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The Choice Woods in our Guitars 

come from Africa, Asia, North 

and South America 

J4 
The Craftsmen 

come 
from herAe 

Harmony's Guitars Guitars are designed in America, made 
in America, to be played in America. They're 
produced by American workmen—for American 
youngsters, teenagers, adults, golden agers—be-
ginners, students, professionals. 

Fact is, more people play Harmony- made gui-
tars than all other American makes combined. 
And with good reason: They're the best you can 
buy for the money you spend. They are guar-
anteed and we are right here in Chicago, U.S.A., 
to back up our guarantee. 

Try a Harmony soon at your music store. 

GUITARS 
(Acoustic and Electric) 

AMPLIFIERS 

UKULELES 

BANJOS 

MANDOLINS 

THE HARMONY COMPANY 

4604 South Kohn Avenue • Chluagn,III 60632 
Send FREE catalog. No obligation. 
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lie can play off pitch without your help 

So help him by giving him a reed that is easy 
to play accurately. At the critical time when 
the embouchure is beginning to form and the 
lip is starting to develop he needs all the 
encouragement he can get. He needs 
Symmetricut Reeds to help him play better 

sooner. Each Symmetricut Reed is cut from 
the finest imported cane and carefully graded 
and tested by experts to assure perfect uni-
formity and instant response. Professionals 
select Symmetricut for the same reason. 

synametrieut 

reed  
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EMOTION INSPIRATION VITALITY! 
The shout-shaking enthusiasm for today's triumph in sound 
and styling. . . . The smooth swelling resonance of full 
range Mallory pick-ups, filled with the "string-vibrating" fire 
of today's music. . . . The short scale "finger-dancing jazz 
neck, for untamed, turned-on chord action that knows no 
bounds. . . . The trim sweep of sculptured solid body crafts-
manship, framing the rare and classic elegance of richly 
grained Rosewood. . . . The once in a lifetime meeting of 
PULSATING sound quality, RADIANTLY smart styling, 
and SHOUT-THUNDERING appreciation . . . 

THE CALIFORNIAN, # 502, from DOMINO 
$75.00  WHAT SOUL IS!!! 

SPECIFICATIONS: 
The DOMINO Californian, #501, #502, #503 / 1, 2, and 3 full range, sensitive Mallory 
pick-ups / individual volume adjustment screws for each string / 24 3/4" short scale, 
slender jazz neck / 1 5/8" width at the lut fret, 2" width at the 21st fret / accurately 
fretted rosewood finger-board for proper octave differentiation . . . keeps DOMINO 
guitars in tune through all the high notes / micrometrically adjustable roller bridge 
completely avoids off pitch tremolo action / individual rhythm, solo, and mute control 
switches / 3 ounce instant response tremolo / conveniently located full range volume 
and tone control knobs / compact 11/4" thick body, hand rubbed with 6 coats of mirror-

The Californian, from DOMINO: #501, #502, #503, ( 1, 2, and 3 pick-ups, 
all with tremolo), $60.00, $75.00, and $90.00, respectively; #551, #552, 
(1 and 2 pick-up Bass), $ 100.00 and $ 115.00, respectively; #513, (3 pick-up 
12 string electric), $ 125.00. All Californians now available in 5 rainbow 
colors: A) White, with richly grained Rosewood, Bi Sunburst Red, C) Metallic 
Blue, D) Yellow Mist, E) Sunburst Yellow. 
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30 Irving Place, New York, N.Y., 10003 
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  Please send me your " DOMINO CUSTOM GUITAR CATALOG" 
  Please send me your Comparator Guide on the Combo King Jazz 

organ's 31 Voices. 
  Please send me more information on " DOMINO'S LIMELIGHT OF 

MUSICAL ACHIEVEMENT— contest, as odvertized in the January 26th 
issue of " Down Beat" magazine. 
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THESE 
CONTROLS 
PUT A NEW 
WORLD OF 
SOUND 
AT YOUR 
FINGERTIPS 

Varitone Makes You the Man 
with the Power 

The next revolution in popular sound 
will begin with these controls. They put 
the saxophone in charge of any combo, 
amplified or not. The Varitone's sus-
tained power will cut a whole chorus 
of guitars. Yet Varitone power is 
effortless. Play mi— let the Varitone 
Play fflf. 

Stops Like an Organ's Give You 
over 60 New Instrument Sounds 

The Varitone is not just loud. You 
can create more than 60 instrumental 
effects by combining the seven controls. 
Each of these effects can be varied 
in volume or resonance at a touch, 
without the slightest change in embou-
chure or breath. With the Varitone 
you are equipped for any style of 
popular music—automatically. 

The Varitone Makes You Your 
Own Sound Engineer 

At normal, the Varitone amplifier 
reproduces your natural tone at any 
volume level you choose. A second 
stop tab, marked bright, gives your 
tone a new brillance. A third stop is 
marked dark. It subdues your tone, 
makes it mellow and throaty. You can 
change these solo stops as you play. 
Singly or in combination they give you 
effects only a recording engineer could 
give you before. 

Extend Your Range a Full Octave 
by Turning a Knob 

The Octamatic stop gives you effects 
beyond the skill of any recording engi-
neer. An alto descends to the bottom 
of the normal baritone range. The 
tenor sounds as low as a bass. 

You can play the Octamatic by itself, 
or against your regular saxophone tone 
and pitch. You can set its volume to 
make the sub-octave a subdued second 
voice. You can make it the principal 
voice, more powerful than your normal 
sound—more powerful than any sax-
ophone sound you have ever heard. 
No matter how fast you play, it stays 
with you. No matter how you bend 
your pitch, it is in tune with you. No 
matter how high or low you play, it 
sounds a perfect sub-octave. 

Adjustable Echo Gives You 
Live Sound Anywhere 

With a Varitone you control another 
popular recorded effect, and you don't 
have to make a recording to do it. 
The built-in echo is independent of 
other instruments. You set it for any 
degree you prefer with a twist of a knob. 

The Varitone is the Only Band 
Instrument with Tremolo 

Saxophones couldn't play tremolos 
at all before the Varitone. Now you 
flick a stop tab, play straight saxophone 
tone, and let the Varitone produce 
perfectly even tremolo at any speed or 
amplitude. 

The Patented Microphone Doesn't 
Change the Saxophone's Tone, 
Tuning, Response 

The sound it reproduces is nothing 
like the jumble picked up by a floor 
microphone. The Varitone microphone 
captures only your big, clear tone 
created inside the saxophone. It does 
not distort the natural sound of the 
instrument or affect its response. 

The Stops Are as Easy to Finger 
as Saxophone Keys 

The miniature control box weighs 
only 14 ounces. A flexible 8-strand 
cable connects the controls with the 
amplifier. The Varitone control cable 
can't be used with any other amplifier, 
because no other amplifier can give 
you the Varitone's many special instru-
mental effects. 

Space-Age Electronic Components 
Make Varitone Compact 

The entire Varitone, from micro-
phone to speaker, was newly designed 

as an integrated high fidelity sound 
system. The low tones descend cleanly 
to the contrabass saxophone range. 
The highs have a brilliance that comes 
only from matching the saxophone's 
upper partials. There isn't a tube any-
where in this system. That's why it 
not only sounds better but lasts longer 
and uses less space than amplifiers 
you usually see on the bandstand. 

Varitone Systems Start with the 
Great Mark VI Saxophone 

Selmer alto and tenor saxophones 
equipped with Varitone are standard 
Mark VI models with a pickup mount 
on the neck; a conduit for the pickup 
lead, mounted at the rear of the body; 
and a mounting bracket for the con-
trol box. 

Buy Complete Outfits or 
Attachment Units 

There are two models of the Varitone, 
the standard Auditorium Model shown 
here and the smaller, less powerful 
Club Model. Both are available either 
complete with alto or tenor saxophone, 
or as attachments for Selmer saxo-
phones. Attachment units include re-
placement necks with built-in pickups 
and control boxes designed for carrying 
with a neck strap rather than mounting 
on the instrument. Prices from $530 
for Club Model Varitone attachment to 
$1,320 for Auditorium Varitone with 
Mark VI Tenor. 
Send for a full-color brochure that 

gives more complete details on this ex-
citing new instrument. 

earner 
Elkhart, Indiana 46514 

Selmer, Inc., Box 310 
Elkhart, Indiana 46514 

Please send VARITONE color brochure 

Name 

Address 

City   

State 

L  

Zip__ 

Buy the complete outfit. Buy the attachment. 



Berklee 
school of music 

Degree and Diploma 

courses based on a 

Practical Music Curriculum 

Among the many Berklee 

alumni currently active 

professionally are . . . 

GARY McFARLAND 

GARY BURTON 

GABOR SZABO 

QUINCY JONES 

CHARLIE MARIANO 

For catalog write to: 

BERKLEE SCHOOL 

of MUSIC 
Dept. D 

1140 Boylston Street 

Boston, Mass. 02215 

CHORDS & DISCORDS 
A Forum For Readers 

Jones Brings Sadness 
How sad that the Down Beat obituary 

for Marshall Stearns should appear on a 
page preceding LeRoi Jones' Apple Cores 
(DB, Jan. 26). Professor Stearns, with a 
firm academic background and too little 
time (in life and for life) to give to jazz, 
still gave. The contrasts with Jones are too 
glaring to have to point out. 

Must a music of the heart and soul now 
be represented by such selfish, uninformed 
babbling as Cores? What connection can 
Coltrane's hymn to his Lord, his affirma-
tions of love, possibly have with the 
snarling, baseless hate spewed by Jones? 

Charles Fero 
Utica, N.Y. 

Jones And Quinn Bring Joy 
Down Beat maintains a mellow literary 

groove with LeRoi Jones and Bill Quinn. 
Though Jones runs through his own sub-

jective gamut of neo-"new thing" nonsense, 
his poetic brilliance is still illuminating. 
His insight is sharp, his knowledge acute 
and firsthand. 
Quinn deserves hurrahs as well, for he 

surely has ears. I hope Down Beat never 
loses critics with his perception and sen-
sitivity. 

Al Padovano 
New York City 

How ' Bout Howard? 
I'm sick and tired of seeing Howard 

Roberts get two stars on every record he 
puts out. What have you got against the 
guy? 
Concerning the latest review (DB, Jan. 

26), your reviewer hit a familiar low. He 
sounds like a rookie critic trying to impress 
his peers. I haven't heard the new album, 
but it seems that I never hear anything 
complimentary about Roberts' technical 
ability or style, both of which he has in 
the fullest sense. And as for the tracks and 
the album title—well, what should he ex-
pect on Capitol records? Those boys like 
to operate at a profit. 

Roberts has found a great groove, gen-
erally speaking, and his tasty, well-timed, 
and original solos balanced against the 
organ are usually superb. This is only 
opinion, of course. What's more, the novice 
jazz listeners are buying his stuff, and 
liking it, and learning a little bit about 
jazz. I'd like to believe that you are in-
terested in extending the influence and 
beauty of this unique art form. 

Rusty Saunders 
Walla Walla, Wash. 

Music '67 
Down Beat's annual, Music '67, was a 

pleasure to read, by and large. Particularly 
commendable were the articles A Closer 
Look at the Blues, Rex in Europe, and Let 
Me Take You by the Hand. 
The last article was especially refreshing 

because it said what most feel at and about 

Play it 
all night 
long 
and it stays 
right 
where 
you first 
put it! 

yOUR cymbals stay put 
when you use Rogers 

SWIV-O-MATIC cymbal 
tilters and Knobby holders. 
Throw away your wrenches 

and pliers. Concentrate on 
playing—instead of tinkering. 
That's why drumming's more 
fun with Rogers Swiv-o-matic 
tilters, tom-tom holders, 
thrones and pedals. Stop at 
your dealer's. See for yourself. 

creators of new 
concepts in percussion 

CBS Musical Instruments/CBS, Inc 
1005 East 2nd Street • Dayton, Ohio 45402 
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No mos. NO sentences to complete. 
No purcnase mired. rit's easy. Here's now to enter... 
1 Write your name, address and age on the Fender Sweepstakes entry blank 

▪ available at your nearest Fender music dealer or write your name, address 

and age on a postcard only, and mail to: Fender Sweepstakes, P.O. Box 272, 

New York, N.Y. 10046. 

2Winners will be chosen at a random drawing conducted by D. L. Blair 
Corporation, an independent organization. The decision of this judging or-

ganization will be final. Only one winner per family. 

3 Entries must be received no later than April 30, 1967. 
n Sweepstakes is open to residents of the Un.ted States only. Employees of 

▪ the Columbia Broadcasting System, its advert,siig agencies and contest 

judging organization are not eligible for the Sweepstakes. Offer void where 

prohibited by law. 

" 
Winners will be notified by mail approximately 30 days after the final draw-

ing. For a list of prize winners send separe.e, self-addressed stamped en-

velope to Fender Winners List, Box 22, New York, N.Y. 10046. Do not 

include it with your official entry. 

FREE CATALOG / Write Fender Musical Instruments, Dept. DB-3, 1402 

ad ?'"elei  
WIN A HAMM Of INCUBI'S 

PENDER/RHODES PIANO 73 

SET OF 4OGLItS DErums 

JAGUAR GUITAR 

JAZIMASTER GUITAR 

FENDERSWEEPSIAKES NOW ! 
2ND 3RD 
PRI/E PRUE 

J>GDAR GUITAR e EMS RI , 1 11H Amp 

711eireillet'USICAL INS;RUMiNTS 

WILDWOOD GUITAR 

East Chestnut, Santa Ana, California 92701 



Tgat RICO knows 
about clarinet and 

saxophone reeds 
can fill a book... 

This one! 

It gives you the 
complete story on 
reed cane. Its his-
tory, its legends, its pecu-
liarities. We took quite a while to write 
the story. But then, we've always believed 

in taking time to do something well. 

Take our Rico reeds, for example. We 
use the world's finest cane and age it 
for years before we begin the 
process of cutting and sanding. 

And then, to guarantee the strength 
of the Rico reed you buy, we "pre-
play" each reed. Twice, in fact. Our 
special reed gauging machines actu-
ally simulate the pressure on the reed 

that you would apply in playing it! 

A lot of trouble? Yes ... but that's why 
most of the world's musicians play Rico 
reeds, the reeds made by the people who 
wrote the book on cane. 

Now... about our book called Reed Cane: 
the facts and the legends. It's free! If 
you'd like a copy, just fill out the coupon 

and mail it to us. Who would think 
to go to all that trouble just 

to make a reed? Rico 
would. 

e• 
RICO CORPORATION 
819 N. Highland Ave. Dept. G 
Hollywood, California 90038 

Gentlemen: Please send me my free copy of 

Reed Cane: the facts and the legends 

Name  

Add fe , , 

City _ __State  

such events as the Newport Jazz Festival 
but fear to admit for social reasons, in 
marked contrast to the propagandistic ef-
forts of the official reporters. 
I also cast a jaundiced eye on the photo-

journalistic pieces which emanate from 
these festivals. It grossly pains and annoys 
many in the audience when the stage area 
is continually being swamped by those vis-
ual vultures looking for the really down 
shots of sweating musicians. And when 
the pictures appear in the various jazz 
journals we are confronted once again with 
a shot of Gerry Mulligan sagging under 
his brass burden, or the veins on Elvin 
Jones' forehead, or a bewildering array of 
saxophone keys, or the urbane, Liberace-
like outfits of Duke Ellington underneath 
a bemused and slightly agonized expres-
sion, or the tinted glasses of Archie Shepp. 
And please spare us the endless beads of 
sweat, wrinkled ebony skin, wrinkled white 
skin, and tight shots of mouthpieces! 
And must we have another in those in-

terminable rounds of Feather vs. Hentoff 
on the avant-garde? Must we read about 
"free expression" and "swing" and "I play 
what I am" and "anything goes 'cause I 
AM AN ARTIST' and the rest of this 
garbage? Please! 

Philip Appel 
New York City 

God bless Georgia Griggs for her out-
standing article on the Newport Jazz Fes-
tival in Music '67. She has described the 
festival location and environmental holo-
caust quite accurately. 
Newport is basically a poor customer in-

vestment due not only to the air pollution 
but also to an artist-listener juxtaposition 
poor beyond description. 
For the cost of obtaining what are sup-

posedly good seats, we can purchase rec-
ords by most of the artists and enjoy them 
in the tranquility of our homes with as 
much of any type of refreshment we choose. 

William J. McEneaney 
Coventry, R.I. 

After reading Down Beat for more than 
30 years, for the first time I really find 
it necessary to write you. 

Yesterday I bought Music '67. How 
could you put a—pardon the expression— 
rock-and-roll "musician" on the cover of 
such a world renowned jazz magazine's 
yearbook? I bought it, but I wonder how 
many other real jazz enthusiasts will be 
scared away by the phony character kid 
on the cover! 

Sorry you goofed this time, but we all 
make mistakes. . . . 

Larry Parker 
New York City 

It was greatly refreshing to read articles 
on the blues (A Closer Look at the Blues) 
and the jazz/rock influences on the record 
industries (Is Jazz Going Longhair?) in 
Music '67. 
I have been an avid listener of jazz and 

an even greater fan of the blues and 
rhythm-and-blues, and your magazine is 
undoubtedly the best and most informed 
magazine (as far as trends in music are 
concerned) in America. 

Robert Lucke 
New York City 
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The sound of Al Caiola and his Epiphone guitar is that: tasty. Music played with taste—sensitive, 
exciting music that challenges the skills of tne artist. 

Yet taste is more than knowing what to play, it is also knowing what not to play. It is that skill, 
among many others, that makes Al Caiola outstanding—a skill born of years of dedication to music. 

Years of dedication to being the best. 
On network staff, as a sideman for the stars, or on his own United Artist recording sessions, 

Al Caiola plays with taste, and with a skillfully controlled inventiveness that has won him the title 

of " guitar genius." 
And the demands that this man Al Caiola makes on his guitar make Epiphone a necessity. 

-e P I on-e 
choice of those who can hear the difference. 

ampl.fiers ar products of CM!, 7373 N. Cicero, Lincolnwood, Ill. 
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ENTER YOUR BAND NOW IN VOX'S 
* BAND BATTLE FOR STARDOM * 
• • • • • • • • • • • • • • • • • • • • • • • • • • 

elm31101131000 

movie dean 

FIRST PRIZE: AN AMERICAN INTERNATIONAL PICTURE MOVIE CONTRACT. ADDITIONAL PRIZES: 

THOUSANDS OF DOLLARS IN VOX EQUIPMENT. BE A WINNER! ENTER NOW! SEE YOUR 

VOX DEALER FOR CONTEST RULES AND ENTRY BLANKS. HE'S LISTED IN THE YELLOW PAGES. 

• • • • • • • • • • • • • • • • • • • • • • • • • • 



DOWN BEAT March 9, 1967 
JATP To Ride Again 

Those familiar letters, JATP, will be 
seen once again on U.S. marquees begin-
ning March 25. On that date Norman 
Granz, who produced Jazz at the Phil-
harmonic in cities across the United States 
from 1945 to 1957, will unveil the first 
domestic edition of his touring concert 
package in a decade (there have been 
several European tours in the interim). 
At presstime, the following had been 

signed: Duke Ellington's orchestra, the 
Oscar Peterson Trio, trumpeters Roy Eld-
ridge and Clark Terry, saxophonists Zoot 
Sims and Benny Carter, and vocalist Ella 
Fitzgerald. 

Impresario Granz, in Europe on an 
Ellington-Fitzgerald tour until late this 
month, was not available for comment, but 
his brother, Irving, said that the format 
had been very carefully considered. 
"Norm and I have talked this over," the 

younger Granz said. "We don't want any 
avant-garde musicians in the troupe. We 
want those musicians who will play with 
others. You know, we like to end each 
show with a huge jam session. 

"Fellows like Omette Coleman, Roland 
Kirk, Archie Shepp, and John Coltrane 
want to bring their own groups—and play 
only with those groups. We can't afford 
that." 
At presstime the itinerary was March 

25, Eastman Theater, Rochester, N.Y.; 
March 26, Carnegie Hall, New York City; 
April 1, Penn Theater, Pittsburgh, Pa.; 
April 2, Place d'Arts, Montreal; April 3, 
Massey Hall, Toronto; April 7, Kleinhan's, 
Buffalo, N.Y.; April 8, Symphony Hall, 
Boston, Mass.; April 9, Cobo Hall, De-
troit; April 10, (Miss Fitzgerald only), 
hall not set, Lansing, Mich.; April 13, 
(Miss Fitzgerald and Ellington), Butler 
University, Indianapolis, Ind.; April 14, 
Music Hall, Cleveland; April 15, ( Miss 
Fitzgerald), hall not set, Columbus, Ohio; 
April 16, Music Hall, Cincinnati; April 21, 
hall not set, Chicago; April 23, hall not 
set, Baltimore, Md.; April 25, University 
of Georgia, Athens, Ga.; April 28, Music 
Hall, Dallas, Texas; April 29, Music Hall, 
Houston, Texas; April 30, Kiel Opera 
House, St. Louis; June 24, Portland, Ore.; 
June 25, Seattle, Wash.; June 26, University 
of Oregon, Eugene, Ore.; July 1, Holly-
wood Bowl, Los Angeles. 

National College Festival 
Planned For Miami Beach 

Intercollegiate jazz festivals and compe-
titions have been a feature of the musical 
landscape for nearly a decade. The oldest 
is the Collegiate Jazz Festival at the Uni-
versity of Notre Dame (March 3-4), now 
in its ninth year. 
Though this year's Collegiate Jazz Festi-

val is co-sponsored by Down Beat, these 
events in the past have been organized 
mostly by individual educational institu-
tions with little or no nationwide co-ordi-
nation. 

This year, however, the Intercollegiate 
Music Festival, a nonprofit corporation 
headquartered in Miami Beach, Fla., is 
conducting a national college jazz compe-
tition, consisting of six regional festivals, 
plus a final event in which the regional 
winners will meet. 

First on the IMF schedule is the Villa-
nova Intercollegiate Jazz Festival, to be 
held Feb. 24 and 25 on the Villanova 
campus near Philadelphia, Pa. This is a 
well-established event, now in its seventh 
year. 

Cerritos College in Norwalk, Calif., site 
of the second IMF event, held a jazz festi-
val last year, but the 1967 competition will 
be expanded. It will take place March 3 
and 4. Competitors are from the West 
Coast area. 
The third event is a first. It will take 

place March 10 and 11 on the campus of 
Northwestern University in Evanston, Ill. 
It will be followed by another new festival, 
in Little Rock, Ark., March 24-25. This 
is a civic event not sponsored by an edu-
cational institution. 
The last two preliminary festivals will 

be held on the same dates, April 7-8, in 
Mobile, Ala., and Salt Lake City, Utah. 
The Intermountain Collegiate Jazz Festi-
val on the campus of the University of 
Utah is a first, but Mobile had a college 
jazz festival last year. 
The finals will be held May 4-6 at the 

Municipal Auditorium in Miami Beach. 
Bob Yde, a public-relations man who di-
rected and organized the 1966 Mobile Jazz 
Festival, is president of IMF and will pro-
duce the Miami Beach festival. 

According to Yde, more than 200 final-
ists are expected to compete. They will be 
selected from some 3,000 participants in 
the regional festivals. A scholarship fund 
of $3,500 for "outstanding achievement 
by individuals" has been established, and 
additional grants for awards to participants 
are being sought. 

Bandleader Stan Kenton is chief ad-
viser to IMF and will be present at Villa-
nova, Cerritos, and Miami Beach. Clem 
DeRosa, well-known music educator, for-
mer professional jazz drummer, and music 
director of the Cold Spring Harbor School 
District on Long Island, N.Y., is director 
of clinics and workshops for the festivals 
and will conduct clinics at each of the six 
participating events as well as at the finals. 
The ABC radio network is scheduled to 

carry excerpts from all seven events over 
its nationwide facilities, either as a spon-
sored series or as public-service specials. 
ABC will make tapes available to the 
Armed Forces Network and the Voice of 
America. The winners of the big band, 
combo, and vocalist categories at the finals 
will be recorded by ABC-Paramount. 

According to Yde, the Intercollegiate 
Music Festival "is designed to encourage 
excellence in music, provide national rec-
ognition and awards for outstanding ac-
complishments by young musicians, and, 
while providing entertaining competition 
on the collegiate level, also strive to pro-
vide educational opportunities." 

Dancing Jazz Comes 
To Life In New York 

Is dancing—the old-fashioned, nonfrug 
kind—coming back? Evidently, yes . . . if 
one is to judge by the amount of it in 
Manhattan these days when physically 
touching (!) couples can be found gliding 
across dance floors at such jazz-oriented 
spas as Shepheard's (which is mending its 
discothequing ways), the Mark Twain 
Riverboat, and, especially, the Rainbow 
Grill atop the RCA Building in Rockefeller 
Center. 

Since November, 1965, when trumpeter 
Jonah Jones brought his quartet to the 
Grill, jazz-flavored music for dancing has 
been the primary fare at the spacious and 
scenic room. 
Though there have also been such de-

cidedly nonjazz attractions as Carmen Cav-
allero, Vaughn Monroe, and Peter Duchin, 
these, too, have directed their efforts at 
getting the dancers on the floor. But the 
Grill has gained most attention in the last 
year, when it has featured such jazz stal-
warts as Benny Goodman (with a sextet 
that many felt was his best group in 
years), Bobby Hackett, Jones (booked for 
several stints each year), and Bob Crosby 
with a Dixieland contingent that included 
several of his original Bobcats. 
On Jan. 30 singer Joe Williams opened 

at the Grill with tenor saxophonist Big 
Nick Nicholas added to his regular trio 
(pianist Harold Mabern, bassist Arthur 
Harper, and drummer Hugh Walker). It 
will be Williams' first appearance at the 
helm of a group playing for dancing since 
an engagement in Chicago in the mid-'40s. 
The repertoire aimed at the dancers em-
phasizes blues and ballads at moderate and 
slow tempos. 

Vibraharpist Red Norvo, who in recent 
years has worked mainly in Las Vegas 
lounges without dancing facilities, follows 
Williams Feb. 27, after which Cavallero 
comes in for two weeks, to be succeeded 
by Jones for a month. Then, playing his 
first New York City dance date since the 
break-up of his big band in 1947, Louis 
Armstrong will be on hand at the helm of 
his all-stars from May 15 through June 10. 
Tony Cabot of Cabot Associates, book-

ing agents for the club, said that since the 
Jones engagement replaced a policy of 
dance music by non-name bands, the em-
phasis has been on hiring leaders with 
previously established reputations. 
"The reaction to a type of music that 

can be both listened and danced to has 
been excellent," Cabot said. 
Most of the groups, he added, have 

been no larger than sextets, and the audi-
ence feels a rapport with the musicians in 
the relaxed atmosphere of the club. "No 
audience should feel that a performer is 
unreachable or divorced from his public," 
Cabot said. 
An addition to the club's growing roster 

of artists may be pianist George Shearing, 
with whom, Cabot said, negotiations were 
under way at presstime. 
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Potpourri 

Guitarist Ron Anthony recently returned 
to his Los Angeles home from a two-week 
Viet Nam tour with comedian Bob Hope 
and declared the troops there appreciate, 
know all about, and want more jazz. An-
thony spent his time as a member of Les 
Brown's band and in a small combo back-
ing singer Vie Damone. Among the jazz 
soloists added to Brown's band for the 
tour were trumpeter Dick Collins, trom-
bonist Dick Hyde, tenor saxophonist Lou 
Ciotti, and bassist John Worster. 

• 
Both floors of Los Angeles' Paramount 

Ballroom swung simultaneously at the 
recent benefit for Ric DeSilva, guitarist-
vocalist with the Joe Torres Band. De-
Silva's foot was cut off in a freak accident 
last July, but an operation rejoined the 
member. Participants gathered by Torres to 
defray the expenses of the sidelined De-
Silva included the Don Ellis Octet; the 
Lee Katzman Quartet, with trumpeter 
Conte Candoli; the Vic Feldman-Ray 
Brown Trio, with drummer Frank Kapp; 
the bands of Paul Lopez and Torres; plus 
various combos featuring or fronted by 
such as pianists Hampton Hawes and Ed-
die Cano, pianist-singer Bobby Troup, 
and reed man Gabe Baltazar. 

The poll-winning Double Six of Paris 
is on the inactive list at the moment. The 
French vocal group will not appear in 
concert until after April, when its guiding 
light, Mimi Perrin, is expecting a baby. 

• 
The Bob Maltz collection of historical 

jazz materials was recently donated to the 
New York Public Library. The collection, 
consisting of several hundred pamphlets, 
books, periodicals, and photographs of jazz 
musicians, as well as a number of letters 
from such jazz personalities as Lizzie 
Miles, Lil Armstrong, and Muggsy Span-
ier, was recently deposited in the Library 
and Museum of the Performing Arts at 
Lincoln Center, in which the public library's 
music division is housed. Maltz was the 
organizer of a series of jazz concerts in the 
'40s and '50s at the Stuyvesant Casino and 
the Central Plaza Hotel. 

FINAL BAR: Mrs. Edna Thompson Ell-
ington, 67, wife of Duke Ellington for 
52 years, died Jan. 15 at St. Barnabas 
Hospital in Washington, D.C., of pneu-
monia. Mrs. Ellington had undergone a 
series of operations for cancer and had 
been hospitalized for the last 13 months. 
She had been active in charitable works in 
Washington for many years. Her son, 
Mercer, was at her bedside when she died. 

Strictly Ad Lib 

New York City: Basin Street East, 
after closing briefly in early January, re-
opened with a chorus line but abandoned 
the idea and brought in flutist Herbie 
Mann's group, Latin percussionist Joe 
Cuba's sextet, and singer Tamiko Jones 
for two weeks beginning Jan. 27. No 
definite policy has been announced for the 
future . . . Clarinetist Tony Scott's 15-
month stay at the Dom ended Jan. 30, and 
the club has abandoned jazz in favor of 
an Andy Warhol discotheque installation. 
But disc jockey Alan Grant's Sunday after-
noon sessions at the club will continue. 
Argentinian trumpeter Rudolfo Bruno's 
Jazz Perspectives made its debut at a recent 
Dom session . . . The Village Vanguard 
began a Thursday-Sunday policy in Febru-
ary. Monday night sessions with cornetist 
Thad Jones' and drummer Mel Lewis' 
big band continue. Trumpeter Miles Davis' 
sextet was first for the four-day schedule, 
followed by alto saxophonist John Handy's 
quintet, which shared the first of its three 
weeks with drummer Pete LaRoca's quar-
tet and the other two with pianist Bill 
Evans' trio. The Horace Silver Quintet 
opens March 2 . . . Prior to his Vanguard 
gig, Handy did an additional week at the 

A STATE 

OF 

MIND: 

THE 

EXCELLENCE 

OF 

ORNETTE 
By MICHAEL ZWERIN 

THERE HAVE been honkers and screechers 
before. They have received cheers before. 
Now, however, there is a trend to in-
tellectualize them, even to revere them 
sometimes. They are given serious atten-
tion by people who should know better. 
These people talk about "release of en-
ergy," "life force," and about playing 
"directly from the heart" without being 
hung up by notes or instrumental limi-
tations. 

Honkers always have communicated 
energy, and I always have been bored or 
insulted when I heard only that. 
On the other hand there are those who 

are afraid of losing the comfortable con-
clusions of their economic status, and 
pointing to the honkers, they say that all 
the new jazz is a joke. It reassures them 
to say something like that. 

These are the extremes—it's all good 
or it's all bad. 
Amid all this, jazz is changing. It is 

spreading out across previously closed 
boundaries and is being invaded at the 
same time. Music is increasingly becom-
ing just music, and that's difficult to 
handle for those who require the security 
of definitions. 
Some players who think themselves in 

the avant-garde are in reality running for 
cover—the cover of the hard sound, the 
honk, and the flurry of noise. But not 
Omette Coleman, whom I heard in con-
cert Dec. 27 at the Village Theater in 
New York. 

It's interesting to recall how many peo-
ple said "but that's the way he wants to 
sound" years ago when Omette played 
out of tune or with wavering control. 
Apparently that wasn't so, because he 
now plays in tune with ferocious control 
and does so without sacrificing any of 
his original warmth or energy. He can 
honk also—but when he chooses and not 
because he knows no alternative. 
"Wow! Have you heard Omette play 

violin? That's somethin' else!" The honk-
consumers used to say that, hopping on 
what they hoped was a hip bandwagon. 
But the fact was that he couldn't play 
the violin when he came out of "retire-
ment" two years ago. He could produce 
a mountain of excitement with it, but that 
was all. Now, however, his screams are 
woven among patterns, sequences, and 
melodies. On the trumpet he has come 
along that way also. 
At the Village Theater he played piano 

too. It's obviously impossible for anyone 
to play piano as well as Omette did at 
that concert without practicing on the 
instrument for long hours every day for 
years. 
As far as I know, he hasn't done that 

—but he did it. The influences of Theloni-
ous Monk and of Cecil Taylor were ap-
parent. Wild cascades of notes in both 
hands simultaneously, which I suspect 
were produced by the same kind of in-
telligent luck he had on the violin a 
while ago. Triads behind the drums. A 
fast four-octave unison indicated some 
kind of keyboard placement. He'll play 

even better a year from now. 
Variance. Ornette's group is paced like 

no other today. Fast until fast should 
end; loud until loud is superfluous and 
then no longer; 4/4 time when appropri-
ate; wails and honks where they belong. 
And space. Space and silence is lacking 
in our lives. The artistic reflection of 
these precious and vanishing elements is 
just as important—maybe more so—than 
the hammering away at tension, which 
seems to have become a holy word with 
the avant-garde. 
Coleman reminds me that there are 

still trees in places like Vermont and 
that the air remains relatively unpol-
luted over the ocean. 
Dave Izenzon, bass, and Charles Mof-

fett, drums, were supple and loose, their 
thick, throbbing textures framed by peri-
odic sequences of regular pulse, which 
they moved in and out of with mysteri-
ous and thrilling precision. 

Moffett can explode quietly, a rare 
treat in these days of abstract drummers, 
many of whom seem to feel that "free" 
means "fortissimo." Izenzon's extraordi-
nary technique is all the more impres-
sive because he doesn't become buried 
under it. 
None of the group soloed to a length 

beyond his statement. The conversation 
on stage was never redundant. Coleman 
isn't afraid to play a triad (remember 
them?) on the piano, a melody on the 
saxophone, or a consciously musical 
sound on the violin. Consequently, he will 
be criticized by those on both extr9mes 
because he doesn't fit into their neat 
bags. That's really being avant-garde, 
seeking no safety in the shelter of any 
"club." 
He is truly original. Nobody else plays 

like him, and he plays like nobody else. 
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Half Note, where he was spelled by alto 
saxophonist Cannonball Adderley's quin-
tet on Friday and Saturday. The Adderleys 
remained on hand for two more weekends, 
with trumpeter Clark Terry's quartet han-
dling weeknights and Sundays . . Albert 
Ayler, playing tenor, alto, and soprano 
saxophones, will lead an octet (Don Ayler, 
trumpet; Michel Samson, violin; Joel 
Freedman, cello; Call Cobbs, harpsichord; 
Henry Grimes, Bill Folwell, basses; Wile 
ham Harris, drums) at the Village Theater 
Feb. 25 . . . Bassist Reggie Workman 
and drummer Bobby Thomas subbed for 
Ben Tucker and Grady Tate with pianist 
Billy Taylor's trio at the Hickory House 
while the regulars were in San Juan and 
Miami with singer Peggy Lee . . A con-
cert of works by pianist-composer Jack 
Reilly was performed at Carnegie Recital 
Hall Jan. 23 by Reilly, bassist Jack Six, 
drummer Chuck Spies, and singer Sheila 
Jordan, whose accompanist Reilly has 
been for several years . . . Pianist-composer 
Sun Ra's Solar Arkestra began a series of 
Monday night appearances at Slug's in 
mid-January . . . Alto saxophonist Jackie 
McLean, with pianist Lamont Johnson, 
bassist Scott Holt, and drummer Billy Hig-
gins, did a Jazz Interactions matinee . . . 
A discotheque hosted by blues singer Lloyd 
Price is scheduled for a mid-March open-
ing on the site formerly occupied by Bird-
land. .. Pianist Barbara Carroll came out 
of several years of retirement to do a 
month at Shepheard's. She used bassist 
Beverly Peer and drummer Dick Sheri-
dan . . . Singers Trudy Desmond and 
Teddi King were recently featured at the 
Playboy Club ... Clarinetist Sol Yaged 
celebrated his first anniversary at the Gas-
light Club in early February. His group 
includes cornetist-violinist Ray Nance, pi-
anist Dave Martin, and drummer Sam 
Ulano. Yaged also led the band for Cue 
magazine's annual Performer of the Year 
award ball at the Hotel Pierre. In the band 
were trumpeter Roy Eldridge, trombonist 
Marshall Brown, saxophonists Bob Wilber 
and Russell Procope, vibist Mike Mann, 
pianist Chris Me_Laine, guitarist Joe Puma, 
bassist Mark Traill, and drummer Roy 
Burnes . . . A&r man Milt Gabler's 25th 
anniversary with Decca records was cele-
brated at a January luncheon at the Hotel 
St. Regis. Louis Armstrong serenaded the 
guest of honor with Hello, Millie, and 
there were speeches by Charlie Shavers, 
Sy Oliver, and the Rev. Norman O'Con-
nor . . . Pianist Walter Bishop Jr.'s quar-
tet at Minton's included tenor saxophonist 
Junior Cook, bassist Reggie Johnson, 
and drummer Dick Berk. The group also 
worked at Rafael's and the Persian Room 
in Albany, N.Y., recently . . . Woody 
Herman's band begins a three-week en-
gagement at the Riverboat March 6 . . . 
Drummer Gene Krupa's quartet will com-
pete with the Go-Go scene at the Metro-
pole for two weeks starting March 17 
. . . Trumpeter Louis Ware, with pianist 
Jane Getz, bassist Wilbur Little, and 
drummer Marvin Petillo, plays weekends 
at the Webster Ave. Bowling Alley in the 
Bronx . . . Tenor saxophonist Joe Hender-
son was recently featured at L'Intrigue in 
Newark . . . Trumpeter Clark Terry, reed 

(Continued on page 43) 

Movie Review: Sweet Love, Bitter 

The hero of this film, which conforms 
closely in story line to John Williams' 
novel Night Song, from which it was 
adapted, is a brilliant, dissipated, and total-
ly unpredictable alto saxophonist named 
Richie ( Eagle) Stokes, convincingly por-
trayed by Dick Gregory. 

So many things in Eagle's life, charac-
ter, and even speech suggest the late Char-
lie Parker that the film creates a dilemma 
in the mind of a viewer familiar to some 
degree with the model. For, as a portrait 
of Bird, the film is a failure. But if one can 
disregard the parallels, it is a sometimes 
moving, sometimes grotesquely funny dram-
atization of the last stages of a jazzman's 
wasted life, with occasional flashes of genu-
inely creative film-making. 
Though Eagle is the central figure of the 

drama, the plot revolves around a white 
college teacher (played by Don Murray), 
who, while on the skids, encounters the 
musician. Through Eagle, Murray meets 
a disillusioned young Negro intellectual 
(Robert Hooks), who runs a hip coffee 
shop in Philadelphia. 

Murray eventually recovers through the 
friendship of the two men, but a crisis of 
conscience ensues when Eagle, on his way 
to visit the small-town college where Mur-
ray teaches, is accosted and brutally beaten 
by a cop. Murray watches frozen and in-
active; later, he confesses to Eagle that 
he was there—and failed him. 

Murray returns to Philadelphia and 
makes his confession to Hooks, who gets 
word that Eagle is in bad shape. By the 
time they find him, he is dead. 

Intertwined with the main story is an 
interracial romance (Hooks and Diane 
Varsi). Insr.fficiently developed and marred 
by Miss Varsi's wooden acting and unbe-
lievably poor delivery, it is the film's weak-
est element (heavy editing is apparent). 
The film's best sequences are incidental: 
Eagle being revived by Murray and 

Hooks after an overdose of narcotics; 
Eagle getting high during a road trip; 
Eagle giving advice to a young white mus-
ician; a fantasy episode in which Eagle 
lectures a college faculty on jazz and in-
troduces them to marijuana in the process; 

là 
MURRAY AND GREGORY 

a merry bit of jousting in a back yard 
with broom-handle swords and garbage-
can-lid shields; an effective night-club 
scene; Eagle leading Murray on a crazy 
chase through the streets of New York. 

It is scenes such as these, rather than 
the story, that make the film worthwhile. 
Gregory reveals first-rate acting skills. 

His characterization is wholly believable, 
and he makes Eagle a more sympathetic 
character than he was in the book. In the 
few scenes in which he is called upon to 
play the alto saxophone ( well soundtracked 
by Charles McPherson), he is sufficiently 
convincing. 
Murray, in the early alcoholic scenes, 

recalls the agonies in his performance as 
a narcotics addict in Hatful of Rain; he is 
more believable as his clean-cut self later 
in the picture. Hooks does a good job in 
an unspectacular part; Jeri Archer is 
plausible as Eagle's aging, wealthy mis-
tress, and Osborne Smith is so good in a 
bit part that there should have been more 
of him. 
Though the story of a jazz musician, 

this is not a music film. Mal Waldron's 
score is excellent and, as good movie 
music should be, so functional that it never 
attracts attention to itself. In the night-
club scene, trumpeter Dave Burns, pianist 
Chick Corea, drummer Al Dreares, bassist 
Steve Swallow, and McPherson are briefly 
seen and heard. 
The film was shot on location in Phila-

delphia and New York, and the cinematog-
raphy is good. Editing, however, is not 
always smooth and indicates that the film 
underwent considerable recutting. Still, it 
marks a promising debut for its director, 
Herbert Danska, a painter and experi-
mental film-maker who, with the film's 
producer Lewis Jacobs, also wrote the 
screenplay. 
There will undoubtedly be voices of pro-

test raised against this film as yet another 
presentation of jazz musicians as drug ad-
dicts, irresponsible citizens, and sex fiends. 
But Gregory makes Eagle so obviously a 
man superior to his surroundings and so 
definitely sinned against rather than sin-
ning, that such criticism becomes irrelevant. 

—Dan Morgenstern 
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HEN A JAZZ GROUP has 
• reached that rare stability 

it ' indicated by three or four 
years together, even a 

gradual disassembly is unexpected. When 
the group has been one of the most ad-
venturous and influential in the jazz 
world, the surprise is intensified. So the 
departure in the last year of the rhythm 
section mainstays of the John Coltrane 
Quartet—bassist Jimmy Garrison, drum-
mer Elvin Jones, and pianist McCoy 
Tyner—raised eyebrows among jazz 
critics and listeners alike. 

For Garrison, at least, the move was 
motivated by complex reasons. Recently, 
in his pleasant Manhattan apartment, he 
discussed them, along with his feelings 

about his experiences in last few years. 
"After five years with John, I thought 

the time had come for me to try to do 
the things that I hear now," he began. 

The departure was not made without 
mixed feelings. In Garrison's tenure 
with Coltrane ( and earlier with Omette 
Coleman) he had established himself 
as one of the influential young bassists 
on the new-jazz scene. In addition, the 
almost insurmountable problems of 
making a living in an economically haz-
ardous profession had been solved. 
"When I joined John," Garrison 

said, "we worked at least 40 weeks out 
of the year, and that's something." 

Garrison was equally impressed by 

what might be called the working con-
ditions. Coltrane's relationship with 
his sidemen created a mutual respect 
that was beneficial to all. 

Garrison explained, "John had con-
fidence in the men he had with him, 
and that gives you confidence in return. 
You say to yourself, well, if a fellow 
like John Coltrane thinks you can do 
it, then you can do it, and you put out 
a little bit more and find that you really 
can do it. 

"John's an amazing man. He feels 
that he was called to do what he's do-
ing, and that's something—to realize 
your purpose on this earth. And it's a 
marvel being with him, because some 
of it rubs off on you—you stop think-

ing superficially, and it comes through 
in the things you're trying to do mu-
sically." 

Confident that he has made the right 
decision in leaving Coltrane to search 
for a more direct expression of his own 
ideas, Garrison is quick to acknowl-
edge the developments in his playing 
that came during the Coltrane years: 

"I found that I could play more 
than one string at a time and have it 
make sense. Also, a lot of bass players 
play, for example, from the tonic to 
the seventh; I found there was so much 
after that seventh—flat 9ths and raised 
9ths and 13ths. And I found I could 
use them. Instead of starting on a 

tonic, I would start on, say, a raised 
9th and resolve it back to the tonic. 
Since I was part of a rhythm section, I 
had to realize—without stifling myself, 
of course—that I was playing with two 
other guys and that the bass fiddle had 
a particular function. Many of the new 
things that I attempted really came 
about when I was playing alone." 
What about the problems of playing 

with Elvin Jones, a drummer who pro-
duces an incredibly complex flow of 
rhythm? 

"Elvin plays in such a way that you 
can play four if you want or not play 
four if you don't want to," Garrison 
said, "so there was nothing that said 
you had to play a timekeeping four 

beats. But I did find that it usually 
was better for the quartet as a whole if 
I played four—with an occasional 
something else if I felt it—and there 
were so many other beautiful things 
happening around me that I think I 
really discovered exactly what it meant 
for a bass to play in four." 

Garrison came to the instrument in-
directly. As a clarinetist in his school 
band his change of instruments was 
sudden and unexpected. 
"One day," Garrison explained with 

a laugh, "the bass player in the orches-
tra got tired while I was sitting next to 
him and said, 'Man, would you play 
this, please?' So I did, and I liked it. 
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Of course, it took a while before I 
really got serious about it; I had to 
get dragged a few times and embar-
rassed a few times." 

BORN D.r Miami, Fla., March 3, 1934, 
Garrison and his family moved to Phil-
adelphia when he was 9. He was one 
of many fine jazz players who came out 
of the city in the late '50s. 

"Al Heath and I went to school to-
gether," he noted, "and I played with, 
among others, Bobby Timmons, a good 
altoist named Sam Reed, C Sharp, Cal 
Massey, and Owen Marshall, one of 
the better writer-arrangers in PhiIly. 
There was a big band down there in 
'55 or '56 that I wish I'd had more ex-
perience with; Tommy Monroe was the 
leader and most of the young cats used 
to play with it. Monroe would give 
concerts once a week and invite cats 
from New York to come down; Col-
trane was one of the starring attrac-
tions; then there was Cannonball and 
Kinny Dorham. It was a storehouse of 
experience." 

In August, 1958, Garrison made the 
move to New York City. 

"I was going to school at the time," 
he said. "Philly Joe Jones had just left 
Miles and was thinking of forming a 
band, and this friend of mine—a drum-
mer named Buddy Enlow—told me 
that Joe was looking for a bass player. 
Then Joe called me from New York 
and told me he had some things in mind. 
So, since I had been planning to come 
anyway, I thought it was a good time 
to do it, since at least I had some kind 
of gig. 

"Of course, it wasn't any more than 
a couple of Monday nights at Birdland, 
but it gave me a chance to get here, 
and that was an important thing. As a 
matter of fact, I was very fortunate, 
because the first night I was here Curtis 
Fuller was working a Monday night at 
Birdland and asked me if I wanted to 
play. I did, and Curtis then offered 
me a Wednesday night gig at the Cork 
'n' Bib. I made that, and the guys in 
the rhythm section, who had been mak-
ing the gig regularly without a steady 
bass player, asked me if I'd like to 
make it regularly. I had a little room 
that was costing me $9 a week, and the 
gig paid $ 17 or $ 18 every Wednesday, 
so it was a godsend." 
New York jazz watchers who were 

around in the late '50s will recall that 
Garrison was quick to make his mark. 
After the first relatively uneasy months 
in which he established his credentials, 
Garrison worked with Bill Evans, Stan 
Getz ("crossing paths," as he puts it, 
with Scott LaFaro), and a momentous 
period wtih Omette Coleman. 

Garrison views his experience with 
Coleman as an enlightening one. 

"With Omette I learned how to re-
solve notes instead of chords. Omette 
writes phrases the way he feels them; 
if it comes out 31/2  bars, then that's it. 
His playing sometimes leaves you hang-
ing in the same way, leaves you want-
ing more, leaves you thinking, 'Is there 
anything else to come?' But it just 
means it's the end of the phrase and 
he's moved on to another one." 
Had Coleman given Garrison any 

special instructions when he joined the 
group? 
"He just told me to play," Garrison 

replied, "and John was the same way. 
Omette had enough confidence in my 
musical ability to believe that when I 
felt I wasn't contributing enough I 
would ask, 'What should I do?' He 
said, Well, James, just play, and listen, 
of course, and if there's anything that 
you want to know, just ask.' So that's 
primarily what I did. 

"Even before I played with Omette, 
I heard all the pros and cons over 
whether his music was valid or not, but 
I just didn't believe that anyone could 
get on the bandstand and play with so 
much spiritual insideness and be jiving. 
And then, too, Omette had three other 
guys with him who believed in him, 
and they weren't guys who were jiving 
either." 

But Garrison does not feel that en-
thusiasm alone is enough for under-
standing and performing Coleman's 
music. He described the problems con-
fronting him as bassist with the Cole-
man group: "You can only go so far in 
his music without knowing about it, 
and one night I just exploded. I had 
to find out what was really going on by 
writing things down, studying his ideas, 
and finally after I got hold of just a 
small part of his theory, it helped. 
After I started playing with Coltrane, I 
heard some tapes I'd made with Or-
nette, and I couldn't believe what I 
was playing; it was really amazing. 

"Ornette's ideas and theories should 
be made available to the guys who try 
to play in the Coleman style. A lot of 
the avant-garde players don't under-
stand what they're doing, and that's a 
bad thing for music. Some guys think 
you just put your horn to your mouth 
and screech; I've seen bass players at-
tempt to do the things I do, and they 
don't know how much time I've spent 
trying to get it together. And when they 
don't understand, there's no substance 
to what they're doing, and that doesn't 
help the art form at all." 

IN VIEW OF Garrison's unique position 
as a member of the two most important 
new jazz groups uf the 1960s, were 
there any changes in outlook during his 
time with Coleman and Coltrane? 

"I felt a change before I joined 

John," he said. "I had spent six or 
seven months with Omette Coleman 
and felt there was a definite -transition 
taking place because I had grown sort 
of independent of time. I developed a 
dislike for playing time, not when I 
was playing with the rhythm section, 
of course, but when I played alone. I 
liked the idea when 1 soloed of not hav-
ing any accompaniment. The bass has 
been stifled for so long; I don't think 
people have really been aware of the 
possibilities of the instrument, and I 
think we are now finally becoming 
aware that the bass can be just as me-
lodic as any other instrument." 
What about the influences? 
"I listened to guys like Charlie Min-

gas, of course—in fact, I studied with 
him for about a month—and Red 
Mitchell, but my main influence as far 
as the bass in the rhythm section is 
concerned was Percy Heath. When I 
first heard Scotty LaFaro, I said, 'Well, 
there are a lot of things he is doing that 
are as fast as greased lightning.' Now 
I don't feel that way about the bass; 
so there's no need for me to get hung 
up with it. Because that style is what 
was really catching on then, and, as 
you know, a lot of bass players are 
playing that way now. 

"During that time I was interested 
in chords, in ragas, in scale things; so, 
since Scotty's playing did have an im-
pact on me, I said, 'Now what can / 
do with it?' And I had to spend a lot 
of time thinking about it, because there 
was the competitive thing involved as 
far as bass playing was concerned, too, 
and I wanted to make my own contri-
bution. So I thought this—'Since he's 
going a mile a minute, so to speak, why 
not try to slow things down? And this 
is primarily what I've been trying to 
do; not slow things down just for the 
sake of slowing them down, but—think-
ing about chords and triple stops and 
even quadruple stops—to see how they 
work if they're slowed down so you 
can really hear what's happening. I 
even figured out a way in which I can 
play scales with all four strings 
stopped." 
Having become a celebrated former 

member of the Coltrane group, now 
seeking his own way, how, in pragmatic 
terms, did he propose to do so? Since 
he had advanced such strong feelings 
about playing the bass, what about the 
possibility of teaching? 

"I don't consider myself a teacher," 
he said. "I've had lots of guys ask me 
if I would teach them, and I always 
tell them if they want to come up and 
play and exchange ideas, well, that's 
okay. But I figure a guy really should 
learn the instrument by going to a fel-
low who teaches the bass fiddle exclu-
sively. It's bad when you go to a player 
who has his (Continued on page 40) 

March 9 D 19 



WHEN Omette Coleman arrived in New 
York City in 1959 with his quartet, re-
actions to the music of the leader and 
trumpeter Don Cherry ran from ec-
static approval to surly ridicule. But 
almost all listeners were full of praise 
for the group's drummer, Billy Hig-
gins, and bassist, Charlie Haden. 

Haden, then 22, was practically un-
known. He had met Coleman while 
working with pianist Paul Bley at the 
Hillcrest (now the It Club) in Los 
Angeles. Vibraharpist Dave Pike and 
drummer Lennie McBrowne were also 
in the group. 
"One night," said Haden, a soft-

spoken young man with an open and 
friendly manner, who gives the impres-
sion that he really means what he says, 
"Lennie brought a gentleman into the 
club and introduced me to him. It was 
Omette, and he invited me to come 
over to his house and play some. I did, 
and he started playing music that I'd 
never heard in my life. 

"It was very exciting to me. There 
was a feeling there that I was sure was 
very, very valid. I was startled by his 
music because he wasn't playing on 
the chord changes--and in 1958, ev-
eryone was still doing that. To play 
with Omette, you really had to listen 
to everything he did because he was 
playing off the feeling." 

After several weekly get-togethers, 
Bley hired Coleman, Cherry, and Hig-
gins for the job at the Hillcrest. 

"Omette hadn't had a chance to 
work playing his music before because 
of the way people reacted to it," Haden 
recalled. "And it was the same kind of 
situation there. The owner got bugged 
at the music, and in a couple of months, 
it was all over." 

Yet, the experiment was fruitful, for 
when the time came for Coleman to 
go to New York, Haden was with him. 
When that first encounter took place, 

Haden had not been playing jazz for 
very long. But he had been surrounded 
by music since birth. Born in August, 
1937, in the small Iowa town of Shinen-
doah into a family of professional sing-
ers and musicians, Haden spent his 
childhood years performing on the cir-
cuit where hillbilly music was the thing. 
He, his parents, brothers, and sisters 
were known as the Haden Family. 
Charlie was the youngest. In addition 
to singing, his two older brothers played 
guitar and bass, respectively; one of 
two sisters was also a guitarist; his 
mother sang; his father acted as emcee 
and manager. 
"We were all self-taught," Haden 

said, "singing harmony parts by ear. 
When I was 2 years old, I was sing-
ing hillbilly music on the radio. We 
were like the Carter Family. My moth-
er sang old folk tunes, like Barbara Al-
len and The Great Speckled Bird—all 
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those numbers now being recorded by 
college students." 
When Haden had reached his teens, 

his bass-playing brother became inter-
ested in jazz and in the kind of modern, 
four-part harmony featured by the Four 
Freshmen, ("He had us learn the rec-
ords, and we started rehearsing things 
of our own, but then my father decided 
to retire.") 
Haden listened to his brother's rec-

ords, but the greatest impression was 
made by his first contact with live jazz. 
It was a Jazz at the Philharmonic con-
cert in Nebraska. Lester Young and 
Charlie Parker were in the JATP 
troupe. 

"I didn't know what jazz was, but I 
knew I liked it," Haden said, smiling. 
Nor did he know who Parker and 
Young were, "but it was a fantastic ex-
perience." He wanted to learn to play 
an instrument, but there was no oppor-
tunity. 

"I always had a feeling for my broth-
er's bass fiddle," he recalled, "but he had 
no time to show me and was afraid I'd 
drop the instrument." But after Charlie 
was graduated from high school in For-
sythe, Mo. ("population 400, with 34 
kids in the class, mostly farmer's chil-
dren from the Ozarks"), he got a bass 
of his own and began to take music 
lessons. 
"My teacher told me about Oberlin 

College," he said. "And though I 
couldn't read, he made an audition tape 
—bass and piano—with me. He showed 
me the notes on the bass, how to hold 
the bow, etc." The young man must 
have shown an indication of things to 
come, for the tape resulted in accept-
ance, with a scholarship, at the music 
college in Ohio. 

But Haden turned it down; he wanted 
to be around jazz. He decided to go to 
Westlake College of Music in Cali-
fornia. 

"I sold shoes for one year and went 
out there," he said, "but I found it 
wasn't what I wanted. I stayed for a 
half semester." 
At Westlake, Haden played club 

dates with other students, but his first 
real break came through a chance 
meeting with an early idol. 

"I always did my homework in a 
drive-in, and one night, Red Mitchell 
was there," Haden remembered. "I 
walked up to him, introduced myself, 
and asked if he had some advice. He 
invited me to come over to his house. 
He didn't want to teach me bass, but 
he played piano, with me on bass, and 
told me to come whenever I could." 
Not too long after, Mitchell, who had 

been working with altoist Art Pepper 
at a local club, found that he couldn't 
stay on the gig and asked Haden to 
come by and sit in. 

"I was very scared," Haden said, 

"but I did it. I can't remember what 
we played, but as soon as the tune was 
finished, Art asked me if I wanted to 
work with him for the rest of the gig." 
The answer, of course, was yes. After 

four weeks with Pepper came the job 
with Bley at the Hillcrest ("on and off 
for about two years"), the meeting with 
Coleman, and, before the trip to New 
York, some work with pianist Hampton 
Hawes. 

There was also, before New York, a 
significant friendship with another bril-
liant young bassist—the late Scott La-
Faro. "Scotty was in Los Angeles, and 
we met and became very close," Haden 
said. "We shared an apartment for a 
while, and he went to New York about 
the time Ornette's group did." Later, of 
course, LaFaro was to play with Cole-
man's group, and he and Haden would 
record together on Coleman's famous 
Free Jazz double-quartet album. 

WHEN COLEMAN had told Haden that 
they were going to New York, the bass-
ist's response had been "beautiful." 
But what followed was anything but. 

"I was already pretty mixed up per-
sonally," Haden said, "and after com-
ing to New York, it got worse and 
worse. It finally reached the point 
where I was coming late on the gig 
every night. Omette was upset, told 
me please to try and straighten out, 
but then one night I was two hours 
late, the second set was already on, and 
I told Omette, 'You don't have to say 
it—I'm going to a hospital.' " 

After unsuccessful attempts to be ad-
mitted to a New York hospital for nar-
cotics addiction ("they had no addiction 
programs then"), Haden went to Lex-
ington, Ky., and entered the U.S. Public 
Health Service hospital there. 

"After a couple of months, I was 
back in the city, started working again, 
and made the double-quartet album," he 
said. "Right after we'd finished, Or-
nette told me that George Russell was 
looking for me for a Birdland gig. But 
the day before the opening, I was ar-
rested and had my cabaret card taken 
away." 

Unable to work in clubs, Haden 
played concerts and coffee houses while 
on probation, which he evidently broke 
by going back to Los Angeles, where 
he worked with, among others, Buddy 
DeFranco and Charlie Barnet, "trying 
to stay clean by drinking." 

Ironically, that was the year Haden 
won the Down Beat International Jazz 
Critics Poll New Star Award. ("I had 
no address to which they could send 
my plaque.") 

Things got worse. Finally Haden— 
"like a walking dead person, doing 
nothing constructive, not playing any 
more," scuffling back in New York, 
resting up at home in Missouri, trying 
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the cure in the federal hospital in Fort 
Worth, Texas (where he had the 
chance to play daily with Hampton 
Hawes), and sliding back again—de-
cided to go to Synanon House, the in-
dependent, unorthodox narcotics reha-
bilitation community in Santa Monica, 
Calif. 

"It was a last resort," Haden said. 
"I went in September, 1963, and I 
didn't plan on staying. It was just like 
any other hospital, I thought. But soon 
I found out it wasn't. I saw people I'd 
known completely changed, grown up, 
matured. And some, like Joe Pass, 
were instrumental in getting me to 
stay." 

Gradually, he began to make prog-
ress, discharging various communal re-
sponsibilities. First, there were such 
chores as being breakfast cook for 150 
people; later, he became a public-rela-
tions man for Synanon. 

For a year, Haden stopped playing 
entirely, but when he was transferred 
to the Synanon chapter in San Francis-
co, alto saxophonist John Handy, who'd 
heard that he was staying there, asked 
the bassist to join his group. 
"We discussed it," Haden said ( dis-

cussion plays a large part in Synanon 
therapy), "and decided I should play 
one night a week to start." 

That was the beginning of a new ca-
reer. Haden next joined the trio of 
pianist-psychiatrist Denny Zeitlin, who 
was interning at a San Francisco hos-
pital and working Mondays at the Tri-
dent in Sausalito, Calif., as well as 
playing concerts and jazz festivals. 

In May, 1966, Haden went to New 
York City to help establish a Synanon 
House. When the job was successfuly 
completed, Haden moved into his own 
apartment, and, though he no longer 
lives at Synanon, he keeps in close 
touch and helps whenever he is needed. 

HADEN is convinced that the Synanon 
approach to the problem of addiction 
is the only right one. 

"I tried every kind of hospital and 
psychiatric care," he said, "but Syna-
non was the only solution. Their work 
should be recognized much more. They 
are doing something that the govern-
ment has never been able to accomplish 
. . . millions are being wasted, while 
right under their noses, Synanon is do-
ing the job. But the Establishment bu-
reaucracy has a vested interest in the 
drug problem; so nothing happens." 

Before returning to New York, Ha-
den had worked with Archie Shepp in 
California, and being able to play with 
the tenor saxophonist again was an ad-
ditional reason for coming back, he 
said. Last year, Haden made his first 
visit to Europe, with the Shepp quartet, 
which he described as "one of the most 
exciting musical (Continued on page 42) 
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OR JAZZ musicians, according 
to bassist Chris White, a firm 
belief in one's ability—and the 
feeling of well-being that this 
brings—is as important to a 
musician's progress as the 

copybook exhortations about consist-
ency, making the gig, staying sober, 
being neat, etc. 

With this feeling of self-assurance as 
an underpinning, one more item im-
portant to a musician's makeup may 
come perhaps a little more easily: "You 
should be good to get along with," 
White stresses. He sees the insecurity 
shown by many jazzmen to be rooted 
in an inability to communicate well 
except with their instruments. They 
work in an atypical environment and 
sometimes react atypically when their 
lives parallel those in a standard society. 
The reaction of an introspective person 
—in which category White includes 
most musicians—who can't easily ex-
press himself may seem hostile and will 
evoke a similar reaction from, as White 
says, "people who are aware and con-
scious of the whole scene." At this 
point, White becomes almost gently 
understated: "Consequently, the observ-
ers tend to minimize what you do." 

White himself is an outgoing person, 
one of rare warmth and good-natured-
ness for the jazz business, one who 
surely must be good to get along with. 
An observer might well be pardoned 

for wondering why a comparatively un-
known bassist, whose work with Dizzy 
Gillespie helped him to gain a measure 
of prominence, should choose to forsake 
one of the safer jobs around for the 
precariousness of gigging. 

White, a New Yorker who had pre-
viously worked with singer Nina Simone 
and pianists Billy Taylor and Bernard 
Peiffer and had done "odd rock-and-roll 
gigs" with Cecil Taylor, said that early 
last year he felt the time had come for 
him to move on if he was to use the 
pointers he had learned from master 
teacher Gillespie. 

His decision to return to New York 
was a wise one, for he has had a full 
schedule ever since. One of the major 
factors in his acceptance was his self-
assurance. This impressed such estab-
lished freelancers as Richard Davis and 
Ben Tucker, and, as a result, he found 
himself recommended here and called 
in to sub there. 
"The encouragement of two people, 

so firmly entrenched on the scene, was 
a vote of confidence," White said. 

"Working with Dizzy—according to 
which particular camp you're from— 
tends to be either the epitome of achieve-
ment or it can be just another job," he 
continued. "For me it was somewhere 
in between. It was a good job and 
something I wanted very much, but on 
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the other hand, although to work with 
Dizzy the musicianship must be 'up', 
you don't get the same respect that you 
would get from working with some of 
the other players who are popular now." 

Respect from his fellow musicians, 
the bassist said, is what he is seeking. 

"I had come to the juncture where I 
had ceased to digest what was happen-
ing," he said. "It was being thrown at 
me. It's like having a meal of filet 
mignon all the time—you have to have 
hamburger for a while in order to ap-
preciate it. Also, Dizzy is an institution, 
and one of the very definite reasons 
why is the fact that he never outprices 
himself, and so the finance involved in 

• working with him is steady. It's not a 
thing where you're making a fast buck. 

"So, financially I was at the point 
where I felt I could maintain the same 
level staying in town, and New York 
seemed like it was the normal and 
natural place to cut it. But if it's at all 
possible for me to work again with 
Dizzy, maybe in five or six years' time, 
I'd love to do it when I've digested 
what I've got now." 

White, who describes himself as 
"a very gregarious person," wanted 
also to spend some time off the 
road in order to devote part of it 
to study. He is very interested in 

\ helping others through music, 
especially "children and people 
of all ages who have the desire 

to learn. And so I came back, 
\ primarily to go to school and 

also to work in psychology 
which is the area where I feel 
I can do the most good and 
be the most help to people." 
He'd like, he said, to go on 

to do graduate work in psy-
chological applications of mu-
sic, and to this end he is cur-

rently enrolled at the Manhattan 
School of Music—"mainly because 
I have so many deficiencies in the 
areas that are prerequisites for grad-
uate school." 
At the same time, he and Rudy 
Collins, who was Gillespie'b 
drummer for almost the same 
length of time White worked 
with the trumpeter, are de-
voting a considerable part of 
their energies to a clinic 
known as Rhythm Associ-
ates. The idea of the clinic 
also stemmed from what they 
had learned during their four 
years with Gillespie, mainly 

because, stressed the bassist, 
"that job is a rhythm player's 
job more than anything." 
Rhythm, he feels, is important, 

and he says it is being neglected 
in today's jazz revolution: 

"Not to say that this is bad, but in 



order to not play rhythm you have first 
to have rhythm under control. pi isci-
pline is freedom—that kind of *thing. 
Dizzy's job was a freedom job in a 
way, but also, for anyone who doesn't 
wish to play free, it was the job. I don't 
think there is any other leader who 
knows more how to get what he wants 
from his rhythm players. Not only does 
he know how to get it, he knows how 
to tell you what to do, and being with 
this man for four years gave us a lot of 
insight into just playing. So we felt: 
why not do something about it? And 
we opened a school." 

Initially, White and Collins intended 
running a rhythm-section seminar for 
six months, and after they had adver-
tised in the music press, a number of 
young bassists and drummers expressed 
interest. Their original idea was to pair 
off the instrumentalists to work together 
as a team, not so much for technical 
tuition as for instruction in actual rhythm 
playing. But, surprisingly enough, the 
ideas fell flat because of a lack of in-
terested bass players. 

"There were a lot of drummers who 
were willing to sign," said White, "but 
bass players have a thing.... Basically, 
although you might be involved in 
either jazz or classics, you approach 
the instrument in one way, whereas 
drums can be approached from the 
percussionist's standpoint or the jazz 
drummer's standpoint. Bass players are 
too involved in getting the rudiments, I 
think, to take time out to get involved 
in a class where you're not dealing 
totally with technical problems." 

It was a case of back to the drawing 
board for the advisory council. 
"We revamped our particular pro-

gram and got it so that we could offer 
our study to people who were just 
drummers," White said. "If they came 
in, they could work with me as a bass 
player, and since then things are defi-
nitely on the upsweep. It's a baby op-
eration, but I feel it's going to grow. 
The interest is great." 

White and Collins are hoping that 
their project eventually may prove a 
financial success, and to this end they 
have started promoting a series of Mon-
day concerts at the school titled Ask 
the Artist. These are designed to ad-
vertise the activities of Rhythm Associ-
ates and to help foster jazzman/listener 
relations by having name musicians 
play and answer pertinent questions 
from the audience. Those who already 
have appeared include pianists Billy 
Taylor and Bobby Timmons and ten-
orist Sam Rivers. 

"But," White admitted, "we are hav-
ing a little problem booking people 
who are willing to share their views 
with the public." 

"It has nothing to do with them be-

Collins 

Gillespie 

P
H
O
T
O
S
/
L
E
E
 
T
A
N
N
E
R
 

ing obstinate," he insisted. "Musicians 
in general are an introspective lot who 
don't like to talk." 
The bassist is an exception, and he 

said he is always willing to do anything 
within his ability to help spread good 
music to a wider audience: 

"I know I can talk and organize, 
and so I also worked out a program for 
kids' weekly school assemblies. This 
looks as though it's going to get off the 
ground too. What we've done is gotten 
together a program that is not only 
informative and entertaining but which 
also portrays the musician in another, 
better, light." 

White is concerned with the image 
of the jazz musician, not only in the 
eyes of the public but also with regard 
to his associates on the symphonic side 
of the fence. 
"Today the different areas of music 

are becoming fused, and more and more 
people are getting disturbed," he said, 
"either because they are being encom-
passed by areas where they don't feel 
comfortable or being encroached on by 
areas they disdain. If you go to a place 
like Manhattan, you'll find some of the 
students very interested in playing jazz 
while some of the teachers are very 
upset by the fact that they are even on 
the premises. And then you have other 
instructors who are listening because 
they want to find out what's happening. 

"I have a thing about people who are 
nearsighted, no matter what their chosen 
field of endeavor. I feel that there is 
room for everybody, musically and else-
where. I think that a lot of people who 
are, for want of a better term, classically 
orientated and who look down their 
noses at jazz players do so mainly be-
cause their own little worlds are being 
shattered, and they feel insecure. It has 
a lot to do with the fact that people 
who may not have had as much formal 
training as they have are able to create 
music that is at least as valid and a lot 
more alive." 

White's wholehearted, enthusiastic ap-
proach to making his music palatable to 
as wide an audience as possible without 
lowering any of his standards comes as 
a pleasant surprise in this era, when 
ignoring other opinions is more the 
order of the day. 
He said he feels that the bass is the 

ideal instrument for this purpose be-
cause he finds in the instrument a wide 
range of emotions that its timbres put 
at the player's disposal. It is, he said, 
only just beginning to be played like an 
instrument, and he is glad to be a part 
of the development. 

But then, White would be happy be-
ing part of any worthwhile trend. "I 
like to help people," he said. "It sort of 
satisfies the part of me that says, 'Look 
what I've done.'" M21 
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After 20 years on the road (first with 
territory bands and then with Dizzy Gil-
lespie, followed by 15 years with the 
Oscar Peterson Trio) Ray Brown resigned 
his seat on the plane, train, or bus and 
put down stakes in Los Angeles in Janu-
ary, 1966. He is now a successful free-
lance studio musician with a home in 
Beverly Hills. 
The following is a transcript of a re-

cent interview in which Brown reviewed his 
current life, compared it with the past, 
and offered some additional comments 
about the contemporary scene in general. 

Feather: When you first arrived here, 
there was a party Herb Ellis and Red 
Callender arranged for you at Red's house. 
It seemed to indicate that you were not 
only welcome but that there was no re-

sentment or rivalry. 

Brown: Yes, it was a very fine party, and 
there were a lot of bass players there and 
a lot of other musicians. Of course, I 
wasn't really a stranger coming into this 
town. I'd known people for years. Red 
Callender I'd known personally 15 years 
and followed his career before that. And 
I know just about every bass player in 
town: Red Mitchell since 52nd St. days, 
Monty Budwig since he lived in Frisco, 
and a lot of the studio guys. 

Feather: Did you make any formal prep-
arations before you came here, in the 
sense of knowing what you were going 
to be able to get, or was it to some extent 
a gamble? 

Brown: It was a gamble to this extent: I 
had quit a very lucrative job, because one 
of the good things about working with 
Oscar was that over a period of years, we 
had slowly but steadily gone upwards, and 
the salary was good. The only thing that 
was getting to me was the extensive travel-
ing. I generally thought that with more 
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money, you could afford not to work as 
hard, but we were still going to Europe— 
well, we had a stretch in 1965 of 47 one-
nighters without one day off. Frankly, at 
that pace I don't need that kind of money, 
because it only can be used in the hospital 
sooner or later. 
I guess the best job I had all that year 

was the Sinatra gig. Sf.natra would only 
work three days one week or two days 
the next. He's big enough to do that. . . . 
I had one very close friend out here, 

Herb Ellis, whom everybody knows I 
worked and roomed with for eight years. 
I had told him that I was coming out—I 
had intimated to him for a couple of 
years that I was coming—but I finally 
caught him one night and told him that 
I was coming out around the first of the 
year. around February or March. 
He said, "Are you serious?" 

I said, "Yes, I'm coming out." So I know 
that he told a lot of people. 

Two good things have happened: 

That summer, around August, '65, Henry 

Mancini came into Chicago to do some-
thing at McCormick Place, and he came 
down to the London House a couple of 
nights to have dinner and hear the trio. 
One night he asked me to come over, and 
he introduced himself and said, "I hear 
you're going to move out to California." 
I said, "Yeah, around the first of the 

year." 
He said, "Let me know when you get 

out there, and I'll call you to do some 
things." 
I thought it was very nice of him, but 

generally you can't count on something 
like that, you know. Somebody says "call 
me when you get to the Coast," and six 
months from now anything could be hap-
pening. 
One other person that asked me to call 

him when I came out here was Bobby 
Helfer, the contractor. We used to come 

out here all the time and spend a couple 
of months playing clubs and doing record 
dates for Norman Granz, and I did quite 
a few things for Bobby at that time. So I 
got some work from him also. 

Feather: As I recall, you hadn't been out 
here 48 hours and you were working. 

Brown: Well, what happened was that I 
had gotten back from Tokyo around the 
23rd of January and I was lying across 
the bed. My phone rang, and it was Hank 
Mancini. He asked me if I was still coming 
out, and when I said yes, he said he had a 
couple of dates for me. This was really 
heartening. It made me feel good. 

Feather: That was your first actual day's 
work out here, wasn't it, that record date? 

Brown: No, I did one date before that. I 
had to fill in for Jimmy Bond on a Johnny 
Hartman date. I got here on a Tuesday, 
and I did that on Thursday. The Mancini 
dates began the next week. I didn't work 
very hard at first, but it was enough to 
keep things going, and I didn't have to 
spend money that I had saved. I had pre-

24 12 DOWN BEAT 



ei 

pared myself that in the event that I didn't 
work for six months, we could still eat. 

Feather: As far as I can see, there are 
three aspects of your work. 

Brown: Yes, TV, movie work, then there 
are the regular record dates and jingles. 
Actually there are four categories, because 
the third category would be live TV—such 
as the Pat Boone Show and/or the Smoth-
ers Brothers Show. Occasionally I'll do the 
Hollywood Palace or something like that. 
Then there are the live jazz gigs. I work 
at the Playboy Club maybe once, twice 
every couple of months to do a little 
playing. Ike Isaacs hurt his hand, and I 
played for him a few nights at the Pied 
Piper. I do some things with Terry Gibbs 
and with Herb Ellis and with Donn 
Trenner. Barney Kessel, Shelly Manne, 
and I have been doing some things. Victor 
Feldman, Frank Capp, and I have been 

working some trio things. 
Feather: How do you find the musical 
standards here as compared with the East 
Coast? 

Brown: First of all, since 1954 I haven't 
lived on the East Coast. I have lived in 
either Pittsburgh, Detroit, or Toronto. 
Once the trio really got working good and 
we had some time off, I went back to 
Pittsburgh—I didn't want to see anything. 
I went bowling, spent some time with my 
wife, and did all the things we didn't get 
a chance to do when we were traveling. 

Cecilia and I were married in 1954, and 
I actually had more time to do things 
then, because we always took four to six 
weeks off in the winter and three or four 
weeks off in the summer. We made more 
time out of it. Now time is taken up con-
tinually, and I have to stop everything in 
order to go away. 

Feather: Do you find that musicianship 
in general is of a high caliber in the 
studios? 

Brown: Yes, they have very good musi-
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cians out here. There seems to be an 
opinion back East that they have better 
musicians there. I think they have more 
jazz innovators back East, and the primary 
reason for this is that in order to be 
recognized, I think you still have to go 
to New York. It seems to be the acid test. 

Feather: However, quite a few people are 
beginning to feel the other way about 
coming out here now, particularly the 
writers, like Oliver Nelson, Quincy Jones, 
Lalo Schifrin. 

Brown: Yes, because first, all of the good 
jazz writers who have any scope to their 
writing and want to advance, besides being 
a great record-date writer, there's only one 
other place to go—you got to go to TV 
and movies. That's the ultimate thing they 
want to do—they want to write a big 
movie. 
They can stay in New York and write 

record dates for the rest of their lives, and 
they'll make a good living, but I think 
the fulfillment goes out of it after a while, 
because record dates aren't what they 
used to be. I'm not putting the music 
business down. I'm just talking about the 
way it is now: 90 percent of the stuff you 
do now is tailor-made for the market. You 
don't do your own ideas now—you've got 
to say, "Let's fit this market; let's do this 
tune; let's get into this bag; play the bass 
drum like the Tijuana Brass; let's phrase 
it like this," you know? 

It's not as individual; so a guy, even a 
great writer, has to cater to this thing, and 
he gets a little more scope in movies, 
where he can be himself. The better movie 
he gets to do the more he gets to do his 
own thing. 

Feather: Do you find it rewarding or 
otherwise to be in such a variety of types 
of music, including rock-and-roll one min-
ute and pop the next and jazz another? 

Brown: It's good for me, because as much 
playing as I did with Oscar, and we did a 
variety of things and he wrote some hard 
music, he didn't write it down. We had to 
memorize all of it. This has helped me 
tremendously out here because I can play 
... say, 70 percent of the stuff that I see 
in the studios—I play it twice and I prac-
tically have it memorized anyway. Reading 
is a hindrance in some cases, like when we 
have to transpose for a singer—I'm used 
to that. Oscar would play a tune in one 
key one night and walk in and play the 
whole arrangement in another key a week 
later, so I'm used to this. If they transpose 
into another key, I hear the whole thing in 
that key. I've memorized the thing any-
way, so instead of actually reading it and 
transposing it like I should, I don't even 
have to look at it because it comes to me 
naturally—it's something I've done all my 
life. This isn't talent—this is just training. 
The average guy that has to do this all the 
time by reading it might not be able to do 
it if you took the music away, even if he 
knew the tune—I mean right away. 
The good part for me is to get a chance 

to do a lot of reading, which I didn't get 
to do with Oscar. The only reading I would 
do was when I wanted to go and practice, 
I'd go and get my book out. But you can't 
go but so far reading your own books 
over and over again. And you can't carry 
but so much music around with you. This 

way, you get it thrown at you. Every day 
there's some challenge, and there's always 
some little new thing that you haven't 
done that is good. 
Feather: How about the new wave of bass 
players? 

Brown: Some of them are very good and 
very talented. I think they sound good or 
great when they're in their own idiom or 
in their own band that plays their style. 
However, when they mix them up with 
anybody who is playing any changes or 
trying to swing, there seems to be a bit of 
a clash. They seem to be condescending 
to play time—like, "I'm doing you a 
favor." I think that if you don't really feel 
it, you shouldn't do it. 

Things happen for the period you hap-
pen to come along in. When I came along, 
the king of the time players was Jimmy 
Blanton, and I picked it up from him and 
just developed a few things different. I 
think a lot of people have copied some 
things I've done timewise. 

Feather: Do you think time playing is ever 
going to become obsolete? 

Brown: I think time—if we start growing 
people without feet, so that you can't 
dance or pat your feet—might go out! It 
may be old-fashioned, and a lot of jazz 
players—I hate to say this, but it's true— 
wonder why rock-and-roll got in and won't 
get out. It's because people can pat their 
feet and dance to this music. When jazz 
first came out and became popular and 
got out of the cellars and all the big bands 
used to come around, the one good thing 
—even the dumbest guy that didn't know 
Jack Jenney from J.J. Johnson—the one 
thing he knew was that if he went to a 
dance he could dance to the music. 
I don't mean that the music wasn't in-

tricate, because I think that things get more 
intricate as you go along—I mean that you 
find guys playing faster on their instru-
ments—not necessarily better. In other 
words, I don't think because John Coltrane 
plays more notes than Lester Young that 
he tells any better story. The one thing 
Art Tatum used to tell me all the time 
was, "Everybody has something to say." 
He used to go hear a guy that didn't 

play more than three notes at a time but 
could play blues. Art said he'd give a 
couple of fingers if he could play blues 
like this guy. He said this guy had a feel-
ing that he'd never be able to get. Art had 
technique to lay on when he was playing. 
I like the advancement that jazz is 

making, but I don't think they should take 
the "time" out of it, on one hand—on 
the other, you have to figure what the 
average jazz musician is up against nowa-
days. We've lost our position somewhat to 
rock-and-roll. I'm speaking of the masses 
now. It's a little harder on them. Let's 
take 10 years ago.... Jazz record sales 
were booming, and 25 years ago, when I 
was in high school, I waited for every new 
record to come out. They only came out 
one at a time, but we pounced on them 
when they came out. Everything new that 
King Cole would put out, or Ellington, or 
all the other bands, when they played it 
on the radio, or you went down to the 
record shop, and they had it playing over 
the little loud-speaker, man, we ran in and 
bought it. Now there are so many records 
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and so much competition, yet jazz is rele-
gated to the background. You can hardly 
find it on an AM station. 

This should be significant. Not only do 
the new jazz players have that to fight, 
but they also want to do something differ-
ent. To get away from Charlie Parker, 
Dizzy Gillespie, Miles Davis, Duke Elling-
ton, and Count Basie they have to get 
away from everything. This is a problem; 
I understand it. I still think that new 
talent can come up and swing and be good. 
Take a guy like Freddie Hubbard. He is a 
new talent, and he swings, and he does 
everything. I think he's going to step right 
in the door. 
As far as good young bass players are 

concerned, I've heard half a dozen. Albert 
Stinson I heard, and he was very good. 
Although he wasn't that far outside, pri-
marily because I heard him with Chico 
Hamilton's group, and they weren't play-
ing that far outside. Charlie Haden is very 
good. Richard Davis is actually in on this 
thing, because he started it about 10 years 
ago. A lot of people don't know it, but he 
was doing all these things. He didn't get 
the credit for it, but he was doing all 
those things, all out-of-time signatures, 
because I heard him playing behind a 
singer one night, and I said, "Good God! 
What is he doing back there?" He was 
actually doing too much, but he was get-
ting it together then, you know? 
I have come in on the fringe of some 

of that stuff, but it isn't really my cup of 
tea, and I think if I play with the guys 
that really are serious about it, they would-
n't accept me, because I don't think I'd 
have my heart in it. Somewhere along the 
line I'd want to swing, and we'd get in 
trouble. I'd go into a 4/4 or some part of 
it, and the guys would say, "All right, 
come on, there's that old cat back there." 
I don't know, maybe I'm interpreting it 
wrong. Maybe they want to do what they 
do and figure they're swinging anyway. I 
think they figure that the swing is there 
anyway—they have that to begin with. 
I worked with Elvin Jones for two 

weeks every night in a group at the Manne-
Hole. But, No. 1, Elvin Jones and I are in 
the same age bracket, and he really has those 
roots, so we didn't have any clash at all. 
We had a ball. When I did try to do what 
I considered going outside, it didn't dis-
turb him, and yet when I was playing a 
stompin' four, it fit in with what he was 
doing. We didn't have any problems—at 
least from my side of it—I had a ball! 

Feather When I came out here 10-15 
years ago—I used to come out on visits 
once every year or two, and there was 
absolutely almost completely rigid, total 
segregation in every scene; the studio 
scene, clubs, even the hotels and all around 
—it was almost as bad as Louisiana or 
something. You must have some idea of 
how that was, except you didn't work here 
then very much. The studio musicians 
weren't even aware of it. There was a 
conscious effort on the part of a few 
Negroes to get the locals integrated—you 
know there were two locals. Have you 
been able to see how this situation has 
improved? 

Brown: I really can't give you an honest 
opinion of it yet. I think maybe you 
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should come back to me on it because I 
would like to appraise it for you. I haven't 
personally had any difficulty, because I've 
done just about everything there is to do 
in this town. There are three classes: A, 
B, and C. They always try to get the A 
guys, and they're always the same guys. 
If they can't get the A guys, they get the 
B, and they're always the same guys. 
You know this racial thing has just come 

to the fore really in the last five, six, seven 
years, where it's been on the front pages, 
and it's brought home to everybody, daily, 
and made people more conscious. And the 
ones who are prejudiced are more staunch-
ly prejudiced, and the ones who weren't 
prejudiced are a little more open. This 
brought everybody to their place to a de-
gree. In other words, a guy who said 
"gee, I didn't realize that we didn't have 
any Negroes working here" actually meant 
that; so he probably saw to it that some 
got in there. But the guy who said "I 
never wanted them in here in the first 
place!" is really going to keep them out. 
Which didn't hurt it any, because they 
weren't there in the first place. 

This is in answer to the other thing you 
said. I think that was more the case. I 
find now that all the Negro musicians that 
I see in the studio, steadily, are the same 
guys all the time. 

Feather: Then it's really a matter of get-
ting into the right circle, regardless of 
whether you're white or Negro? 

Brown: I'm a bad person to ask this be-
cause I had the same problem when people 
would ask me about prejudice in Europe. 
Being some sort of a celebrity, you don't 
run into the same sort of prejudice that a 
guy who wasn't a celebrity would. I'd like 
to send my brother over there, or my 
cousin, and let him go to the same hotels 
I went to and see if he got in just as easily 
and smoothly as I did and had no more 
scuffles than I did. 
We are talking about people who are 

prejudiced—there are all kinds of preju-
dices, I don't care what race you are. I 
think that they are still careful who 
they're prejudiced against because they 
don't want to make a big noise about it. 
They don't want to make waves. 

Feather: Did you have any trouble buying 
a house, or did you find that the real 
estate people were co-operative? 

Brown: The real estate people were very 
co-operative; matter of fact, what they do 
now, when they show you a house, is tell 
you the price and then they tell you what 
the neighbor on each side said about a 
Negro moving in. They said, "This guy 
wasn't too fussy about Negroes moving in 
next door—he couldn't do anything about 
it—but he wasn't too fussy about it." That 
gives you the same break, because you say, 
"Well, I didn't really want to live next 
door to him either." 
With what houses cost and with taxes 

now, I don't really want to spend my 
money to move anywhere near anybody 
that doesn't like anything. And that goes 
double for a guy who has had to face 
prejudice at any time, because when you 
figure that you pay the same 30 cents to 
a dollar that the guy next door to you 
does for taxes, and you go to the same 
battlefield, and you do the same things 

that he does, you really don't want to hear 
it when you put $ 15,000 or $20,000 down 
and buy a house for $70,000 or $80,000. 
I don't want to hear any part of that. 

Feather: Well, as I say, things ain't what 
they used to be, because when I first came 
out here on a visit, Lee Young was the 
only Negro musician working to any extent 
in the studios. He was on staff at MGM. 
You couldn't get into any of the hotels; 
you couldn't get into the neighborhoods; 
the whole thing was like two separate 
cities. 

Brown: That probably existed when I first 
came out here [ 1945], except that I was so 
wrapped up in the new music—I'd just 
joined Diz and Bird and Max and Bud— 
that group that I could have stayed in a 
chicken coop with and it wouldn't have 
mattered. The only thing that mattered to 
me was the music we were playing. At 
that time Berg's was about the only place 
that would let Negroes in, and Norman 
Granz had a lot to do with that. 
I went to work for Norman in 1947, and 

we spent all our time breaking down hotels. 
That was as important to him as the con-
cert. We used to plan our strategy on the 
airplanes. He'd wire all these big hotels 
and send two or three of us to each one. 

Feather: Do you miss being essentially a 
part of the jazz scene, or does the possi-
bility of no longer being high man on all 
the jazz polls bother you? 

Brown: No. First, if I wanted to be a jazz 
star I should have stayed with Oscar Peter-
son. I miss the caliber of jazz that I 
played—let's face it, because you cannot 
get a substitute for it out here. We worked 
at it every day, every night. And if you 
want to be that good playing jazz, you 
have to work at it all the time. 
No. 2: jazz polls. I don't want this to 

seem like I'm unappreciative, but after 
you win two or three Down Beat polls, it 
isn't the same when you win 12. I think 
that there are a lot of other deserving 
players. I think of all the years Jo Jones, 
the very great drummer with the Count 
Basie Band, went through before they just 
finally gave him some kind of award. That 
man should have had an award. He plays 
too good and was too great an innovator 
not to have received some sort of award. 
I think that by winning this many awards, 
there are a lot of people who will go 
through their whole jazz scene without 
winning an award, so I'm very happy to 
step down. 
I won again in Down Beat this year, but 

I don't think that's going to last long. I 
won the all-stars in Playboy, but that's all 
of us old-timers together, you know. When 
you think I've been on the jazz scene now 
25 years, you cannot be a kid or a new-
comer after 25 years. 

But I'm not going to lay down and die. 
When some of these hot jazz guys come 
out, I may run by and see them anyway. 
If I get to play with them, I'm certainly 
going to enjoy it, and I think they'll know 
by my enthusiasm that I'm not lying down 
—that I'm not dying in the studio. . . . 

I'm very happy about the move. You 
can't be everything. If I could be half as 
successful in studio work as I have been 
in the jazz field, I'll make a good living, 
and I'll die a happy old man. 



Charlie Barnet 
Basin Street East, New York City. 
Personnel: Snookv Young, Clyde Reasinger, Clark 
Terry, George Triffon, Randy Brecker, trumpets; Jimmy 
Cleveland, Jackie Jeffries, Herb Wise, Billy Toles, 
trombones; Barnet, soprano saxophone: Willie Smith, 
Dick Meldonian, alto saxophones; Richie Kamuca, 
Stan Edson. tenor saxophones: Danny Bank, baritone 
saxophone; Nat Pierce, piano; Eddie Jones, bass; Steve 
Little, drums. 

It always has seemed to me that Barnet 
has been shortchanged by the jazz chron-
iclers; he had a swing band three years 
prior to Benny Goodman; his bands in 
the '40s were among the best of the period; 
he furthered the careers of such gifted 
musicians as bassist Oscar Pettiford, pianist 
Dodo Marmarosa, and trumpeters Peanuts 
Holland, Howard McGhee, Maynard Fer-
guson, Clark Terry, Jimmy Nottingham, 
and Al Killian, to mention a few, and he 
was never swayed from his devotion to 
sincere, ungimmicked, swinging jazz. 
For his Basin Street East engagement, 

Barnet led what was essentially a pickup 
band, but it was characteristic of his 
leadership qualities that, within a short 
time, the band had become a solid entity 
with a distinctive personality and more 
spirit than some permanent organizations. 

Wisely, he used a book of updated 
staples from the old days, with a few 
new things in a similar groove to balance 
the nostalgia. But nostalgia is not really 
the right word; the music was too happy 
and swinging for that. 
As always has been the case with Barnet, 

there was a good deal of Ellingtonia in 
the repertoire. An admirer of Duke Elling-
ton, Barnet has never disguised his feelings, 
but he has never merely copied. 

Thus, such Ellington staples as Cotton-
tail, Things Ain't What They Used to Be, 
and Jeep's Blues were not imitations but 
bore the stamp of Barnet's free-wheeling 
personality. 

Jeep's featured the singing alto saxo-
phone of Willie Smith, whom Barnet had 
brought with him from California. The 
Smith sound is still one of the most com-
manding in the business, and he was his 
own man in this familiar Johnny Hodges 
feature. The coda, interrupted by some 
humorous horn-conversation with Terry, 
ended with an appropriate echo of Jimmie 
Lunceford's Uptown Blues. 

Smith also was heard to good advantage 
on Wastin', which was part of a montage 
of Barnet hits. Among these were Cherokee, 
the band's theme; Skyliner, with the fa-
miliar soprano lead; Pornpton Turnpike; 
the excellent late '40s arrangement of East 
Side, West Side, which still sounds fresh; 
and a rousing Smiles, with fine trumpet-
section work and an effective key change 
(Young, who played his usual terrific lead, 
had a brief, exciting solo here). 
The saxophone section, paced by Smith's 

strong, full lead, shone on the very fast 
Cottontail, which also had solo spots for 
Terry, Kamuca, high-note man Reasinger, 
and trombonist Cleveland, whose two loose, 
swinging choruses were a pertinent re-
minder of how good a player he still is. 
A highlight of the set was Terry's vocal 

feature, Mumbles, just as hilarious as on 
first hearing, since Terry does it differently 
each time. Here, there was some added 
comic interplay with bassist Jones ( the 
former Basieite) and good supporting riffs 

Charlie Bcrnet Band 

from the band. Terry's bright, shouting 
trumpet was also much in evidence. 

Kamuca, who was well featured, was in 
excellent form, especially on the fast Rab-
ble Rouser, which also briefly spotlighted 
pianist Pierce. These two soloed again on 
Satin Doll, in a version quite different 
from the composer's, with the leader's 
soprano adding a distinctive sound to the 
reed passages. 

Barnet's solos were short but long 
enough to identify them immediately as 
strictly his own. He did not play his robust 
tenor but only soprano, with a sound that 
owes much to Johnny Hodges but a con-
ception that is personal. His phrases have 
a characteristic lilt. 

His best spot was on Clap Hands—Here 
Comes Charlie, a jolly rouser with some 
interesting arranging touches, notably the 
use of Jeffries' bass trombone in the open-
ing passages. 
The rhythm section work was first rate. 

Jones and Pierce worked hand in glove, 
and the bassist's big sound and expert 
walking time were good to hear again. 
Little is a young drummer who knows 
how to swing a big band with a beat both 
relaxed and precise. 

Barnet fronted the band in a manner 
that conveyed his enjoyment of the task. 
His emceeing was natural, friendly, and 
informative, with touches of unforced 
humor. On several occasions during the 
engagement, he ordered drinks for the 
whole band, which were consumed on the 
stand while Pierce played cocktail piano. 

Barnet was obviously having a good 
time, and the musicians were just as 
obviously enjoying themselves working for 
him. One hopes that his welcome return 
to bandleading will be more than just 
temporary; jazz sorely needs people with 
his spirit. — Dan Morgenstern 

Joseph Jaman 
Abraham Lincoln Center, Chicago 
Personnel: William Brimfield, trumpet; Jarman, alto 
saxophone, flute; Fred Anderson, tenor saxophone; 
Christopher Gaddy, piano; Charles Clark, bass; Thurman 
Barker, drums. 

"What's happening, baby?" asked drum-
mer Barker. 

"Nothing to it, my man," replied pianist 
Gaddy. 
The overcoated musicians, laden with 

Personality and spirit 

traps, had just strolled onstage as the cur-
tain opened to begin a concert by the 
Jarman sextet. 
"To bring you closer to the mechanics 

of our lives," the program said of the 
concert's intention. Jazz, poetry. drama, 
and graphic art were the media combined 
by Jarman and crew to bring about this 
condition for the audience. 

This, then, is an account of the episode 
—with reflections: 

After the emergence of Barker and 
Gaddy, other musicians in overcoats ap-
peared from the wings, equally laden with 
instrumental paraphernalia. While remov-
ing coats, setting up music stands, and 
assembling their instruments, all chatted 
amiably . . . "Whatever happened to that 
shake dancer named Lora Lee?" 

"Beats me, man." 
Brimfield's trumpet sound wound through 

the air as he ran over some lip exercises. 
Then a barrage of sound (a la John Col-
trane's Ascension) welled up as all instru-
ments joined in the warmup. This scene 
was protracted, because it took longer for 
Barker to set up than it took the others 
to get ready. The sound began to diminish, 
losing a bit of the novel opening effect, 
and the once fresh, now slightly self-
conscious conversation about "broads" was 
renewed. 

Jarman, with his horn on his knee, was 
crouched thoughtfully among an array of 
sound-effect equipment on the floor. 

Finally the sound began to grow again, 
augmented by Barker's traps, with Clark 
bowing and Gaddy sustaining a tremolo 
against cymbals and ringing Oriental bells. 
The group had worked its way into Ander-
son's Bernice, and the tenorist threaded 
a ballad line into the discordant panoply 
of sounds around him. 
At times between the moments when he 

blew, Jarman wandered among the things 
on the floor, making use of first one and 
then another of the myriad bells, whistles, 
triangles, and other sound makers, appar-
ently at random_ 
At this juncture, the piano's constantly 

sustained drone and the arco bass' me-
andering around a tonal center seemed to 
fuse the sounds more than did Anderson's 
melodic line. 
The front line struck a dissonant chord, 

and tambourines, bird calls, plunger flutes, 
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and the rest were brought to play in the 
over-all sound. 

Without breaking the mood's momentum, 
the drone ceased, and the trumpeter im-
mediately undertook another set of ex-
ercises. This, it is surmised, heralded the 
next selection, Brimfield's March of the 
Arians. Barker, exhibiting considerable dex-
terity but little attention to any over-all 
construction of rhythmic phrasing (pre-
sumably intentional), elevated his percus-
sive presence over a swift, cacaphonic en-
semble section. Again, Jarman seized things 
from the floor, furiously blowing, beating, 
shaking them. The other horns were used 
here as tonal complements to the drum-
mer's work, slashing across the grain of 
rumbling sound. 
Jarman walked around shouting, attack-

ing the sound-effect devices. The other 
horns were in jagged ambulatory com-
mentary. The pianist beat tuned wood-
blocks that rested on the far end of the 
piano—pandemonium. The mechanics of 
our lives? That will have to be answered 
individually. 
The turmoil settled; the intensity relaxed, 

thinned out. The reeds abandoned the body 
of sound, leaving the trumpet to carry an 
amorphic melody line. 
The reeds returned for a brief, dulcetly 

blown passage behind the trumpet, but 
the sound quickly ebbed to a drone as the 
front line disappeared into the wings. 
Only the pianist and bassist remained 

onstage at that point. Gaddy, up from the 
piano, rang bells, while Clark, posturing 
dramatically, seemed to be locked in a 
struggle to the death with his instrument--
pizzicato. 
Then Gaddy exited and Clark drew his 

bow on the beast for a swift arco attack. 
He built his solo fiercely, if not melodi-
ously, hacking at catgut, fingering stops, 
slashing. . 

Bells rang offstage in a liturgical manner, 
and the curtains closed on the bassist while 
he worked on. 
Sound effects came from behind the 

curtain to begin Jarman's Noncognitive 
Aspects of the City—curious knocking, 
whistling effects, and birdlike sounds from 
Jarman's flute. 

Jarman and Clarke rushed from the cur-
tains reading poetry in counterpoint and 
ringing bells. The curtains parted to reveal 
a psychedelic setting: variously hued lights 
flashed, junk was piled like Rauschenburg 
sculpture, clothes were strewn everywhere, 
giant pop-poster canvases of Ku Klux 
Klansmen and Alabama sheriffs hung high 
at stage rear.... 

Stage lights went on. A couple strolled 
onstage, drinking from paper cups, and 
the music came laced with phonic imagery. 

Lights flashed on and off. There was a 
murder, and the body, fallen amid the junk 
on the floor, was hauled away. 
Anderson came to center stage and be-

gan a blues line. There were angry shouts 
from the rear of the auditorium by some 
of the musicians. Jarman walked onstage 
and picked up his horn to join the foray. 
Barker glided from meter to meter, waltz-
ing and grinding straight ahead. Anderson's 
hunched form was silhouetted against the 
flashing lights, as he blew a rusty-edged 
blues line. 

The ceiling lights went on once again, 
and Jarman, borne on the shoulders of 
two men, was carried across the stage. (The 
bearded altoist's rigid form—face up, open-
mouthed, head dangling, with ersatz blood 
smeared on his T-shirt front—highly re-
sembled the assassinated form of Malcolm 
X as he was carried away from his last 
speech.) 
Anderson blew rapidly then, as all the 

lights went out. Then the lights flashed, 
and the whole group wriggled in angry 
ensemble solos. Gaddy played the piano's 
strings. 

Jarman, offstage, read a poem through 
a megaphone, but the words were squeezed 
out of audibility. Behind his voice was a 

Joseph Jarman 
Total theater in jazz 

heavily blues-laden membrane of sound. 
Next, Jarman and Clark emerged from 

sidestage in trenchcoats, while Brimfield, 
Anderson, and the rest of the rhythm 
section continued the dirge from the stage. 

The two musicians out front distributed 
leaflets to each member of the audience, 
small pink sheets with one word printed 
on them: "HATE." 
The ceiling lights died once more, and 

the entire auditorium was lit only by the 
flashing colored bulbs onstage, which re-
vealed the group in silhouette, blowing in 
relaxed ensemble. 
The ceiling lights began to go on and 

off, and there was some confusion onstage, 
which created the not all-together success-
ful diversion necessary to pull off the next 
incident. 

Jarman and Gaddy had moved to a bal-
conylike runway high above the rear of the 
auditorium, and there, against a swelling 
rubato theme played by the remainder of 
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the group onstage and wild shouts of 
"bravo," they began to drop buckets of 
confetti on the heads of the audience be-
neath them. 
The presentation was an ambitious one 

(in the spirit of total theater), seldom if 
ever tried with a jazz base (though the 
idea may owe something to John Cage), 
and for that it merits distinction as adven-
turous and imaginative. It was also notable 
for its implied social commentary: there is 
too much hate (Cicero, Ill., 1966), too 
much killing (Vietnam, 1967), too much 
suffering (any big-city ghetto, U.S.A., any-
time). But art is more than reportage. It 
is artistically more difficult and braver to 
reflect beauty (not cuteness) than only the 
ugly scene that some of us have to exist 
in. The call here is for a balance between 
the two—reality has both. 

These are young musicians, dealing with 
a young music form. As such they should 
be classified as experimenters. For this 
reason, I feel that an evaluation of their 
work should be geared to examining their 
creativity and its directions, more than the 
degree to which they have perfected tech-
niques. 
At this point, for purposes of technique, 

they would benefit from playing with jazz-
men from various periods and in various 
contexts, in night clubs as well as concert 
halls, with boppers as well as free players. 

Jackson Pollack once painted murals like 
Diego Rivera, as Coltrane once blew like 
Dexter Gordon—it made both of them 
stronger. — Bill Quinn 

Spirituals to Swing-1967 
Carnegie Hall, New York City 

Personnel: Count Basie Orchestra (Al Aarons, Sonny 
Cohn, Harry Edison, Gene Goe, trumpets; Richard 
Boone, Harlan Floyd, Grover Mitchell, Bill Hughes, 
trombones; Marshall Royal, Bobby Plater, Eric Dixon, 
Billy Mitchell, Charlie Fowlkes, reeds; Basie, piano; 
Freddie Greene, guitar; Norman Keenan, bass; Jimmy 
Duncan, drums). George Benson Quartet (Ronnie Cuber, 
baritone saxophone; Lonnie Smith, organ; Benson, 
guitar; Marion Booker, drums). John Handy Ensemble 
(Handy, alto saxophone, saxella; Michel Sampson, vio. 
lin; Calo Scott, cello; Sonny Greenwich, guitar; Don 
Thompson, bass; Terry Clarke, drums). Cafe Society 
All-Stars (Buck Clayton; Edmond Hall, clarinet; Buddy 
Tate, tenor saxophone; Ray Bryant, piano; Milt Hinton, 
bass; Jo Jones, drums). Pete Johnson, piano. Marion 
Williams, Willie Mae (Big Mama) Thornton, Joe Turner, 
vocals. 

John Hammond's 1938 and 1939 Spirit-
uals to Swing concerts were milestones in 
the history of jazz on the concert stage 
and served to introduce to a wider audi-
ence (and subsequent national attention) 
a number of important jazz, blues, and 
Gospel talent. In addition, the concerts 
pinpointed the then negelected roots of jazz 
in the folk art of the American Negro. 
The 1967 edition will probably not be as 

significant, in part because the roots of the 
art are more widely recognized today, and 
in part because, inevitably, the concert be-
came an occasion for nostalgia. 

But nostalgia was part of the charm, 
and this was a thoroughly enjoyable occa-
sion, a happy, swinging event that left both 
audience and performers with a feeling of 
elation. And the old Hammond touch for 
talent-spotting was still there, balancing 
nostalgia with discovery. 

After emcee Goddard Lieberson's intro-
ductory remarks, Benson's group opened 
a cooking set with a fast version of Jay 
McShann and Charlie Parker's The Jump-
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ing Blues, which set the tone for the eve-
ning. 
For it was blues, blues, and more blues 

(mostly in C) that night—a demonstration 
of the infinite variability and permanent 
validity of this bedrock of jazz. 

Benson's set—two blues and The Sha-
dow of Your Smile—was propelled by the 
excellent, supple drumming of Booker. Or-
ganist Smith was fleet of finger and foot, 
with engaging touches of humor, musicial 
and visual; Cuber, when he did arrive, un-
corked a booting solo, and the leader 
played with authority and invention, 
though the comparisons to Charlie Chris-
tian being made by some critics seemed 
ill-promoted. 

Edison, Clayton, Tate, Basie and band: A touch of the old looseness Hall, 

Gospel singer Williams. who followed, 
was backed by drummer Jones, bassist 
Hinton, and her own pianist, Marion 
Franklin. She sang Didn't It Rain?, No-
body Knows the Trouble I've Seen, How 
I Got Over, and There'll Be Peaks in the 
Valley. 
The performance was marred by overly 

coy vocal tricks and mannerisms. Show-
manship is part of the Gospel music tra-
dition, and it can be hugely enjoyable and 
convincing, but here there was too much 
sentimentality and flamboyance. 

In contrast, Miss Thornton, next to last 
on the program, was completely herself 
and completely convincing. A blues shouter 
with a voice that makes microphones su-
perfluous, her art is in the great tradition. 

Confident, strong, and very much at 
home on the stage, she sang with exhilarat-
ing vitality and directness. She was the 
real thing. 

Miss Thornton customarily works with 
blues musicians, but here was backed ably 
by the Cafe Society All-Stars, the work-
horse group of the evening. Their own 
set, which followed Miss Williams', con-
sisted of just one number, Swingin' the 
Blues, with Basie as guest pianist. It was 
at a perfect tempo and had wonderful in-
terplay between Basie and Jones, fiery 
Hall, gutty Tate, and five clarion choruses 
by Clayton, whose chops, taste, and con-
ception were among the joys of the con-
cert. 

Bryant replaced Basie as the group 
backed the strong-voiced Turner in a 
jumping I'm Going Away to Wear You 

off My Mind (a slow blues with both new 
and familiar verses) and Hide and Go 
Seek. Bryant's idiomatic piano and Clay-
ton's lovely muted backing particularly en-
hanced the singing; the rhythm was solid 
as a rock, and there was room for good 
solos by all hands. 

Then, for the concert's most moving 
moment, Lieberson escorted Pete Johnson 
on stage and introduced him as one of the 
participants in the original Spirituals to 
Swing and the greatest boogie-woogie pian-
ist. Ill for some years, Johnson has lost his 
former girth, and his neat dark suit seemed 
sizes too big. His old buddy, Turner, took 
him by the hand, and for a moment the 
two middle-aged men looked touchingly 

like little boys. 
Turner dedicated Roll 'Em, Pete to his 

old friend, as Lieberson and Johnson were 
about to leave the stage. Instead, they 
stopped, and the pianist seated himself next 
to Bryant at the piano and began to play 
the treble part of his old showpiece, Bry-
ant handling the bass. Johnson was a bit 
shaky but game, gaining in confidence as 
the number built in intensity. The climax, 
once again, was provided by Clayton's 
ringing solo and ensemble lead. 

Handy, the saxophonist and composer 
who broke it up at the Monterey Jazz Fes-
tival for two years in succession, had ar-
rived in New York with a new guitarist, 
his regular bassist and drummer, and mi-
nus a fifth voice in the group. For the 
concert, violinist Sampson and cellist Scott 
were added, and though there hadn't been 
much rehearsal, the ensemble functioned 

Turner dedicated Roll 'Em, Pete to his 
Two numbers, neither of them long, did 

not provide much time for the group to 
prove itself. However, Handy himself 
scored strongly with superbly played solo 
and ensemble alto saxophone passages on 
The Lady Nancy, a new piece that gen-
erates a feeling similar to Spanish Lady. 
His playing at times had a cantonal quali-
ty, and is graced with astonishing range 
and a clear, beautiful tone. 
Handy also played the saxella, an an-

tique saxophone with range similar to the 
soprano and a somewhat veiled sound that 
didn't project well in the hall. 

Most of the other solos were by guitarist 

Greenwich, a real find, and cellist Scott, 
a unique player who has been under wraps 
too long. Samson's solo was inaudible to 
this listener. But it looked good. 

Miss Thornton did six numbers, which, 
though the audience was with her all the 
way, proved a bit too much in terms of 
the program as a whole; the Basie band's 
set had to be cut short. Miss Thornton 
played excellent blues harmonica on 
Mother-in-law and vocally was at her best 
on her own Sweet Little Angel. 

Basie opened with Nat Pierce's arrange-
ment of Squeeze Me, with a delicate un-
accompanied verse by the pianist, a classy 
chorus section-saxophone reminiscent of 
Benny Carter's writing style, and a superb 

ride-out and coda by trumpeter Edison, 
who is back home and seems to enjoy it. 
A blues was next, featuring trombonist 

Boone's humorous wordless vocalizing. 
Comparisons with Clark Terry's "mum-
bling" style are perhaps inevitable, but 
Boone has his own thing, sly and engaging, 
with touches of broad comedy in his choice 
of near-words. 
The band's standard flag-waver, Jumping 

at the Woodside, with tenorist Mitchell in 
fine form and new drummer Duncan im-
pressive, brought Basic's set to an abrupt 
end, but the band remained on stage to be 
joined by Turner, Clayton, Tate, and Hall 
for a final blues. 

Jones took over at drums; Edison joined 
his old sectionmate, Clayton, front and 
center; and Basie switched from piano to 
organ. Choruses by Turner alternated with 
spots for the soloists, with groovy backing 
from Basie (whose footwork was some-
thing to see) and the band, which achieved 
more than a touch of its old looseness with 
Jones on hand. 
A highlight was Hall's long solo, his best 

of the night, while Edison and Clayton 
scored again, and Tate brought proceedings 
to a rocking conclusion. 

Lieberson did an excellent job as emcee, 
and George Wein, the volunteer stage man-
ager, ran the show smoothly. But the night 
belonged to Hammond, whose enthusiasm 
for and devotion to the cause he has done 
so much to further is as boundless today 
as it was almost 30 years ago. 

—Dan Morgenstern 
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Records are reviewed by Don De-
Micheal, Gilbert M. Erskine, Kenny 
Dorham, Barbara Gardner, Erwin Hel-
fer, Bill Mathieu, Madan McPartland, 
Dan Morgenstern, Don Nelsen, Harvey 
Pekar, William Russo, Harvey Siders, 
Pete Welding, John S. Wilson, 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 
Duke lining t 
THE POPULAR DUKE ELLINGTON—RCA 

Victor 3576: Take the A Train; I Got It Bad, 
and That Ain't Good; Perdido; Mood Indigo; 
Black and Tan Fantasy; The Twitch; Solitude; 
Do Nothin till You Hear from Me; The Mooche; 
Sophisticated Lady; Creole Love Song. 

Personnel: William (Cat) Anderson, Mercer 
Ellington, Cootie Williams or Bud Brisbois, 
Herbie Jones, trumpets; Lawrence Brown, Chuck 
Connors, Buster Cooper, trombones; Russell Pro-
cope, Paul Gonsalves, Johnny Hodges, Jimmy 
Hamilton, Harry Carney, reeds; Ellington, piano; 
John Lamb, bass; Sam Woodyard, drums. 

Rating:* * * * * 

DUKE ELLINGTON'S GREATEST HITS— 
Reprise 6234: Don't Get around Much Anymore; 
Do Nothin' till You Hear from Me; Black and 
Tan Fantasy; Creole Love Call; The Mooche; 
Things Ain't What They Used to Be; Pyramid; 
The Blues (from Black Brown, ei Beige); Echoes 
of Harlem; Satin Doll. 

Personnel: probably as above except Ray 
Nance, cornet, and Milt Grayson, vocals, added; 
Roy Burrowes and Ernie Shepard in place of 
Mercer Ellington and Lamb, respectively; Brisbois 
out. 

Rating: ** * I/2 

The RCA Victor album is superb El-
lington. This despite the familiarity of the 
material and the heard-before quality of 
some of the solos. Such things just do not 
matter when the Ellington band is in the 
fettle it is on this record made not in 1928, 
1932, or 1940 but last year. 
A large measure of the album's success 

results from some of the finest Cootie 
Williams on record—certainly the best 
since the '40s. Williams dominates in this 
set as he did so often during his first stay 
with the band ( 1929-40). His plunger 
solos, particularly on this superb version of 
Black and Tan, will tear the listener's heart 
out—at least it does mine. There just is 
nobody playing with Williams' poignancy 
these days. And he solos more on this 
album than he has on any other Ellington 
album released since the trumpeter re-
joined the band in 1962. He is heard in 
declamatory statements on Train, Indigo, 
Twitch, Mooche, and Creole. All are 
plunger-muted except Train; each is a gem 
—no waste (he plays slower now), no 
phoniness, just beautifully jagged construc-
tions of deep, deep melancholy bordering 
on rage encased in a dark, almost ominous 
tone. 

There's some moving Brown plunger 

work on the record, too, as well as flowing 
Hodges, meaty-toned Procope clarinet, de-
lightfully Rex Stewartish trumpet by An-
derson, oozing Gonsalves tenor, and a few 
fine touches from Hamilton's lithe clarinet. 
Then there is the leader's piano, strong, 
direct, surprising at times in its twists and 
turns, always ready with the right chord at 
the right place in backing soloists, always 
intriguing as a solo instrument. 
Equal to the excellence of the individuals 

is the collective voice created by the leader 
of that ever-to-be-marveled-at instrument, 
the Ellington orchestra. Particular points 
of ensemble beauty come in the a cappella 
brass choir on Mooche with Gonsalves 
murmuring around its edges, tutti pas-
sages that seem to hang in the air on 
Indigo and Lady (an old Ellington trick 
used most notably in an exquisite 16-bar 
passage of Warm Valley in 1940), and, of 
course, those delicious mysterioso voicings 
of small groups of instruments on the 
traditional Black and Tan, Creole, and 
Mooche. Carney deserves special praise 
for his strong ensemble work, as does bass-
ist Lamb, an impeccable rhythmic stalwart. 
The only serious drawback to the album 

Cootie Williams 

Deep melancholy bordering on rage 

is Do Nothin'. Why Ellington insists on 
having trombonist Brown turn the last 
eight bars of the tune into some sort of 
bawdy-house roistering escapes me. It cer-
tainly is not a natural characteristic of 
Brown's work, and the passage's humorous 
quality was lost long ago ( it's always 
played the same way). Why doesn't Elling-
ton reassign the tune to Williams? When it 
was Concerto for Cootie it was outstand-
ing art; now it is shoddy put-on. 
The Reprise album was recorded at 

European concerts about four years ago, 
not long after Williams came back. It is 
a good record but does not compare to 
the Victor issue. There are some fine solos 
by Hodges, Carney (very strong on Pyra-
mid), and Nance (I think it is he, not 
Williams as stated in the liner notes, who 
plays the touching plunger solo on the 
album's Black and Tan). Grayson sings Do 
Nothin' (Brown's clown act is sandwiched 
between vocal passages) and The Blues; 
he is like a composite of Herb Jeffries, Al 
Hibbler, and Billy Eckstine. 
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The album does have one superb track, 
however—Harlem. Williams plays his old 
feature as if it were the last time he 
would play on this earth. The misery and 
weight of God-knows-how-many one-night-
ers, the sadness and anger that must lie 
deep within Williams—all are brought to 
the solo. It is a moving experience, one 
not easily forgotten. Cootie Williams is a 
great jazz musician. —DeMicheal 

Claire Austin 
AND THE GREAT EXCELSIOR JAZZ BAND 

—GHB 22: Doctor Jazz; 2:19 Blues; Melancholy; 
Yonder Come Dem Blues; Milneberg Joys: Stand-
in' in the Need of Prayer; Daddy Do; The 
Monster; Angry; Martha. 

Personnel: Bob Jackson, cornet; Bob McAl-
lister, trombone; Dick Adams, clarinet; Ray 
Skjelberd, piano; William R. Lovy, guitar; Mike 
Duffy, bass; Howard Gilbert, drums; Miss Austin, 
vocals. 

Rating: * ** 

One can approach Miss Austin's singing 
with all the good will in the world, and 
one can appreciate that she is earnest and 
sincere, but it still ends up that she isn't 
making it in these songs. Sometimes she 
tries so hard—as in Melancholy—that you 
think she'll burst (and she does manage 
to build a brief head of steam), but she 
has neither the vocal equipment nor the 
ability to project what the broad, lusty 
style she is attempting requires. 

It's too bad that she has all this trouble 
because the Great Excelsior Jazz Band, 
which spends most of the disc playing be-
hind her, has precisely the loose, exuberant 
attack that she reaches for unsuccessfully. 
The band breaks through briefly on most 
of her songs and also has three numbers 
to itself—Milneberg, Monster, and Martha 
—and these are where it shows its mettle. 

It's a gutsy, unhurried band, highlighted 
by the distinctively dark-toned cornet of 
Jackson and the arrogant punching of Mc-
Allister on trombone. Skjelberd, the leader, 
shows a pleasantly bluesy piano on his 
orginal, Monster, a moody, broody piece, 
and Adams plays a suitably fluid clarinet. 
But it is the team of Jackson and McAl-
lister that makes these pieces come to vivid 
life. — Wilson 

Paul Bley 
CLOSER—ESP-Disk 1021: Ida; Start; Closer; 

Sideways in Mexico; Batterie; And Now the 
Queen; Fig foot; Crossroads; Violin; Cartoon. 

Personnel: Bley, piano; Steve Swallow, bass; 
Barry Altshol, percussion. 

Rating: see below 

Bley's music always has seemed warm 
and open. It is true that the music is con-
voluted, that its struggling seems turned in 
on itself. Nevertheless, at each moment, 
before each final turning, the music ges-
tures outward to us. 
Though I have reservations about Closer, 

they don't have to do with the spirit of 
the music. If there is a critical comment, 
it is that the willing spirit has not tran-
scended the weak flesh. By weak flesh I 
mean: Self, everybody's Self—in this case, 
Paul Bley's. We are somehow not drawn 
upward by his struggling. We are, rather, 
witness to the event. 

It is difficult to say how this is musically 
audible, because the evidence is often in 
the feeling, not the architecture. But gen-
erally the playing is fragmented. The ideas 
rush along in fitful starts with impatient 
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silences in between. One does not sense 
flow in these silences. If there were some 
inner force to sustain the silences, some 
continuity of being to integrate them, 
perhaps there would be an uplifting flow. 
But if such a power is within him, he does 
not project it here. 

In a previous recording, Barrage (ESP-
Disk 1008) this power was present, but 
its expression was random and chaotic. 
Exclamatory randomness, however, is 
closer to my esthetic than fitful silence. 

It is clear to me why Bley has deliber-
ately and courageously forced the issue in 
Closer. The issue is: random barrage can-
not express the subtlety of his emotional 
life. To that extent, these 10 cameos are 
closer to his truth. 

But critical understanding is not listen-
ing enjoyment. 
For example, one understands that Ida 

is a reinvestigation of tradition, that its 
single, wide curve over diatonic triads and 
a rhythmic ostinato are like an homage to 
one's beginnings. But that doesn't keep it 
from being dull. 
One understands the difficulty of playing 

fast lines in octaves, and the pianistic force 
that can accrue from them. But here they 
keep the music from going on. 
One indication of trouble: the music 

hovers like an uncertain cloud over the 
key of C (on the G side). Were this com-
pletely chosen, there would be no cause 
for comment. But I sense that Bley does 
not have full choice, that he is not free 
from tonal reference (in this case, easy-
key reference) even when he wants to be. 

Another troublesome aspect: the engi-

neer recorded the group like a cocktail 
trio. I doubt if this was Bley's doing. 
Swallow and Altshol play with consider-
able compassion and skill, but their pres-
ence is partly negated in the control room. 

Start indicates that Bley is conscientious 
about the variety of touches at his com-
mand. 

Violin is a gratifying miniature compo-
sition; Cartoon seems the best thought out. 
And in Crossroads something happens 

that made my heart leap. At the beginning 
there is an intriguing and complex con-
trapuntal figure, strongly and securely 
played. Then it repeats. Then at the end 
it comes twice again just the same, beauti-
fully played. It was evidently learned by 
practice. It indicates the level of music 
possible from Paul Bley. 
We sometimes have to travel a long 

way around to cover a short distance. 
Closer, farther, who is to say? Judgments 
aren't called for this time. The rating is: 
stars. — Mathieu 

Jaki Byard 
FREEDOM TOGETHER—Prestige 7463: Free-

dom Together; Getting to Know You; Ode to 
Prez; Nocturne for Contrabass; Just You, Just 
Me; Night Leaves; Young at Heart. 

Personnel: Byard, tenor saxophone, piano, elec-
tric piano, celeste, vibraharp, drums; Richard 
Davis, bass, cello; Alan Dawson, drums, vibra. 
harp, tympani; Jr. Parker, vocals, lagerphone. 

Rating: * ** * 

Inherent in the title of this album is 
the key not only to the direction of the 
music but also to Byard's musical philoso-
phy. And it is a sound one: the "group 
therapy" of free-form jazz is solidly rooted 

in traditional harmonies and rhythm. As 
expressed in the title track, a group of 
jazzmen can improvise in free style only 
if a distinct musical denominator is com-
mon to all. Otherwise, they're not blowing 
"freedom," they're merely spreading mu-
sical anarchy. 
The title track is a most eloquent refuta-

tion of the avant-garde illiterates, while 
being an object lesson in how to attain the 
highest form of personal musical freedom. 
No introduction—the group cooks at once. 
Then, after the opening chorus, each goes 
his merry way—not making noise, not 
preaching anger, nevertheless purging him-
self of whatever mood he feels at the mo-
ment. Davis walks the group right down 
the mainstream of hard-swinging, straight-
ahead combo jazz on blues changes. 

Byard switches from electric piano to 
conventional piano, then to celeste—and, 
even later, to tenor saxophone. 
The mood alternates between straight-

ahead and detour, but at no time are blues 
changes or the basic 4/4 discarded. They 
are extended, metamorphosed, and put 
through their paces with skill and humor. 
For 1134 minutes, improvisation is elevated 
to a high cerebral degree. For that same 
length of time, all the emotional impact 
of good swing is right where it ought to 
be—at ear level. 
The other tracks don't quite come up to 

this one in terms of musical satisfaction, 
but that does not minimize the level of 
expertise. The most outstanding player in 
the album is Davis. His pizzicato is boom-
ing; his bowing is phenomenal; his intona-
tion is flawless. 

Still the greatest-
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Dawson drives the trio with his usual 
finesse and his usual concern for what the 
others are saying. He always seems to be 
there with a comment when a soloist leaves 
enough room. On Prez Dawson seemed to 
be having a real ball with a battery of 
pitched kettle drums at his disposal. 
The only weak thing is Parker's singing, 

though the trouble is not entirely his fault. 
His two contributions hardly show him at 
his best. Getting to Know You is taken at 
a funereal pace—so slow, in fact, that he 
is unable to sustain his final note long 
enough for a smooth instrumental resolu-
tion. Night Leaves—an excerpt from a 
Byard opera—calls for the phrasing of a 
trained operatic baritone. 
The latter work underscores another fail-

ing of the album: Byard has so many gifts, 
and they branch off in so many directions, 
that one album simply can't hold him. 
What we end up with here is a musical 
mosaic built by one personality in which 
all the pieces are not always compatible. 
His tenor playing is fine, and it comes out 
like a salute to Lester Young; his solo 
piano track—Young at Heart—contains 
another tribute: the stride school of Fats 
Waller. 
As for Leaves and Nocturne these are 

fragments from larger works (the latter 
from a concerto for bass) that suffer from 
pretentiousness when excerpted. 

Put them all together with his freedom 
bag, and one has a crazy quilt of talent 
that covers a multitude of sounds. — Siders 

Bob Dorough 
JUST ABOUT EVERYTHING—Focus 336: 

Don't Think Twice; Baltimore Oriole; I've Got 
Just about Everything; The Message; The Crawdad 
Song; Better Than Anything; But for Now; 'Tis 
Autumn; Baby, You Should Know It; Lazy After-
noon. 

Personnel: Dorough, piano, vocals; Al Shack. 
man, guitar; Ben Tucker, bass; Percy Brice, 
drums. 

Rating: **** 1/2  

In these days of the mimic, everybody 
wanting to "belong" to some bag or other, 
in these days when people search more 
desperately than ever for identity, it is 
hard for an artist to win with an original 
style. All the odds are against him. He 
will annoy people because they cannot 
pigeonhole his talents—it leaves them just 
a little off-balance. 
Dorough is, in actuality, all by himself. 

He bears some superficial resemblance to 
Mose Allison, some to Dave Van Ronk— 
the country-blues bag. But his conception 
of other people's songs, and those he writes 
—the title song, for example—have a 
unique sophistication: the big city super-
imposed on the farm. 
The clearest thing that comes through, 

however, is the bright sense of humor. He 
is singing to entertain us, and he enjoys 
doing it. If only people will listen. But 
Dorough is, as Mort Fega writes in the 
liner notes, "one of the best-kept secrets 
in the music business." 

I'm happy to say, however, that his 
talents are at least appreciated by Madison 
Ave., if not by jazz fans or a&r men. He 
has put the "Carling Philosophy" to music 
for a series of television commercials, 
soon to appear. It will liven up your view-
ing, just as this record will liven up your 
listening. — Zwerin 

Jonah Jones 
SWEET WITH A BEAT— Decca 4800: Strangers 

in the Night; Sweet Georgia Brown; That's How 
Young I Feel; Begin the Beguine; In the Shade 
of the Old Apple Tree; Limebouse Blues; Green 
Grass; If I Had You; Everywhere You Go; Theme 
from "Maya"; Birth of the Blues; Squeeze Me. 

Personnel: Joncs, trumpet, vocals; Dave Martin 
or Andre Persiany, piano; John Brown, bass; Jim-
mie Crawford or Danny Farrar, drums. 

Rating: ** 1/2  

Jones has been a commercial success 
being trite, since there is something about 
sugared melodies played over shuffle 
rhythm that many lovers of popular music 
can't resist. 

Outside of the physical effort involved 
in playing the fortissimo high-register pas-
sages, this should be easy work for Jones. 
There evidently is little thought in his 
cliche-ridden solos, and were it not for the 
warmth of Squeeze Me and the Louis 
Armstrong ring in his playing on Lime-
house and Sweet Georgia, the album would 
get no stars at all. 

Pianist Martin and drummer Crawford 
make Everywhere interesting. 

Jones should talk someone into produc-
ing an album that pairs him with some of 
his comrades from the swing days (trom-
bonist Benny Morton and tenor saxophon-
ist Buddy Tate, for example), anything 
that will jar him out of the triteness of his 
recent albums. — Erskine 

Houston Person 
UNDERGROUND SOUL—Prestige 7491: What 

the World Needs Now Is Love; Underground 
Soul; The Pimp; Tears; Aleilula; Ballin'; If You 
Could See Me Now; Strike Up the Band. 

Personnel: Mark Levine. trombone; Person, 
tenor saxophone; Charles Boston, organ; Frank 
Jones, drums. 

Rating: *** 1/2 

Person's approach has the freshness of 
an art nouveau antique. It is the big, 
round, wailing tenor sound that was highly 
popular among many of the instrument's 
better exponents 15 years ago—and there's 
little moss growing on its back yet. 

This is Person's recording debut as a 
leader, though he's worked for the last 
three years with organist Johnny ( Ham-
mond) Smith. With these tracks he seems 
ready to step out on his own. 
World is a light-hearted 3/4 tune with 

Person's tenor rendering a consistently fat 
inflection. 

Person's Pimp is in a walking (swagger-
ing) groove that comes off as a fairly 
phrased image of the title's stereotype. 

Levine's Tears features some adequately 
blended ensemble color and is a good set-
ting for the horizontally disposed horn 
men. Aleilula is an up-tempo bossa nova 
with an eight-bar meter suspension in the 
bridge. Bailin', the other Person composi-
tion on this album, is from the huffy-puffy 
school of funk, finger-snapping but unin-
spiring. 

See Me Now again emphasizes Person's 
talent for tonality. He works up some 
rather bright changes on the Tadd Dame-
ron ballad. 

After an eight-bar Jones sound-off, eight 
bars of Person's tenor intro, eight bars of 
driving by the entire quartet, the leader 
works hotly around a series of punctuated 
rhythm breaks in Strike. More driving, 
with the trombone and tenor remaining flu-
ently with the pace, and the track moves 
to a military-drum fade-out. 
One may always hope for something 

extraordinary from each new performer or 
group that emerges, but it is occasionally 
gratifying just to find a man or group that 
simply has a good grasp on music and the 
integrity and wit to put over tunes without 
gimmickry. These Person has. — Quinn 

Bud Powell 
THE JAZZ LEGACY OF BUD POWELL— 

VSP 34: Tempus Fugue-It; Buttercup; 'Round 
Midnight; Woody'n You; Crazy Rhythm; Fantasy 
in Blue; Parisian Thoroughfare; I'll Keep Loving 
You; Mediocre; Be Bop. 

Personnel: Powell, piano, all tracks. Track 1 
—Ray Brown, bass; Max Roach, drums. Tracks 
2, 5, 6—George Duvivier, bass; Art Taylor, drums. 
Track 3—Percy Heath, bass; Roach. Tracks 4, 
10—Brown; Osie Johnson, drums. Track 9— 
Heath; Kenny Clarke, drums. 

Rating : * ** * 1/2  

It is unfortunate but also inevitable that 
an artist's death puts his life's work in a 
new perspective. The fact that a voice has 
been stilled puts a different weight on each 
of its statements, which now add up to a 
finite entity. 

It was Powell's fate that his work, while 
he was still among the living, was per-
sistently viewed in fragments. His episodes 
of personality disturbance and bad health 
were seen as setbacks in his development; 
his early work was praised out of all pro-
portion to his later output, which was al-
ways compared with that presumed ideal 
period. 

True, Powell suffered a physical decline; 
true, he was sometimes un poco loco, or 
simply not quite there, at the keyboard. 
But he had the master's touch, and that he 
retained to the end. If only in flashes, that 
fantastic conception, that brilliant musical 
mind shone through. And even when his 
hands moved only sluggishly and without 
clear guidance, what hands they were. . . . 
Powell was and remained a pianist. 
The sad, bitter life, now over, always 

made us listen to later Powell with the 
thought, quite unfair, of what might have 
been. Now that there will be no more, 
what is has been freed of that sad hope. It 
is now all there ever will be, and so, dis-
coveries will be made. 
The chief of these will be that Powell's 

ability to create great music was not con-
fined to those "good" years. In the '50s 
and '60s, there was inconsistency, certain-
ly, and sometimes worse, but there were 
also always masterpieces—some of an order 
of inspiration more measured and deep 
than those brilliant youthful outbursts. 

There is a masterpiece on this reissue 
album, which, with material from the years 
1949, 1951, and 1954-56, would once au-
tomatically have been considered "lesser" 
Powell (excepting 1949). That one piece, 
unfamiliar even to some Powell experts, is 
alone worth the album's price. It is an orig-
inal, Mediocre, and it reveals clearly that 
Powell was the only other pianist who fully 
understood Thelonious Monk's world of 
sounds and rhythm and was at home in it, 
or rather, made himself at home. 

That few of the other pieces here suffer 
by comparison speaks well for Powell (and 
for the album). There are such delights as 
Buttercup, a charming tune exposed with 
gentle block chords. (How many sides 
had Bud!) There is a solo of one of his 
finest own songs, /I/ Keep Loving You, and 
a solo of another Powell classic, Parisian— 
it paints the picture to perfection. 
Fugue-It (not a solo, as stated on the 
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liner, but a trio performance with Brown 
and Roach) is way up and darkly exciting, 
while the later Fantasy also has Monkish 
hues. Every track is worth attention. 
The rhythm men all came to play. Most 

attuned to Powell of the drummers is 
Roach, of the bassists Duvivier. But Heath 
and Clarke are perfect on Mediocre, and 
Taylor, Johnson, and Brown are all ad-
mirable. 
We must be greatful that so much Powell 

remains to be discovered; this album is a 
fine open Sesame. Bud lives! 

—Morgenstern 

Roswell Rudd 
EVERYWHERE—Impulse 9126: Everywhere; 

Yankee No-bow; Respects; Satan's Dance. 
Personnel: Rudd, trombone; Giuseppi Logan, 

flute, bass clarinet; Robin Kenyatta, alto saxo-
phone; Lewis Worrell and Charles Haden, basses; 
Beaver Harris, drums. 

Rating :* *** * 

This music is at once very advanced and 
very good. Rudd has led a recording that 
is straight ahead and full of authority. 
Several qualities help to distinguish the 
music as Rudd's. 

First, Rudd is a direct link with pre-bop 
music, and his influences were the great 
pre-bop trombonists, especially Tricky Sam 
Nanton and Bill Harris. It isn't surprising 
that the most solid connection between the 
new jazz and the traditional has been made 
by a trombonist. The instrument was es-
sential to the older music but less crucial 
in bop. Rudd's concept returns to the old 
melodic economy and the complete com-
mitment to counterpoint. In this album, 
the ensemble is the point of focus, and the 
ensemble has the balance of, say, a good 
Georg Brunis band. 

Second, the music is a unique series of 
theatrical gestures. Not that there is refer-
ence to the legitimate theater—we are the 
theater. And it seems to me that some 
sense of the theatricality of our lives must 
be shared by the listener in order to appre-
ciate Rudd's ideas fully. Like Archie 
Shepp's longer pieces, fragments of extra-
musical reference are worked into a musi-
cal montage. Rudd's satiric framework 
seems to cover an even wider range of 
thought than Shepp's but without the social 
preachment. 
Rudd writes in the liner notes, "The 

idea for this album, i.e., what players and 
what compositions to use, came to me 
while in San Francisco in Archie Shepp's 
band in February of 1966. I like the title 
Everywhere, Bill Harris' title. It reminds 
me that music is everywhere. . . . I've al-
ways been attracted by group chemistry in 
music. In his album we use the full 
strength of the band nearly all the time, 
and we lean very heavily on group im-
provisation. The solos are a shift of em-
phasis from one individual to another 
within the context of the group." 
The best example of this is in Yankee, 

where the chaotic balance between soloists 
and ensemble has its own life within the 
piece. 
During the plateau of Satan's, Slam 

Stewart, Tricky Sam, steam whistles, yelps, 
and cries all seem to be wailing at once. 
The end has repeated scream chords con-
nected by appropriate instrumental com-
mentary. Of all the versions of this piece 
I've heard, this one does most justice to 

the vision of the composer (Logan). 
In a way, the less said about this music, 

the better. The best I can do is indicate 
how central it is. I can't think of a thing 
more in the center of U.S. life than this 
record. Do not be put off by the paradox 
that the mass mind is not conscious of its 
own center. 

All is not perfect, though. I don't feel 
that Respects flows like the others flow, 
and the modal, 6/8 faded ending is a 
drag. There are sometimes stylistic clashes 
between the players. The exotic sound of 
Logan's flute, the Birdish tendencies of 
Kenyatta as against the resplendent Bronx 
cheers of Rudd sometimes meld, sometimes 
do not. 

It is interesting to note, however, that 
the four tracks are all first takes. Therein 
lies a straight-on commitment. 
The rhythm section is always good, the 

bass players providing essentially a texture 
(or "harmonic ground," as it is now 
called). According to Rudd, Harris is "one 
of the flowingest drummers ever," and I 
agree. 

Everything flows here, in fact. We are 
beginning to understand that to be in touch 
with the endless flow of all things is the 
essence of joy. In this regard I'd like to 
repeat a remark once made by Rudd. When 
asked, "Do you take pleasure in playing?" 
he replied, "It's not a question of taking 
pleasure when I play, because playing con-
stantly puts me in a state of joy." 

—Mathieu 

Jimmy Smith 
PETER AND THE WOLF—Verve 8652: The 

Bird; The Duck; The Cat; The Grandfather; The 
Wolf; The Hunter; Peter; Duck Theme; Jimmy 
and the Duck; Peter's Theme; Meal Time; Elegy 
for a Duck; Cat in a Tree; Capture of the Wolf; 
Finale: Parade; Peter Plays Some Blues. 

Personnel: Joe Newman, Ernie Royal, Richard 
Williams, Snooky Young, trumpets; Dick Hixson, 
Quentin Jackson, Tom McIntosh, Tony Studd, 
Britt Woodman, trombones; Jimmy Buffington, 
Willie Ruff, French horns; Bob Ashton, Danny 
Bank, Jerry Dodgion, Jerome Richardson, Stan 
Webb, Phil Woods, reeds; Smith, organ; Billy 
Butler, Barry Galbraith, guitars; Richard Davis, 
bass; Grady Tate, drums; Bobby Rosengarden, 
Harry Breuer, percussion; Oliver Nelson, ar-
ranger, conductor. 

Rating: *** 

Serge Prokofiev's famous children's piece, 
a charming work, has been "adapted" a 
number of times. Inevitably, the adapta-
tions fall short of the original, and this 
latest venture is no exception. 

In this version, the functional dimen-
sion of the piece ( it serves as an intro-
duction to the instruments of the orches-
tra) has been eliminated. Nelson has also 
dispensed with the narration. He makes 
some use of the original Prokofiev themes 
but has added much new material of his 
own devising. 

Unfortunately, Nelson's music is quite 
banal and sounds just like the routine 
stuff he's been turning out for other Verve 
albums by Smith-90 percent of it is 
simply the blues. It is curious that Smith, 
who is a fine all-round player, is limiting 
himself to blues so much lately—there are 
no challenges to his imagination here. 

Nelson's rescoring of the original music, 
when used, is interesting and well done. 
The studio band plays superbly, but much 
of the time the music is mere padding. The 
record is a disappointment; the rating is 
for craftsmanship. — Morgenstern 
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Various Artists 
THE IMMORTAL JOHNNY DODDS—Mile-

stone 2002: Rampart .Street Blues; Don't Shake 
It No More; Too Sweet for Words; Jackass 
Blues; Frog Tongue Stomp; C. C. Pill Blues; 
Oriental Man; Steal Away; Ob, Daddy; Lone-
some Blues; Long-Distance Blues; Messin' Around 
(No 2). 
Personnel: Tracks 1-3—unknown cornet; Jim-

my O'Bryant, clarinet; Lovie Austin, piano; W. 
E. Burton, drums. Tracks 4, 5—Natty Dominique, 
cornet; Dodds, clarinet; unknown trombone; 
Austin, Burton. Track 6: Dodds; Blind Blake, 
guitar, vocal; ,Jimmy Bertrand, slide whistle. 
Track 7—Dominique; Dodds; Jimmy Blythe, 
piano; Bertrand, drums. Track 8—Dodds; prob-
ably Blythe; Junie Cobb, guitar, vocal. Track 9 
—Dodds; Tiny Parham, piano. Tracks 10, 11— 
unknown cornet; O'Bryant; unknown piano, 
drums; Ida Cox, vocals. Track 12—Freddie Kep-
pard, trumpet; Dodds, clarinet, alto saxophone; 
unknown trombone; Blythe; Jasper Taylor, wash-
board; Trixie Smith, vocal. 

Rating: * ** 

THE IMMORTAL MA RAINEY—Milestone 
2001: Jealous-Hearted Blues; Cell-Bound Blues; 
Army Camp Harmony Blues; Explainin' the 
Blues; Nighttime Blues; 'Fore Day Honory Scat; 
Rough-and-Tumble Blues; Memphis-Bound Blues; 
Slave to the Blues; Bessemer-Bound Blues; Slow-
Driving Moan; Gone-Daddy Blues. 

Personnel : Miss Rainey, vocals, all tracks. 
Track 1—Howard Scott or Elmer Chambers, trum-
pet; Charlie Green, trombone; Buster Bailey, 
clarinet; Fletcher Henderson, piano; Kaiser Mar-
shall, drums. Track 2—Tommy. Ladnier, cornet; 
Jimmy O'Bryant, clarinet; Lowe Austin, piano. 
Tracks 3, 4—unknown five-piece band. Tracks 
5-8—Kid Henderson, cornet; Lucien Brown, clari-
net, alto saxophone; Lil Henderson, piano; 
George Williams, banjo; Happy Bolton, drums. 
Tracks 9, 10—Joe Smith, cornet; Green, trom-
bone; Bailey, clarinet; Fletcher Henderson, piano; 
Charlie Dixon, banjo; Coleman Hawkins, bass 
saxophone; Marshall, drums. Track 11—Kid Ory, 
trombone; Claude Hopkins, piano; unknown 
banjo, tuba, drums. Track 12—add Henry Mason, 
trumpet, to track 11 personnel. 

Rating:** * * 

With this pair of nicely packaged re-
issues from the Paramount catalog, Mile-
stone begins a series of albums scheduled 
to make available many of the jazz and 
blues treasures recorded for this famous 
"race" label in Chicago from 1923 to 1930. 
This is a commendable enterprise. 
But—and this is a big but—the disco-

graphical research and information will 
have to be improved. The Dodds album 
includes no fewer than five tracks on 
which the famous New Orleans clarinetist 
is not present; instead, there is the clari-
net work of Jimmy O'Bryant, who was to 
Dodds what Jerry Wald is to Artie Shaw. 
Nor is the information concerning other 

musicians always accurate. The unknown 
cornetist of the first three selections is 
certainly not, as claimed, Tommy Ladnier; 
nor is the trumpet on the Cox tracks the 
great Joe Smith. And it is not Ladnier on 
Jackass and Frog Tongue. On the Rainey 
album, personnels that have been brought 
to light by research years ago are simply 
listed as unknown. 
To some, this may seem like nit-picking, 

but since reissue albums of this kind are 
aimed at the serious jazz student, the least 
one could ask is consultation of current 
source material. 

Well, on to the music. 
Dodds was a marvelous blues player 

with a warm, strong sound and, Andre 
Hodeir notwithstanding, a conception that 
stands the test of time (compare Dodds' 
fine breaks on Frog Tongue with O'Bry-
ant's clumsy ones on the first three tracks). 
The best track is Oriental, well recorded 

and in a happy groove, a good example of 
the barrelhouse jazz played in Chicago in 
the mid-'20s. Blythe was a strong, two-
fisted pianist, and Bertrand, who was 
Lionel Hampton's first idol, keeps the beat 
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moving. The interplay between Dodds and 
Dominique bears the stamp of New Or-
leans. 

Steal Away, a pretty tune, is performed 
by a trio in a relaxed, unself-conscious 
manner. Dodds duets with pianist Parham 
on Daddy, a big hit of the day, playing 
the melody straight and sometimes phras-
ing like a violin. On C. C. Pill a country-
blues atmosphere is established by Blake, 
a good singer and superb guitarist; Dodds, 
heard only in accompaniment, shows that 
he was at home with this kind of music. 
The legendary horn of Freddie Keppard 

is not heard to good advantage on Messin', 
though his work in the final ensemble 
chorus is characteristic of his blunt, driv-
ing style. 
RCA Victor, which has in its files some 

of the greatest Dodds on wax, is in the best 
position to offer a well-rounded picture 
of his work, and one hopes it will do so. 
Ma Rainey was the first queen of the 

blues. As far as we know, it was she, 
above all others, who accomplished the 
transition from country blues to the classic 
urban style. When she made her first rec-
ords, in 1923, she was 37, older than her 
onetime protege, Bessie Smith, when she 
made her last date 10 years later. 
Compared with Miss Smith, Ma Rainey 

had less natural equipment, though her 
voice, too, was strong and dark. But years 
of singing ( before the days of microphones) 
in tents and theaters had obviously taken 
their toll. 

Nevertheless, she was still a powerful 
and convincing singer, with a deliberate, 
rolling style. Her diction was not as clear 
as Miss Smith's, and on the earlier, acous-
tic recordings, one has to listen closely to 
catch the words. But it is worth the effort, 
for while the material varies from super-
ficial to profound, Miss Rainey at her best 
was a genuine poet of the blues. 
The performances on this album are all 

previously unissued on LP. Only the last 
two tracks were electrically recorded, and 
it is on these that the true quality of the 
singer's voice emerges. Moan is also one of 
the best pieces from a musical point of 
view, with gutsy work by trombonist Ory. 

Jealous-Hearted is also a first-rate per-
formance, with good work from clarinetist 
Bailey and trombonist Green, while Lad-
nier shines on Cell-Bound. But the best 
accompaniments are provided on Slave 
(one of Miss Rainey's classics) and Bes-
semer, with the singing cornet of Joe 
Smith, greatest of all early blues accom-
panists on his horn except Louis Arm-
strong, well in evidence. The robust bass 
saxophone work of young Coleman Hawk-
ins is a special added kick. 
On the other pieces, accompaniments 

are provided by the singers' own traveling 
band, consisting of obscure musicians. The 
band is featured on Army Camp. Rough 
and ready, it gives a good example of the 
kind of cross among blues, jazz, and 
minstrel music offered on the famous 
TOBA vaudeville circuit. 'Fore Day, with 
Miss Rainey in a sprightly mood, is that 
old standby, Ballin' the Jack, with her 
own lyrics; she did not only sing the blues. 

Historically important and musically re-
warding, this is a valuable album. 

—Morgenstern 
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1. OLIVER NELSON. Blues O'Mighty (from 
More Blues and the Abstract Truth, Impulse). 
Thad Jones, trumpet; Pepper Adams, baritone 
saxophone; Phil Woods, alto saxophone; Roger 
Kellaway, piano; Richard Davis, bass; Grady 
Tate, drums. 

It didn't sound like any known group to 
me—in fact the group sounded strange, the 
instrumentation was different: trumpet, 
baritone, and alto. The first chorus of the 
trumpet player seemed to be in discord as 
far as his solo, and then he got into the 
beaten path—more conventional. 

All in all, it was a good record. I liked 
the rhythm section; they seemed to form 
a nucleus. If I had to give it a rating, Fd 
say two stars. 

2. JAMES MOODY. Bunny Boo (from Cookin' 
the Blues, Cadet). Moody, tenor saxophone. 

That was James Moody. That was re-
cent. The reason I know it is because I 
played with him recently. I'd like to give 
it the maximum rating because in his play-
ing he has a definite style and pattern. 
You could say he's conventional, but at 

the same time he has so many provocative 
ideas. He seems to have a complex about 
his sound; he doesn't seem to think he has 
a big tenor sound, but I think he has a 
definite sound on tenor—it's not big or 
full—but it's his own, he's identifiable, and 
he has all the technique of a saxophonist, 
which is a welcome thought when an in-
strumentalist plays the instrument along 
with his creative thought. So that I enjoyed. 

3. COUNT BASIE. Doggin' Around (from The 
Count Basie Story, Roulette). Joe Newman, 
trumpet; Billy Mitchell Frank Foster, te mar 
saxophones; Frank Wets, flute; Herschel Evans, 
composer. Composed 1938; re-recorded 1960. 

Basie, what else! It sounded like an old 
arrangement but with new personnel. 

BLINDFOLD TEST 

EDDIE (LOCKJAW) DAVIS 
By LEONARD FEATHER 

Eddie Davis, alias Lockjaw, alias Lock the Fox, alias Jaws, has been an invigorating 
tenor saxophone voice since the early 1940s, when he made his professional debut at 
Clark Monroe's Uptown House in Harlem. 

After a few years as a sideman with name bands (Cootie Williams, Lucky Millinder, 
Andy Kirk, Louis Armstrong), Davis' identity was firmly fixed: for seven years ( 1945-52) 
he acted almost continuously as leader of the house combo at Minton's Playhouse. 

Since then, his time has been divided into three main areas of activity: several years 
of leading a group featuring organist Shirley Scott, a fling in the business world when 
he joined a New York booking agency, and, most memorably, his various tenures in the 
Count Basie Band, which, at the latest tally, he has joined and left half a dozen times, 
starting in May, 1952. He currently is working clubs as a soloist. 

The first soloist was a challenge. I had 
difficulty hearing who that was, but the 
trumpet sounded like Joe Newman, and 
the first tenor player sounded like Billy 
Mitchell. The flutist was Frank Wess; the 
last saxophone soloist sounded like Frank 
Foster. 

That's one thing about this band: it is 
always difficult to find out which tenor 
player is taking the solo, because they're 
all excellent and yet they have something 
in common. 

Basic's a legendary character; therefore, 
most of his material is of high quality, and 
he's one of the few bands that can take 
old material with new personnel and give 
it freshness. (I've been in and out of the 
band so many times it's getting to be like 
a shuffle.) This is one of his better bands. 
With a legendary figure such as Basie, I'd 
have to give it the maximum number of 
stars. 

4. DON PATFERSON. Sister Ruth (from Flip 
Cake Walk, Prestige). Booker Ervin, tenor saxo-
phone; Patterson, organ, composer. 

It's hard to tell whose date that was, but 
the saxophonist sounded somewhat like 
Booker Ervin. If it's not Booker, it's 
someone that has that style. The organist 
sounded like Don Patterson, and the tune 
sounded like something that was gotten 
together in the studio, because it didn't 
sound like they were really familiar with 
it to the point where they'd been playing 
it prior to this recording. Therefore, they 
were working under a handicap. However, 
it was a strong effort on the part of all 
who participated, so I would mark it fair. 
Two stars. 

5. ARCHIE SHEPP. In a Sentimental Mood 
(from Live in San Francisco, Impulse). Shepp, 
tenor saxophone. 

Please take that off—discontinue that. 
I have one word for that—tragedy. 

It seems unbelievable that a man with 
such potential talent—you can hear that in 
this saxophonist . . . I wouldn't underrate 
him—he puts me in mind of a frustrated 
musician who has failed to gain recognition 
through his genuine talents, and in order 
to attract such, he goes, shall we say, ab-
stract. Just like a revolt. 
Now it's a process of elimination as to 

describe who that is. I would take a guess 
it's Archie Shepp. If it's not him it's one 
of the new breed, but you can hear that 
it's a person that has vocation. You hear 
the tonal quality—believe it or not, you 
can hear it—because you can tell the dif-
ference whether a man is just burlesquing 
an instrument and whether he knows what 
he's doing. This guy knows what he's 
doing. It's just a tragedy he's chosen such 
an erratic trail to success; but who knows, 
he may be recognized through just such a 
revolt. 

But it's fairly unenjoyable. I couldn't 
classify it as entertainment; it's like fight-
ing—it's like a challenge. This is really a 
good record for the Blindfold Test. Chal-
lenge—tell me who I am! It's very sad 
that he's let such talent go so far astray. 
I couldn't even rate this. 

6. WOODY HERMAN. That's Where It Is 
(from Encore, Philips). Sal Nistico, tenor saxo-
phone; Nat Pierce, composer, arranger, pianist. 

That sounded like a Basie-type arrange-
ment, but the band sounded like Woody 
Herman with Nat Pierce. It sounded like 
Nat on piano because he has a lot of 
depth, and the tenor solo sounded like Sal 
Nistico. Very good arrangement. I could 
be incorrect, but that's my impression. 
Woody is always that vibrant reflection 

of drive and a happy feeling. Everytime he 
gets a new Herd, it's a new feeling, and 
it's always got that drive and excitement. 
I thoroughly enjoyed that, very good. Four 
stars. 

7. DUKE ELLINGTON. Chelsea Bridge (from 
Concert in the Virgin Islands, Reprise). Paul 
Gonsalves, tenor saxophone; Billy Strayhorn, 

composer. 

Well, that was Paul Gonsalves—to me 
one of the most underrated saxophone 
players that we have. He has all the quali-
ties that one could desire—such as tonal 
quality, technique, creative ability—and it 
seems a tragedy that the public doesn't 
hear more of him, especially when he's 
performing at his height, which is in con-
cert. He always takes care of business— 
excellent saxophonist, really. So I therefore 
give it five stars. To me, that was a col-
lector's item. Erà 
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JIMMY GARRISON 
(Continued from page 25) 

own definite ideas about the bass, because 
that's what he's going to teach you. And 
I don't believe that what / want to do 
with the bass is thought out enough yet 
to give to somebody else." 

Garrison expressed similar reservations 
about the commercial recording scene: 

"Of course, I could use the money, but 
for my artistic stability I'd rather con-
centrate on my own way of contributing." 

If not teaching or commercial record-
ing, then what? 

"I'd like to stay in New York," he said, 
"if I can make a living—and that's diffi-
cult enough in itself because I've been 
traveling for five years, so I have to get 
into the mainstream of New York activi-
ties. I'd like to do some symphony work, 
even though I don't have much experi-
ence in that area, and I'd like to broaden 
myself. 

"There seem to be two scenes as far as 
jazz is concerned. First, the fellows who 
have a workable, salable groove; second, 
the extreme, the avant-gardists. Now, there 
must be a middle ground for imaginative, 
creative people. I don't want to be sterile, 
nor do I want to be an extremist, so I'm 
going to try to find that middle ground." 

"I think it's time for new roads to be 
opened," he continued, "and I don't mean 
anything that goes away from the essence 
of jazz. The idea of it affected me enough 
to make me leave Coltrane and see if I 

can go in the direction I'm feeling. I'm 
involved now with trying to do something 
with colors. I've always thought, for in-
stance, of a Bb as blue. I don't really want 
to go into it yet because I'm still thinking 
about it and looking into it. I don't know 
just how I'm going to work it out, but I 
know there must be a way." 
Combined with his belief in the integ-

rity of his own musical vision, Garrison 
couples surprisingly fervent feelings about 
the relationship between an artist and his 
audience. He does not feel—as do some 
players—that a truly musical expression 
need necessarily be inconsistent with com-
munication. 

"There isn't enough regard for the au-
dience nowadays," he said, "and I'd like to 
discard that attitude. Not by prostituting 
the art, but just by remembering that 
there is an audience out there. There 
must be a way to do that, and I think 
that we're going to have to find it. I've 
noticed many people come to clubs not 
to really listen, but to see if Miles is going 
to turn his back tonight, or if Coltrane 
is going to play weird. And I think we've 
got to do a bit of housecleaning if we're 
going to change that, on both parts—the 
musicians and the audience—but the mu-
sician is the one who has to give up his 
old image." 
He suggested that the third factor in 

the musician-audience equation was man-
agement and public relations, "unless 
you're somebody like a Coltrane, who's 
so dedicated and speaks so authoritatively 
that he just doesn't need any promotion. 

But on my instrument there are a num-
ber of guys who are tremendous bass 
players. And since it's like that, anybody 
who believes in what he's doing should 
have somebody to manage him and help 
him put it in front of the public. A lot 
of guys used to feel that the art should 
speak for itself, but they're beginning to 
realize now that they've got to have pub-
licity too. You can't just sit down any-
more and say the mountain will come to 
me. If you want your music to be accepted 
or acknowledged, you're going to have to 
do a selling job. You have to compete." 
The conversation drifted back to Col-

trane and the significant role he had played 
in the artistic and philosophic growth of 
Garrison. 

"John is doing what he is doing now," 
Garrison said, "because as a man he can't 
do anything else. These are his convic-
tions, and he has to go with them; to me, 
that deserves a great deal of respect. He 
may not know exactly what he is search-
ing for—and he'll tell you that—but he 
knows the tools he's got and the tools he's 
using are valid." 
The implication was clear—the objec-

tives of Garrison's own music are not all 
that different from Coltrane's. 
"What I'm doing, I like, and I want 

somebody else to like it," he said. "If I'm 
happy with what I'm doing, then I want 
you to be happy when you hear it. I don't 
consider myself an avant-garde musician. 
I'd like to just think of myself as an artist, 
that's all. That's my contribution." 

How drums sound depends on two things only: 
the way they're played, and the way they're made. 

The first problem 
is yours. 

Forget the second 
when you 

play Premier. 
CHU 

The dynamic Sam Woodyard once said: 
"You get out of your drums just what 
you put into them". 
Which is true of course. 

But whether you're a beginner or one of 
the greats like Sam, you'll get a better 
sound from a Premier outfit. 
Why? 

Because specialist craftsmen, backed by 
the most advanced technology in the 
world, build that solid driving sound 

right into every drum. 
For a catalog of Premier's full range 

and the name of your nearest dealer, just 
send 10c (cash or stamps) to: 
USA Premier Drums, 825 Lafayette St., New Orleans, La. 70118 

Canada Premier Drums. 130 Bates Road, Montreal 8, Quebec 

remiser  
Fine drums made by English craftsmen 
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Listen. Every Leblanc sound has someone's name on it. individual's style, tone made to receive the signature 
Every Leblanc artist sounds only like himself. This is be- that is his sound and no other's. Listen. You can always 
cause of Leblanc Wedded Tone: tone wedded to the tell the player without a program if he plays a Leblanc. 

For more information, write G. Leblanc Corporation, Leblanc (Paris) 
Division, 7019 30th Avenue, Kenosha, Wisconsin 53141. 
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instruments: Leblanc ( Paris), Nobler, 
Normandy, Vito, Holton, and Jeffrey 
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CHARLIE HADEN 
(Continued from page 21) 

groups I've ever worked with." 
But the bassist's recent musical activity 

has not been confined to this association. 
He has been working clubs with guitarist 
Attila Zoller and pianist Bobby Timmons 
and with clarinetist Tony Scott. He has 
subbed for Richard Davis in the Thad 
Jones-Mel Lewis big band, played a con-
cert with veterans Henry ( Red) Allen and 
Pee Wee Russell, and made a number of 
record dates (with Shepp, with pianist 
Keith Jarrett, and with trombonist Roswell 
Rudd). He was also reunited with Cole-
man, for the first time since 1962, on a 
trio date for Blue Note (Coleman's 10-
year-old son, Donardo, played drums). 
About the Coleman session, Haden said: 

"The music was completely fresh and 
brand new. Donardo is going to startle 
every drummer who hears him." 

Such diverse musical associations indi-
cate Haden has the open mind of the 
truly creative musician. "When music is 
played from a person's heart," he said, "it's 
true. Wisdom includes both the old and 
the new, merged. I play the way I play no 
matter who I'm with. 

"People want to put music in categories. 
But with Omette, we didn't say we were 
playing any brand of music. We just 
wanted to play; we had a need inside. To 
talk about music in terms of categories is 
catering to the public. I get the same good 
feeling from listening to all sorts of music, 
from Bach to Bird, from seeing a painting 
by a beautiful painter. . . . It all comes 
from the same place—the place where all 
creation comes from. 

"In a categorical sense, perhaps things 
have to be labeled, studied analyzed. .. . But 
in the end, as a poet has said, `Word knowl-
edge is but a shadow of wordless knowl-
edge'—feeling came first, words later." 

But while in his approach to music 
Haden prefers intuition and feeling to 
analysis, he is by no means other-worldly. 
He is deeply concerned about social and 
political issues. 

"So many things have been written and 
said about the political, economic, and 
cultural state of our country," he re-
marked, "that one would almost feel in-
clined to avoid the issues completely, giving 
in to a sense of futility. But I'm unable to 
do this, because, after all, it is my country, 
too, and I feel very concerned. 

"It's tragic to think that $5,479,452 a 
day is being spent on the killing of inno-
cent people and the burning and crippling 
of children in Viet Nam. while major 
problems in our own country are being 
neglected—poverty, civil rights, mental ill-
ness, drug addiction, unemployment. And 
in this, the richest country in the world, 
we have a situation where most creative 
artists can't live on what they earn from 
their art. 

"Gifted musicians have to take day jobs 
or play commercial music seven nights a 
week in order to make a living for their 
families. I know this has all been said be-
fore, but no change can begin to take place 
if everyone remains silent. The truth that 
came from Charlie Parker and Billie Holi-
day, and that which comes from the cre-

ative musicians today, is equal in truth to 
that of the poet, painter, sculptor, and 
composer of the past and present. Both 
truths are spelled as one and come from 
the same place." 
Haden said he is trying to find some 

way to be creative in his art and "make 
a living as a side effect from that." He is 
painfully aware of lost time. ("I have to 
make up for eight years, and there aren't 
enough seconds in each day to do the 
things that have to be done.") 
He wants to study his instrument, study 

history and government, "know the society 
I live in," do all the things that "are in-
cluded in becoming a more fully aware 
human being, and developing oneself to 
the greatest potential, becoming a produc-
tive person." 

His ideas in this respect, he said, have 
been influenced by psychologist Abraham 
Maslow's theories of the self-activating 
personality. 

"So much time is wasted in every per-
son's life," he said. "People think only of 
themselves. I'm trying to open myself up 
to interaction with others, to asking and 
thinking and giving—not only with mu-
sicians, but with everyone." 
The theory that musicians are playing 

only for themselves is not true, according 
to Haden—"you only have to open your-
self up to the feeling of the musician." 
Haden is aware that these feelings are 

sometimes difficult to communicate, espe-
cially because "musicians have to play in 
such depressing environments to make a 
living. In Stockholm we played in such a 
beautiful club—clean and healthy, nobody 
getting drunk." Jazz musicians, he said, 
should be playing mainly concerts, doing 
"two sets a night and making about $800 
per week." 
As a bass player, Haden had a commu-

nication problem to which he found an 
immediate, practical solution: he recently 
purchased an amplifier for his bass. 

"I tried it out for the first time on a 
Monday night gig at the Five Spot with 
Don Cherry," he said. "I'd found that 
the amplification systems in most clubs 
were very inadequate, as far as picking 
up the bass goes, and it struck me that 
I could never hear the bass player, and 
when playing, I had acoustical and volume 
problems. But I was determined to be an 
equal voice with the rest of the music. 
"My amplifier has inside and outside 

mike pickup and has the closest thing to 
a natural bass sound. There are situations 
where I don't have to use it, but when I 
do, it has worked out very well." 

Speaking of his instrument, Haden 
wanted to mention "those bassists whom 
I have a very strong feeling for and identi-
fy with." His choices include Wilbur Ware 
("one of the most underrated, fantastic 
musicians of all time"), Walter Page, Is-
rael Crosby, Jimmy Blanton, Oscar Petti-
ford, and Henry Grimes. 
Haden has been approached to give bass 

lessons, and he thinks that he might teach 
someday, "but first I have a lot of playing 
to get out of my system—a lot of music 
inside of me to be played. Right now, it's 
like beginning all over again for me. Every 
experience is a new one, and every day 
something new happens to me." 1E1:2 
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Hole. With Mabern, behind Williams, were 
bassist Arthur Harper and drummer Hugh 
Waller . . . Tenorist Eddie (Lockjaw) 
Davis recently shared the Memory Lane 
stage with the Clarence Johnston Quartet 
(Jimmy Forrest, tenor saxophone; Arts 
Hillery, piano; Ray Neapolitan, bass; 
Johnston, drums) . . . The Jimmy Smith 
Trio recently completed a two-week stand 
at the Lighthouse and will move down to 
San Diego for a three-nighter at Jazzville, 
Feb. 24-26. Activity at Jazzville during 
the first part of the year was on the up-
swing, with trumpeters Dizzy Gillespie and 
Hugh Masekela and blues singer B.B. 
King booked, in that order . . . Vibist 
Red Norvo just completed a brief engage-
ment fronting a quintet at the Rimrocks, 
in Palm Springs . . . The Carousel—a 
theater-in-the-round in Covina—has booked 
entertainer Pearl Bailey, drummer Louie 
Benson, and tap-dancer Bunny Briggs 
for a one-nighter March 6 . . . The Cocoa-
nut Grove signed Louis Armstrong for 
March 7-27 and vocalist Lou Rawls for 
April 18-May 8. The Gerald Wilson Or-
chestra recently played a one-nighter at the 
Grove, the gig sponsored by a charity 
group known as the Pacesetters. 

PHILADELPHIA: The World Se-
ries of Jazz was scheduled for Feb. 5 at 
the Philadelphia Arena. Featured were 
Count Basie and his orchestra, Miles 
Davis and his quintet, tenorist Sonny 
Stitt, organist Jack McDuff, singer Miriam 
Makeba, and comedian Dick Davy . . . 
The Dave Brubeck Quartet is booked for 

AD LIB 
(Continued from page 17) 

man Jerome Richardson, vocalist Jean 
Alston, and Clem DeRosa's student big 
band performed a benefit concert for the 
scholarship fund of the Cold Spring Harbor 
Teacher's Association. 

LOS ANGELES: When flutist 
Herbie Mann played his recent two-nighter 
at the Lighthouse, he added trumpeter 
Freddie Hill, tenorist Harold Land, pianist 
Jack Wilson, bassist Buster Williams, 
and drummer Donald Bailey to his regular 
unit. Wilson, in the meantime, has re-
placed Gildo Mahones with the Ike Isaacs 
Trio at the Pied Piper. Mahones is now 
touring with singer Lou Rawls—a tour 
that will last 40 weeks . . . On Tuesday 
nights and Sunday afternoons at the Pied 
Piper, the Gerald Wiggins Trio holds 
forth (Wiggins, piano; Albert Stinson, 
bass; Bill Douglass, drums) . . . Pianist 
Roger Kellaway is working Monday nights 
with trumpeter Don Ellis' big band. When 
Kellaway plays with the band, the regular 
pianist, Dave Mackay, moves to the organ 
. . . Promoter Jinuny Lyons will bring 
his Monterey Jazz Festival All-Stars to 
Beverly Hills High School April 22-23. In-
cluded in the package are the Bola Sete 
Trio, the John Handy Quintet, vocalist 
Anita O'Day, and pianist-vocalist Jean 
Hoffman . . . Pianist Don Abney fol-
lowed Iry Craig into the Lemon Twist 
in Hollywood. With Abney every Monday 
is singer Linda Carol . . . The George 

/eel% 

AVEDIS 

ZILDJIAN CO. 

MADE IN U S A 

Shearing Quintet recently finished a two-
week engagement at Shelly's Manne-Hole 
. . . Jazz on a Sunday Afternoon continues 
to bring Dixieland concerts to the patients 
at Camarillo State Hospital. Latest session, 
organized by pianist Stan Wrightsman, 
included trumpeter-altoist Dick Cary, tenor 
saxophonist Eddie Miller, clarinetist Many 
Matlock, Wrightsman, bassist Ray Leather-
wood, and drummer Nick Fatool . . . Poor 
business forced the Chez to curtail the 
Four Freshmen's engagement to weekends 
during the singers' two-week stint. The 
Woody Herman Herd—which preceded 
the Freshmen—also failed to draw. The 
Buddy Rich Band and Sergio Mendes' 
Brasil '66 were scheduled to follow . . . 
Pianist-singer Nina Simone was recently 
at the Troubador . .. Blues men Brownie 
McGhee and Sonny Terry were at the 
Ash Grove . . . Singer Carmen McRae 
will be making her first appearance at 
Memory Lane. She will be followed by the 
groups of Cannonball Adderley, Willie 
Bobo, Mongo Santamaria, and Jimmy 
Smith. Vocalist Athur Prysock also is 
scheduled. Smith and Prysock also will be 
featured at a March 10 Shrine Auditorium 
concert. Bands led by Oliver Nelson and 
Red Prysock will share the Shrine bill . . . 
Drummer Roy Haynes made one of his 
rare leader appearances in southern Cali-
fornia at a recent Monday-night stand at 
Memory Lane. He used alto saxophonist 
Frank Strozier, pianist Harold Mabern, 
and bassist Buster Williams. Mabern had 
remained in town following singer Joe 
Williams' engagement at Shelly's Manne-
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a Feb. 26 date at the Trenton War Me-
morial Auditorium . . . Jazz has come to 
the Philadelphia Musical Academy. The 
academy's Jazz Workshop, comprising 17 
students led by Peter Lewis, made its con-
cert debut recently at the Philadelphia 
Civic Center Museum. The workshop per-
formed Clifford Brown's Joy Spring. 

PITTSBURGH: me suburb of Dor-
mont has begun swinging with at least 
two different jazz clubs, the Suburban 
Room and the Velvet Room. The former 
has no set combo, but the latter has 
signed the group fronted by trumpeter 
Hershey Cohen. The personnel includes 
pianist Bob Koshin and bassist Carl 
McVicker, but Saturday afternoon sessions 
see pianist Bob Negri and bassist Bob 
Boswell sitting in, along with drummer 
Bob Rawsthorne and vocalist Jeanne 
Baxter . . . The New Era Sportsmen's 
Club has come up with a jazz vocalist find 
in 22-year-old Joyce Breach. She is backed 
by the house combo led by pianist Ray 
Crummie. . Guitarist Grant Green was 
the mid-January attraction at Crawford's 

Grill. The Hurricane Bar featured the 
organ groups of John Bartel, in early 
January, and Gatemouth Brown, later in 
the month . . . Television exposure for 
jazz in Pittsburgh continues to emanate 
from educational channel WQED. Its 
weekly Jazz Beat recently included seg-
ments by trombonist Harold Betters, vo-
calist Billy Eckstine, and guitarist Ron 
Anthony. Pianist Walt Harper just com-
pleted a WQED segment called Pittsburgh 
after Dark, in which he discusses the scene 
with Chamber of Commerce officials. Har-
per also renewed his contract with the 
Hilton Hotel to present his group for an 
indefinite period and to record an album 
for Gateway records. More than 1,000 
teenagers heard Harper lecture at the 
Hilton on rock-and-roll. He also recently 
lectured on The Negro in Jazz at Dominac 
High School. 

CLEVELAN D: Al Blaser, director 
of the Case Institute Stage Band, has 
announced the first annual North Ohio 
Jazz Festival. The collegiate festival will 
be held in Severance Hall, home of the 

Classified Ads 
65c PER WORD—MINIMUM CHARGE $ 10.00 

DEADLINE: 30 days prior to 
"on sale" date of issue. 

Remittance must accompany copy 
Count Name, Address, City and State 

METHODS 

N STOCK . . . Leonard Feather, ENCYCLOPEDIA 
OF JAZZ ON THE SIXTIES)—$15.00 1960 Edi-
tion—$4.95 ; George Russell: LYDIAN 
CHROMATIC CONCEPT ... $22.50 Jamey Aeber-
sold: NEW APPROACH TO IMPROVISATION (Text 
LP)—$6.95. Jerry Coker: IMPROVISING JAZZ 
—$1.95. Gordon Delamont: MODERN HAR-
MONIC TECHNIQUE, VOLS. I, 11—$12.50 each; 
MODERN ARRANGING TECHNIQUE—$12.50; Three 
Delamont volumes—$33.33. John Mehegan: 
JAZZ IMPROVISATION, VOLS. I, 1V—$15.00 each; 
VOLS. II, 111—$12.50 each. Four Mehegan 
Volumes—$49A9. Phil Rizzo: THEORY (METH-
OD & WORKBOOK1—$7.50; FIRST STEP TO 1M-
PROVISATION—$3.50; SPREAD CHORD VOICING 
—$3.50; SCALE VARIATIONS—$2.50; EAR TRAIN-
ING—$250; Five Rizzo volumes $17.50. Russ 
Garcia: PROFESSIONAL-ARRANGER COMPOSER 
(4th printing)—$5.00. Henry Mancini: 
SOUNDS d SCORES (Three 7" LP's) $15.00. 
Schaeffer/Colin: SCALES ENCYCLOPEDIA—$7.50. 
John LaPorta: STAGE BAND COURSE (22 Vols.) 
—$75.00. Joe Viola: SAXOPHONE SCALE STUDIES 
—$4.00; CHORD STUDIES $4.00. Yusef Lateef: 
BLUES FLUTE SOLOS—$2.50, Herbie Mann: 
FLUTE JAZZ—$2.00. Buddy DeFranco: CLARI-
NET STUDIES—$5.00. Kotwica/Viola: TRUMPET 
CHORD STUDIES—$4.00. Panico/Wiskirchen: 
STAGE BAND TRUMPET MANUAL—$4.00. Buddy 
Morrow: TROMBONE GET-TOGETHER (Parts/ 
LP)—$3.95. Jim Progris: BERKLEE KEYBOARD 
PROGRAM, VOL. 1—$4.00. Bill Evans: PIANO 
SOLOS—$2.50 SHARES OF SHEARING (Two 
Books)—$3.00. DeMicheal/Dawson: MODERN 
DRUMMERS MANUAL—$4.00. Andy Lalino: 
DRUM SIT-IN ( Parts/LP)—$4.95. LATIN 
RHYTHMS LP—$5.95. Bill Curtis: MODERN 
STRING BASS METHOD—$4.00. Bill Leavitt: 
BERKLEE MODERN GUITAR METHOD VOL. 1.—$4.00. 
Laurindo Almeida: GUITAR TUTOR—$5.00, 
JOBIM FOL10—$2.50; BYRD PLAYS JOB1M—$2.50. 
Charlie Christian: ART OF JAZZ GUITAR—$2.00. 
HOW TO PLAY BLUES GUITAR (Book/LP)— 
$3.95. Ivor Mairants: FLAMENCO GUITAR— 
$10.00. Chierici: 2400 GUITAR CHORDS—$5.95. 
HOW TO IMPROVISE LEAD GUITAR (96 pp text/ 
12" LP)—$4.98. MUSIC MANUSCRIPT ( 100 
sheets, 12 staves, 3 holes)—$1.95. 40 PAGE 
CATALOG-50e, free with order. Remit $$ 
FREE WORLD WIDE POSTAGE (Handling orders 
under $4.00. U.S.A. add 35e; Foreign-60c. 
TODAY'S MUSICI Box 169-D, Libertyville, Illi-
nois 60048. 

MISCELLANEOUS 

JAZZ PLAYERS—The book's guaranteed to make 
elth HEAR PROGRESSIONS, PLAY BET-

JAZZ LINES through the POLYTO-
NAL RHYTHM SERIES . . . ALL IN-
STRUMENTS . . . "THE CYCLE OF 
FIFTHS", $1.50 "THE UT VIr PROGRES-

SION", $2.50. "THE BLUES SCALE", $2.00; 
"THE POLYTONAL GUITAR" new con-
cept. $1.50. Send check to EDC Publishing, 
817 Paterson Plank Road, No. Bergen, N.J. 
07047. 

30,000 PROFESSIONAL COMEDY LINES, FORTY 
BOOKS. TOPICAL GAG SERVICE. CATALOG FREE, 
SAMPLE SELECTION, $5.00. ORBEN PUBLICA-
TIONS, 3536 DANIEL, BALDWIN, N.Y. 11510.  

MUSICAL INSTRUMENTS 
ACCORDIONS, GUITARS, BAND INSTRUMENTS! Save 
to 50%. Famous makes. Easiest terms. 
Trades accepted. Free home trial. Free dis-
count catalog. Mention instrument. 
INTERNATIONAL MUSIC MART, 5535-DB 
Belmont, Chicago 60641. 

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. 

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

1,000 JAZZ AND BLUES LP's for sale. Contact 
Leon Leavitt. 111 East 26th Street, NYC, 
Phone: MU 3-5275. 

WHERE TO STUDY 
JAZZ TRUMPET with SY PLATT. Formerly JUILLI-
ARD Faculty, 6 years LENNY TRISTANO. 400 
Riverside. NYC, MO 2-7292. 

JIMMY GIUFFRE. Private instruction. Jazz 
Phrasing, Improvisation, Composition. AU 
instruments. EN 9-6457, NYC. 

ACCEPTING STUDENTS—singers or players at any 
stage. Lee Konitz, 1541 First Ave., New 
York City. (212)628-5294. 

From Montreal, Canada, 
Mike Petrie says— 
I learned of Stan Spector's teaching of *METHOD 

JAZZ DRUMMING through a talk I had with Jake 
Hanna. He suggested that I get the Home Study 
Course. The results and ideas that opened up to 
me because of the course led me to make monthly 
trips to New York City for personal study with Stan. 
In order to make the trip I have to invest $54.00 
in a round trip plane ticket. My enthusiasm in 
finally finding a professional teacher who actually 
knows how to help me achieve a total kind of 
improvement in my drumming that actually has to 
do with playing the drums has led me to make the 
trip 20 times so far. During this period, the de-
mands for my professional services as a drummer 
has increased at least 70%. I'm playing with 
musicians and doing work that I could not have 
thought possible two years ago. It is very clear to 
me that such a result was produced because of my 
study of the Method with Stan. 
WHAT IS METHOD JAZZ DRUMMING ALL ABOUT? 
For further information about our recorded home 
study course, write to the 
STANLEY SPEcTOR SCHOOL OF DRUMMING 

200 West 58th Street Dept. 159 
New York, New York CI 6-5661 

°Method Jazz Drumming — trade mark 

Cleveland Orchestra, on April 29. The 
top school stage bands in the nation are 
expected to participate as well as some 
big-name performers . . . Woody Herman 
& Co. gave a concert Feb. 22 at the Holi-
day Inn—Painsville, Ohio. The program 
was part of a concert series sponsored by 
the Holiday Inn and the Carlisle-Allen Co. 
The Stan Kenton Orchestra will be fea-
tured April 12 . . . Guitarist Wes Mont-
gomery's quartet moves into Leo's Casino 
for a week starting March 9 . . . Bassist 
Lamar Gaines has joined the Bob McKee 
Trio at the Theatrical Grill. Former bassist 
with the house band at the Grill, Ken 
Siefert, is now with the Joe Bushkin 
Trio. 

DETROIT: Alto saxophonist-pianist 
Hank Crawford ran into difficulties when 
his group at the Drome turned out to con-
sist of himself and four local sidemen. 
With him at the start of the engagement 
were trumpeter Donald Towns, pianist 
Bu Bu Turner, bassist James Richardson, 
and drummer Don Lawton. After a dis-
pute between Crawford and the manage-
ment, the group played only on weekends. 
For the second weekend tenor saxophonist 
Melvin McCray replaced Towns. A guest 
was drummer Duke Hyde . . . Cornetist 
Charles Moore continues to expand his 
group. For his appearance at the Univer-
sity of Michigan's Contemporary Arts 
Festival he used a double group, with 
pianists Stanley Cowell and Kirk Light-
sey, bassists John Dana and James Han-
kins, drummers Doug Hammon and Ron 
Johnson, trumpeter Herbie Williams, 
trombonists George Bohanon and John 
Hair, alto saxophonist Joseph Jarman, 
and tenor saxophonists Terry Harrington 
and Leon Henderson. Pianist Andrew 
Hill's quartet at the festival included tenor 
saxophonist Sam Rivers, bassist Julie 
Booth, and drummer Steve Ellington . . . 
Jazz harpist Dorothy Ashby has switched 
her base of operations from Cafe Gourmet 
to the Pontchartrain Hotel . . . Pianist 
Keith Vreeland's trio (Dick Wigginton, 
bass, Jim Nemeth, drums) played at the 
Pontchartrain Jan. 25 for a reception after 
the premiere of the Cinerama movie 
Grand Prix at the Summit Theater . . . 
Disc jockey Jack Springer has switched 
from WCHB-AM back to WCHD-FM, 
once again leaving AM radio in Detroit 
with no jazz. 

LOUISVILLE: Clarinetist Buddy 
DeFranco and the Glenn Miller Orches-
tra provided the music for the Kentucky 
Junior Miss America Ball at the Brown 
Hotel Jan. 7 . . . "River Town," a take-off 
on St. Louis' Gaslight Square, is scheduled 
to open soon in downtown Louisville. The 
area will include jazz clubs . . . Singer 
Doris Johnson, backed by pianist George 
Dawson, is packing them in at the Cup & 
Stirrup Room of Stouffer's Inn . . . The 
Julep Lounge is featuring the Randy Sut-
ton Trio (Sutton, organ; James Hines, 
guitar; Louis Cochran, drums) . . . Drum-
mer George (Cool Breeze) Bradley 
fronts a trio at the Theater Lounge. With 
Bradley is pianist Ramon Howard and 
bassist-guitarist Eddie Chestnut . Trom-
bonist Tommy Walker's band opened the 
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new Club Louvillan with a three-week en-
gagement . . . Pianist Bob Millard con-
tinues busily with his trio (bassist Neil 
Burris and drummer Fred Ferguson) at 
the Patio Lounge in suburban St. Mathews 
and as solo pianist six afternoons a week 
at the Office Lounge . . . The Louisville 
Jazz Council presented the David Young 
Quartet in a Jan. 24 concert at the Port 
o'Call Gallery. The concert was paid for 
out of AFM Local 11's share of the Music 
Performance Trust Funds of the Recording 
Industries. With Young, a tenorist former-
ly with the George Russell Sextet, were 
pianist David Lahm, bassist Jack Brengle, 
and drummer Fran Collins . . . Trumpeter 
Louis Smith leads the group at the Shack 
Sunday nights. With him are pianist Ra-
mon Howard, bassist Chestnut, and drum-
mer Winston Church . . . Vocalist Lou 
Rawls was backed by the Onzy Matthews 
Band in a concert Jan. 27 at Convention 
Center . . . The Don Murray Trio (Mur-
ray, piano, Brengle, bass; Sam Harris, 
drums) is featured six mornings a week 
on WAVE-TV's Morning Show . . . The 
Jamey Aebersold Quartet (Aebersold, alto 
saxophone; Lahm, piano; Brent McKes-
son, bass; Stan Gage, drums) will give a 
concert March 1 at Indiana University. 
Aebersold added tenorist Keith Spring 
and trumpeter Al Kiger for a concert at 
the University of Notre Dame Feb. 12 and 
will also have the sextet at the University 
of Dayton Feb. 26. The Aebersold group 
also played concerts this month at Central 
High School in Louisville and Jefferson-
ville High in Jeffersonville, Ind. 

MIAMI: Vocalist Peggy Lee opened 
Jan. 19 at the Diplomat in Hollywood, 
Fla. She was assisted by tenorist-flutist 
Jerome Richardson, pianist Lou Levy, 
bassist Ben Tucker, and drummer Grady 
Tate . . . Tucker and Richardson sat in 
at disc jockey Alan Rock's concert at the 
VIP Lounge Jan. 22. The two featured 
groups were reed man Charlie Austin's 
quartet and pianist Nick Tjelious' trio. 
Rock is planning a mid-March jazz festi-
val in Surfside, and is taping a National 
Educational Television jazz series originat-
ing from WTHS-TV. The first TV show 
will feature the University of Miami Jazz 
Lab Band, under the direction of Jerry 
Coker, and the Ira Sullivan Four . . . 
Vocalist Clara Ward and her Gospel sing-
ers recently appeared at the Wreck Bar in 
North Miami Beach . . . The Dave Bru-
beck Quartet was featured in concert on 
the Miami-Dade Junior College South 
Campus Jan. 18, followed by a concert on 
the north campus the next night . . . Sing-
er Etta Cameron has been added to the 
roster at the Rancher. 

DALLAS: After having had his origi-
nal booking extended twice by the Club 
Lark, reed man David (Fathead) New-
man left the Dallas area to head for New 
York and, hopefully, on an African tour 
. . . Pianist Red Garland's trio (Jim 
Black, bass, Jack Renelli, drums), con-
tinues at the Fink Mink Club, with visiting 
firemen occasionally dropping in to play 
. . . Dallas broadcasting is becoming in-
creasingly more interested in jazz, with 
three FM stations and one AM station 

carrying part-jazz or all-jazz formats. One 
station, KCLE-FM, is carrying live broad-
casts from two clubs in the Dallas-Fort 
Worth area. The broadcasts, called The 
Jazz Workshop, feature interviews with 
participants in the audience in addition to 
the music . . . Pianist Dick Harp, once 
the proprietor of the 90th Floor Club 
here, is now running a club and playing 
piano in Corpus Christi. 

LAS VEGAS: Jazz seems to be 
"in" \ ith the skiing set at Aspen, Colo., 
and several Las Vegas jazzmen have been 
summoned to provide apres-ski sounds. Carl 
Fontana took his trombone and rhythm 
section for a four-week appearance . . . 
Pianist Page Cavanaugh brought his trio 
back to the intimate La Fontaine Lounge 
at the Tropicana Hotel. The hotel's larger 
Blue Room will feature a Cavanaugh sep-
tet later this year . . . Trumpeter Maynard 
Ferguson's third visit to the Blue Room 
within a year was strong indication of his 
popularity . . . Tenor saxophonist Vido 
Musso is backing singer Sonny King at 
the Sands Hotel . . . Entertainer Sammy 
Davis Jr. brought his usual contingent of 
jazzmen, including ex-Count Basie trom-
bonist Al Grey, into the Sands' main 
room . . . Trombone great Bill Harris is 
comfortably ensconced in the house band 
backing the Follies Bergere at the Tropi-
cana. 

SEATTLE: Composer Bill Smith 
gave the first U. S. performance of his 
Concerto for Clarinet and Combo with 
himself as soloist at matinee and evening 
concerts in A Contemporary Theater last 
month. Sponsored by the Seattle Jazz So-
ciety, the three-movement jazz concerto 
was performed by trumpeter Al Med-
daugh, French hornist Dave Forbes, 
trombonist Dick Roblee, alto saxophonist 
Bob Winn, tenor saxophonist Bill Ram-
say, baritone saxophonist Sal Carrabba, 
pianist Eddie Creed, bassist Chuck Met-
calf, and drummer Dave Coleman. The 
first half of the concert featured the Winn-
Ramsay Quintet with Metcalf, pianist Bob 
Nixon, and drummer Dean Hodges . . . 
A new jazz group is playing nightly at the 
Casa Villa restaurant and lounge with 
reed man Winn, pianist Nixon, bassist 
Metcalf, and singer Pat Summers. 

TORONTO: Vocalist Bob Crosby 
was in town for a television appearance 
recently . . . Other visitors were the Saints 
and Sinners, who arrived in town a week 
ahead of their Colonial engagement and 
spent the time visiting local clubs and 
friends. The group, in for a three-week 
date at the Colonial, followed trumpeter 
Buck Clayton, who leaves in March with 
the Stanley Dance-Jack Higgins concert 
package, Jazz from the Swinging Era, for 
a 28-day tour of Europe. Trumpeter Roy 
Eldridge, trombonist Vie Dickenson, ten-
orists Bud Freeman and Budd Johnson, 
and pianists Earl Hines and Sir Charles 
Thompson are also in the show. Clayton 
reports that he later will tour England 
with the Humphrey Lyttelton Band, ap-
pear in Berne, Switzerland, for a month 
and go on to Zurich before returning to 
Toronto in July . . . Guitarist Lonnie 
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BRILLIANT • RESONANT • RESPONSIVE 

The sound today's drummers want. 
Superior Turkish type. Compare with 
the ones that cost twice as much. 

See your favorite dealer. 

TROPHY MUSICAL PRODUCTS 
1278 West 9th Street. Cleveland, Ohio 44113 
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Student Musicians 

Apply Now! 

DOWN BEAT 
SUMMER 

SCHOLARSHIP 

PROGRAM 
Down Beat magazine, in an 

effort to assist young student-
musicians in determining the ex-
tent of their talent and career 
potential, is making available a 
number of scholarships on a non-
competitive basis. These scholar-
ships will be awarded to appli-
cants who are between the ages 
of 15 and 19. 
The scholarship fund consists 

of ten $200 scholarships and 
twenty $100 scholarships to the 
Berklee School of Music, Boston, 
Mass., where summer courses are 
held June 12 ( 12 weeks) and June 
26 (7 weeks). All applications 
must be received by May 15, 1967. 
Write for your official application 
now. 

glow to Apply: 

To receive the official applica-
tion form, fill out the coupon, or 
a reasonable facsimile, and mail 
to Down Beat Music Scholarships, 
222 W. Adams St., Chicago, Ill. 
60606. In support of your appli-
cation, you will be required to 
submit a tape or disc recording 
of your playing ( if you are an in-
strumentalist) or of a group in 
performance of your original 
composition or arrangement ( if 
you are a composer-arranger). 
Write now, as all applications 
must be received by May 15, 1967 
to be eligible. 

Down Beat Music Scholarships 
222 West Adams Street 
Chicago, Illinois 60606 

Please send me, by return mail, an 
official application for the 1967 Down 
Beat Music Scholarships for the sum-
mer of 1967. 

Please print 

Name 

Address 

City 

State 

Zip Code  

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 Beet, 222 W. Adams, Chi-
cago, Ill. 60606, six weeks prior to cover date. 

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

NEW YORK 

Ali Baba: Louis Metcalf. 
Bask's: Harold Ousley, Sun.-Mon. 
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 Neaten, 
Thur.-Sat. 

Crystal Room: Les DeMerle. 
Dom: Sessions, Sun. afternoon. 
Eddie Condon's: Bob Wilbur, Yank Lawson. 
El Carib ( Brooklyn): Johnny Fontana. 
Ferryboat (Bridle. N.J.): Dick Wellstood, Ken-
ny Davern, Al McManus, George Mauro, Jack 
Six. 

Five Spot: Art Farmer. Sessions, Sun. after-
noon, Mon. 

Garden Dis-Cafe: Eddie Wilcox, Sonny Greer, 
Haywood Henry, wknds. 

Gaslight Club: Sol Yaged, Dave Martin, Sam 
Ulano, Ray Nance. 

Half Note: Cannonball Adderley to 2/25. 
Hickory House: Billy Taylor, Eddie Thompson. 
Hugo's: sessions, wknds. 
Jazz at the Office (Freeport, N.Y.): Jimmy Mc-

Partland, Fri.-Sat. 
Kenny's Pub: Smith Street Society Jazz Band, 
Thur.-Fri. 

Key Club (Newark, N.J.): name jazz groups. 
Le Intrigue (Newark, N.J.): Art Williams, 
wknds. 

Leone's: (Port Washington): Dennis Connors, 
Tony Bella. 

L'Intrigue: Joe Beck, Don Payne, Don Mc-
Donald. 

Little Club: Johnny Morris. 
Marino's Boat Club ( Brooklyn): Michael Grant, 
Vernon Jeffries, Bob Kay, wknds. 

Metropole: Gene Krupa, 3/17-4/1. 
007: Donna Lee, Mickey Dean, Walter Perkins. 
Off Shore (Point Pleasant, N.J.): MST -I- One, 
wknds. 

Open End: Scott Murray, Wolf Knittel, Ted 
Kotick, Paul Motian. 

Peter's (Staten Island): Donald Hahn, Fri.-Sat. 
Piedmont Inn (Scarsdale): Sal Salvador. 
Playboy Club: Kai Winding, Walter Norris, 
Larry Willis, Joe Farrell, Bill Crow, Frank 
Owens. 

Pitt's Lounge (Newark, N.J.): Leon Eason. 
Riverboat: Woody Herman, 3/6-25. 
Jimmy Ryan's: Cliff Jackson, Zutty Singleton, 
Max Kamineky, Tony Parenti, Marshall 
Brown, hb. Don Frye, Sun. ' 

Slug's: Kenny Durham to 2/26. Sun Ra, Mon. 
Sessions, Sun. afternoon. 

Sunset Strip (Irvington, N.J.): Wendell Mar-
shall, sessions, Sun. 

Toast: Scott Reid. 
Top of the Gate: Teddy Wilson, Jaki Byard to 

3/5. Daphne Hellman, Mon. Jazz Interactions 
sessions, Sun. 

Traver's Cellar Club (Queens): Sessions, Mon. 
Tremont Lounge (Newark, N.J.): Jazz Van-

guards, Tue. 
Village East: Larry Love. 
Village Gate: Menge Santamaria, Miriam Ma-

keba to 3/12. 
Village Vanguard: Bill Evans, John Handy to 

2/26. Horace Silver, 3/2-6. Thad Jones-Mel 
Lewis, Mon. 

Your Father's Moustache: Stan Levine, Sun. 

DETROIT 

Act IV: Eddie Webb, Lenore Paxton. 
Baker's Keyboard: jazz nightly. 
Bandit's Villa: Terry Harrington, Fri.-Sat., 

afterhours. 
Bobbie's: Bob McDonald, Huther Holley, wknds. 
Checker Bar-B-Q: Bob Elliott, Mon.-Sat., 

afterhours. 
Chessmate Gallery: Harold McKinney, Fri.-Sat., 

afterhours. 
Colonial Lanes (Ann Arbor): Jeff Hollander, 

Fri.-Sat. 
Diamond Lil'a: Skip Kalich, Tue., Thur. 
Drome: Rufus Harley, 2/24-3/5. Horace Silver, 

3/10-19. Sonny Stitt-Don Patterson, 3/24-4/4. 
Roland Kirk, 4/9-18. 

Frolic: Don Davis, Thur.-Sat. 
Grapevine (Dearborn): Don DeAndre. 
Hobby Bar: Dezie McCullers, Mon., Tue., Thur. 
Jack Brokensha: Jack Brokensha, Tue.-Sat. 
Ursula Walker, Fri.-Sat. 

Momo's: Mark Richards, Keith Vreeland, Fri.-
Sat. 

New Olympia: Norman Dillard, Thur.-Sun. 
Pagoda (Clawson): Joe Grunde, Wed.-Sat. 
Paige's: Ernie Farrow, wknds. 

Playboy Club: Matt Michael, Vince Manee, 
Mon.-Sat. Jack Pierson, Sat. 

Pontchartrain Hotel: Dorothy Ashby. 
Roostertail: Chuck Robinett. 
Side Door (Kalamazoo): Dave Ferguson, Sun. 
Sirloin Inn: Danny Stevenson, Kathy Locke, 
Mon.-Sat. 

Tonga: Charles Harris, Mon.-Sat., Sun. after-
noon. 

CHICAGO 

Bramble Bush Lounge (Arlington Heights): 
Count Basie, 2/23. Woody Herman, 2/27. 
Ramsey Lewis, 8/6. Duke Ellington, 8/20. 
Stan Kenton, 4/8. 

Bungalow Inn: Jimmy Burton. 
Havana-Madrid: Bunky Green, wknds. 
Hungry Eye: Three Souls, Mon.-Wed. Jazz Or-

ganizers, Thur.-Sun. 
Jazz. Ltd: Bill Reinhardt. 
London House: Barbara Carroll to 3/12. Quar-

tette Tres Bien, 3/14-26. George Shearing, 
3/28-4/16. Eddie Higgins, Larry Novak, hbs. 

Midas Touch: Judy Roberts. wknds. 
Old Town Gate: Eddie Davis, Mon.-Thur, Franz 
Jackson, wknds. 

Peyton Place: The Jaguars, Mon.-Wed. 
Phamous Lounge: Anthony Braxton, Tue. 
Playboy: Harold Harris, George Gaffney, Ron 

Elliot«, Joe Iaco, hbs. 
Plugged Nickel: unk. 
Pumpkin Room: Dave Shipp, wknds. 
Yellow Unicorn: Eddie Harris-Dave Catherwood, 

Tue., Sun. afternoon. 

LAS VEGAS 
Black Magic: Jimmy Cook, Mon. Rick Davis, 

Tue. 
Rubens: Paul Bryant. 
Tropicana Blue Room: Erroll Garner, 3/31-4/20. 

Louie Benson, 5/12-25. George Shearing, 5/26-
6/8. Pete Fountain, 6/9-22. Maynard Ferguson, 
6/23-7/13. 

LOS ANGELES 

Beverly Hills High School: John Handy, Bola 
Sete, Anita O'Day, 4/22-23. 

Bonesville: Don Ellis. 
Carousel Theater (Covina): Pearl Bailey, Louis 

Bellson. Bunny Briggs, 4/6. 
Charley Brown's (Marina del Rey): Dave Miller, 
Chez: Buddy Rich to 3/8. Sergio Mendes, 3/9-

25. 
China Trader (Toluca Lake): Bobby Troup. 
Club Casbah: Dolo Coker. 
Cocoanut Grove: Louis Armstrong, 3/7-27. Lou 

Rawls, 4/18-5/8. 
Donte's (North Hollywood) : name groups nightly. 
Frigate (Manhattan Beach): Marty Harris, Vic 

Mio. 
Glendora Palms (Glendora): Johnny Catron, 
wknds. 

Huddle (Covina): Teddy Buckner, 
Jazz Corner: Charles Kynard. 
La Duce (Inglewood): local jazz groups. 
Lemon Twist: Don Abney. 
Lighthouse (Hermosa Bèach): Willie Bobo to 

3/4. Modern Jazz Quartet, 3/6-18. Art Blakey, 
3/19-4/1. Howard Ramsey. Mon.-Tue. 

Marty's ( Baldwin Hills): Bobby Bryant, Plas 
Johnson, Tue. 

Melodyland (Anaheim): Sergio Mendes, 2/28-3/6. 
Memory Lane: name groups nightly. 
Parisian Room: Perri Lee, Wayne Robinson. 
Lou Rivera, Mon. 

Pied Piper: Ocie Smith, Ike Isaacs, Gerald Wig-
gins, Sun.. Tue. 

P J.'s: Eddie Cano. 
Playboy Club: Joe Parnello, Bob Corwin, Ron 
Anthony, Willie Restum. 

Reuben's (Newport Beach): Edgar Hayes, Fri.-
Sat. (Whittier): Tue.-Thur. 

Reuben E. Lee (Newport Beach): Edgar Hayes, 
Sun. 

Scene: Mary Jenkins. 
Shelly's Manne-Hole: Chet Baker to 3/6. John 
Handy, 3/7-19. Don Ellis, 3/21-4/2. Shelly 
Manne, wknds. 

Sherry's: Mike Melvoin, Sun. 
Shrine Auditorium: Jimmy Smith, Oliver Nel-

son, Arthur & Red Prysock. 4/10. 
Sportsmen's Lodge (North Hollywood): Stan 
Worth, Al McKibben. 

Tropicana: local jazz groups. 
Ward's Jazzville (San Diego): Jimmy Smith, 

2/24-26. 
Whittingh ill's (Sherman Oaks) : D'Vauglin 

Pershing, Chris Clark, Tue.-Wed. 
Woodlake Bowl: Page Cavanaugh. 
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Anthony Williams & 
that great Crete sound. 

Best beat of a lifetime. 
New star Anthony Williams is another 
standout member of the "Gretsch Set." 
A drummer from the age of ten, Tony 

broke into the front ranks with the Miles 
Davis group at 17. He has also worked 
with notables John Coltrane, Cecil Tay-
lor and Freddie Hubbard and has played 
in Europe and Japan. 

Like Art Blakey, Max Roach and other 
stars, Tony chooses Gretsch drums for 
their response to the player's style. He 

particularly appreciates the way the 
Gretsch seamless metal snare drum with 
chrome shell responds excitingly to his 
hard-driving, modern drumming. The 
explosive sharpness of the exclusive 
Wide-42 Power Snare and the vital sound 
of the compact new Gretsch 18" x 14" 
bass drum. 

Today's top drummers also like many 
other Gretsch features, including the 
stick protection their rim shots get. 
Gretsch hoops are fully flanged and 
beaded, die-cast and triple chromed. 

Discover the extra values and the 
great Gretsch sound you get with the 
drums the best men use. These drums 
are waiting at your Gretsch dealer's for 
a tryout, now. 

Tony's "Jet Black" Gretsch outfit contains 
18" x 14" Bass Drum, 12" x 8" and 14" x 14" 
Tom Toms, 14" x 5" Gretsch Metal Snare Drum 
model 4160 with exclusive Gretsch Wide-42 
Power Snare. 

THE FRED. GRETSCH MFG. CO. 
60 Broadway, Brooklyn, N.Y. 11211 

Dept.A• 3 

El Please send me a copy of the full 

color Gretsch Drum Catalog 

Name  

Address  

City  

State Zip Code  

GRETSCH 
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We don't ask you to take the 

instrument apart to prove 

ÇXCPLILENCFn% 
... but here are four simple things you can do 

Compare it side by side 

. . . with any other instrument. All it takes is 
a quick glance to see King's superiority in 

jewel-like finish. Its lacquer is oven-baked 

to outwear conventional finishes 19 times. 

et the Inside story 

. . . from a service expert. He's the fellow 

who does take instruments apart. He'll 

tell you King craftsmanship is unsurpassed. 

This means trouble-free performance. 

lower upkeep costs year after year after year. 

Your best choice? It's obvious! 

Test its tonal silent 

against any other instrument. Again King's 

excellence will come shining through. 

Each King is made to play beautifully 

easily... and each is tested thoroughly by 

a master musician before it leaves the factory. 

plays a Kla 

...w at et in so Ting. Ten e annon 

Adderley, J. J. Johnson, Harry James 

use King instruments exclusively. They'll 

tell you why. They want the best. 
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