonant, more
responsive. Metals created to our own unique Holton formula.
We craft bells that are more vibrant, more alive, more uniform.
Bells that we taper from only the finest brass and hand-temper
to micrometer tolerances.
We precision fit our slides and pistons so that the tone will
be fuller and more complete.
And we endow our valve instruments with our exclusive
perfectly round, perfectly concentric pistons and casings
so there’s no acoustical short circuiting. Not a breath of
air wasted. And so the action will be the fastest and
smoothest of any horn made.
Well, that completes our part of the story.
Your part begins when you see your Holton Dealer. Stop in
today and play Total Tone by Holton. It’ll make you sound
like a totally different musician.
For More Information. Write G. Leblanc Corp.. Hollon
Division, 7019 30th Avenue, Kenosha, Wis. 53141

LcblANC®

Music’s most respected instruments:
Leblanc (Paris), Ncblet, Normandy, Vito, Hollon, and Jeffrey

