
































DEFINING BLACK MUSIC:

THE BLUE IM-
PULSE transferred
« « o containing a
race, and its ex-
pression. Primal
(mixtures , . .
transfers and imi-
tations). Through
its many changes,
it remained the ex-
act replica of the
Black Man in the
West.

—LeRoi Jones,

Black Music

By Mike Bourne

LAST WINTER, LeRoi Jones spoke at In-
diana University on what he considered
the indefinable topic of “Black Art.” To
the cultural dlsmay of the “stunning bit
of Americana” he addressed, even his
simplest references, especially the musical
illustrations, seemed inaccessible.

Being somewhat personally enlightened
(having written a master’s thesis on Jones’
plays), I at least managed a minimum
régistration for his commentary but won-
dered how many others caught such a
glimpse. I doubted, for example, if more
than a dozen of the hundreds of dinner
guests had ever heard of Sun Ra, a Jones
favorite, including the many blacks, most
of whom failed to recognize their own
plight as Jones unloaded on them.

Why I mention this, then, is that the
general nonregistration in the audience
proved Jones’ contention that most Ameri-
cans, black and white, fail to view black
art, and especiall_y black music, as a cul-
turally artistic entity.

One black educator particularly aware
of this problem is the subject of this inter-
view, David Baker, director of the jazz
program for TU’s music school. Currently
organizing the Institute of Black Music,
hopefully to be funded for 1970, he is also
co-authoring, with Dominique de Lerma
and Austin Caswell, a definitive study en-
titled Black Music Now for Kent State
Press. I asked him first to define black
music as a working term.

BAKER: What distinguishes black music?
I think, first of all, we're talking about a
different approach than if we were talking
about nationalistic musics in the really
catholic sense of the word. I could give
you all the characteristics of Russian mu-
sic or Indian music, but when you're talk-
ing about black music, you're talking about
an amalgam of a lot of things that have
gone to make black culture. Let’s say that
in the working sense of the term that
we're using in the Black Institute, we're
talking about music written by black com-
posers primarily, our music, played or
sung by black artists, and music that is
generally thought to be an indigenous part
of the black culture, It really covers a
multiplicity of notions when we start talk-
ing about black music, but this is what
we're talking about in the institute.
BOURNE: Will your institute be open to
white musicians?

DB: Yes. It will be open to 35 people
from around the country, who will be
chosen on the basis of their interest in
either instituting new courses in black
music or restructuring the present courses
in a college situation. These will all be
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educators, and the prime prerequisite is
that they be interested in fostering the
spread of a body of black music,

MB: What about black music as an entity?
Jazz, for example? I interviewed John
Lewis last year, and he stated that “jazz
is America’s art music,” implymg that jazz
is the only. art form really grown in Ameri-
ca. Now; is jazz more an American art
form, reflecting the whole culture, or is
jazz more a black art form specifically?
DB: Well, I'm not sure I completely agree
with Jobns notion. I do think it's 1mpos-
sible to separate the two because jazz is
essentially an American black art form.
It can’t be a black art form per se, because
there are blacks everywhere in the world
who have nothing to do with jazz. But in
America jazz is the expression of the black
man primarily, or has been.

MB: Lewis described jazz as the union of
African rhythms with European musical
techniques.

DB: No. There is much to dispute that
notion. If you know Gunther Schuller’s
Early Jazz, Gunther not only refutes that
statement, but contends (and I'm con-
vinced after reading some other treatises
on the subject) that jazz has borrowed
very little from the European.

MB: LeRoi Jones writes in Black Music:
“The phenomenon of jazz is another way
of specifying cultural influences. The jazz
that is most European, popular or avant,
or the jazz that is Blackest, still makes
reference to a central body of cultural ex-
periences.”

DB: Let me put it another way. In what
I call pure jazz, every significant contribu-
tion has come from the black man. There
has never been a white innovator yet, only
developers, though really that is just as
important in a lot of respects. But there
have been three syntheses in jazz, at this
point—by Louis Armstrong, Charlie Park-
er, and Ornette Coleman—and when you
look at these three giants, the figureheads
in all of jazz’ brief history, these are the
innovators and these musicians are black.
Still, I don't think jazz is vouchsafed just
to our keeping. I think that cultural, socio-
logical, and economic conditions have
made it such that it has thrived, it has
grown, as part of the black culture. But
this doesn't mean that there won’t be, or
couldn’t be, significant achievements from
another race.

MB: Jones would contend that a white
person can't even approach jazz because
of this cultural separation.

DB: Well, by that token, black musicians
would not be able to play classical music
because it comes from a culture foreign
to us. I really think it's all a product of
exposure, an environmental thing. Obvi-
ously a black musician is more likely to
relate to jazz because all this time jazz
was the only field open to the black mu-
sician. So the black musician has had to
cultivate this art form, has had to take
refuge in this particular art because there
was nowhere else for him to go.

But with the assimilation and the ac-
ceptance of the black man into other areas
of music, we're starting to find that there
are black musicians who do just as well in
nonjazz, as there are white musicians who
do just as well in jazz.

An Interview with David Baker

MB: What was your goal in your Black
America suite? What reaction did you
desire?

DB: Only that the audience be communi-
cated with, I expected negative reactions.
Musically, it represented a very different
approach to jazz. And certainly from the
sociological implication, I expected a lot
of people to be upset. But I did expect, and
I always expect—and I think my goals are
no different in Black America than in any
other piece of music I write—to invoke
a response, negative or otherwise. In this
particular work I tried to show what to me
was a musical view of the black culture:

what I perceive is black music culture,
with all the divergent influences, with
everything that's happened from the influ-
ence of Spanish music, of white music,
and so forth. I tried to make the piece
really speak from my whole background,
which I think is, in some measure, indica-
tive of what the black musician, jazz or
otherwise, is today: the contemporary
black musician.

MB: Did Black America have any mes-
sage beside this image? Did you want any-
one to come away thinking something as
well as feeling this response?

DB: Yes. But really this could not be
achieved through the music alone but
through the nonmusical portions of the
suite. As a whole piece of art, I wanted
everybody who listened to know that I
was, first of all, angry at the senseless
murder of Dr. King. And secondly, I
wanted to register musically and with
words—and in every way I knew—that I
was hurt. Still, I wanted everybody to
know that a lot of love was there and that
I didn't think this was the end of the
world, or that it was the end of relation-
ships between black and white. All through
there was that element of hope that there
must be a way somewhere.

Of course, each time Black America is
done, it's a new work, and the poetry has
to be changed to fit the tenor of the
times. In the first version I was really
optimistic, thinking that in the wake of
Dr. King's death everybody would be get-
ting together to make this thing work.
Then, in the interim I was convinced that
not many people were changed. So I
added a new poem at the end: “Let us
praise him now that he is dead!” And the
piece became less optimistic than what was
done earlier. I refuse to give up his dream,
though, and refuse to think there isn't a
way, because I know from my own ex-
periences that there is a way. Now, how
do I transfer that to a universal notion?
MB: Is black music education oné means
toward this racial communication? Let me
read a comment by Oliver Nelson from
Down Beat (Sept. 19, 1968): “The jazz
education movement, it must be recog-
nized, is still in its infant stages. Most of
the activity occurs only from May to
August. A lot more in the way of educa-
tion is needed if American music is to
continue to grow.”

Will your Black Institute be along these
lines?

DB: First, it's not only jazz. Jazz is one
portion of it. The institute will be con-
cerned with black music in total. But I
do think Oliver is 100 per cent correct.


















Racords are reviewed by Chris Albertson, Don DeMicheal, Gilbert M. Erskine, Ira Gitler, Alan Heineman, Wayne Jones, Lawrence Kart, John
Litweiler, John McDonough, Dan Morgenstern, Irvin Moskowitz, Don Nelsen, Harvey Pekar, Harvey Siders, Carol Sloane, and Pete Welding.

Reviews are signed by the writers.

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

Bobby Bryant Haum—m

BARTH DANCE—World Pacific Jazz « 20154:
Earth Dance; While My Guitar Gently Weeps;

Since 1 l.cft Home; Cristo Redentor;

risss;
H?phm: Is a Warm Gun; Love Is Like an Old;
012 Man; I Want to rgmi%. .

Personnel: Freddie Hill, Buddy Childers, Paul
Hubinson, Bryant, ctrumpets; George Bohanon,
ohn (Streamline) Ewing, Bill Tole, Mike Wim-
erly, trombones; Ernie Watts, Pete Christlieb,
Herman Riley, reeds; David Duke, French horn;
Melvin Moore, violin: Don Bailey, harmonica;
&e Sample, piano; Mike Amhonywquimr- Don

aldrop, tuba; Johin Duke, bass; Wilton Felder,
electric {u.m; Carl Lote, drums; Chino Valdes,
Bob Nortris, congas.

Rading: % % % %

This album succeeds eloquently in bring-
ing to fruition the long-cherished big-band
aspirations of Bryant. This is not to imply
that the recording is one of those “live at
. . ." affairs, but anyone lucky enough to
have been at Donte’s in North Hollywood
when Bryant unveiled his book (it would
be erroneous to say “his band” because
most of these sidemen are among the
studio swingers who fill the ranks of other
area bands) would realize how that “paid
rehearsal” was leading in the direction
crystallized in this recording.

That direction is basically a soul-
drenched dance band that specializes in
jazz-rock (the order of the hyphenate is
significant) and provides a showcase for
the amazing chops of Bryant.

The title tune sets the pace immediately:
flute trills, broad fanfares by trombones,
a soaring obligato by French horn. The
Dale Frank arrangement could easily be
the main title of a Hollywood epic—but
the mood changes abruptly as Lott lays
down a hard rock pulse and the Bryant-
led trumpets wail a unison riff that re-
flects the leader’s upsweep emphasis to
perfection.

Felder snakes his way through a chro-
matic underpinning (reminiscent of Artie
Shaw's old theme, Nightmare) with a hy-
peractive line. Doubling that underpin-
ning, and heard later as a gap-filler is the
hauntingly beautiful sound of Moore's
amplified fiddle.

The unfolding of drama, a Bryant spe-
cialty, on Cristo is the high point of the
album for this listener. It says much about
Bryant the technician, the screecher, the
down-home soul-stirrer, and the projector
of beautiful, warm tones.

Crisis and Testify are infectious rockers.
Crisis, a Freddie Hubbard original, is dis-
tingnished more by the solo work of
Bryant, the use of Moore’s violin, and
the all-too-brief comments of tenorist Watts
than by the writing.

Testify is an Apollo Theater special,
goosed by a relentless ostinato by electric
bass and baritone saxophone that shows
the relationship between boogie-woogie
and r&b. It contains a hard-biting Watts
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‘tenor solo and ends with another Bryant

trademark, the drawn-out but eloquent ca-
denza in which he virtually preaches to his
flock.

Bryant contributed two arrangements:
My Guitar and Warm Gun—both Beatle
tunes. Guitar successfully captures the in-
trinsic Eleanor Rigby flavor of the tune,
with a. nice, concerted change of pace
when the transition is made from minor
to major.

Happiness happens to be a dumb tune,
and little can be done to make it ingrati-
ating. The only things worth hearing are the
postscripts by Bryant and Watts.

The Howlett Smith tune, Old, Old Man
has a John Anderson arrangement and is
a fine solo vehicle for Watts. The song,
with its sophisticated changes, is reminis-
cent—in flavor only—of Angel Eyes.

It's a good album by a personality too
strong to be confined to a trumpet chair.
Bryant’s a natural-born leader, and now
World Pacific is giving him the opportunity
to throw his weight around. —Siders

Billy Butler M

THIS 1S BILLY BUTLER!—Prestige 7622:
The Twang Tban% Cherry; Work Song; The
Soul Roll; She is My Inspiration; Bass-ic Blues.

Personnel: Houston Person, tenor saxophone;
Butler, guitar, bass guitar; Ernie Hayes, piano,
organ; Bob Bushnell, electric bass; Rudy Collins,

drums.
Rating: % % % V2

Billy Butler brings us an autumnal harv-
est of swing-era gifts—relaxed dancing
rhythms, rich tone, and the ability to con-
struct long, graceful melodies which re-
solve with an “all’s right with the world”
equilibrium,

His solo on Cherry is proof enough of
his talent. From its opening phrase, which
pulls the beat to and fro like a pair of
mellow lindy-hoppers, it blossoms into two
16-bar melodies that grow so naturally
from the tune that I imagine its composer,
Don Redman, would have enjoyed orches-
trating the chorus.

Butler has been a studio man for some
years, working mainly on r&b dates, and
prior to that spent eight years with Bill
Doggett. The virtues of that swinging band
show up on Twang and Roll, the tracks
with r&b rhythms, where the conventions
of the form are manipulated with an inter-
esting restraint and attention to detail.

Still, this kind of playing is pretty much
limited to cliches, and the more straight-
ahead tracks are where Butler really shines;
Blues, which features him on bass guitar,
and Inspiration, a warm ballad, in particu-
lar.

Incidentally, Butler has a gimmick, or
something which might become one, in his

“singing sound”, a method of tone produc-
tion which removes all attack and gives
the guitar a violin-like quality. I hope that
the probable popularity of this device
won't lead him to overuse it.

The rhythm section is solid, and Person
has a good solo on Cherry (dig his first
eight bars). If I could play a&r man, I'd
pair Butler with another Prestige artist,
Illinois Jacquet, in a relaxed format similar
to the label’s Swingville releases of several
years ago. The result, I'm sure, would be
something to take the chill off a winter
evening. —Kart

Larry Coryell mum——

LADY_ CORYELL—Vangugrd Apostolic 6509:
Herman Wright; Sunday Telepbone; Two-Minute
Classical; Love Cbild 'Is Coming Home; Lady
Coryell; The Dream Tbing; Treats Style; You
Don'; Know What Love Is; Stiff Neck; Cleo’'s

0od,

Personnel : Coryell, electric and acoustic guitars,

electric bass, vocals; Jimmy Garrison, bass (track
ZI); Elvin fones (tracks 7,9) or Bobby Moses,
rums.

No Rating

There is no way to rate this album.
Coryell is perhaps the most original guitar-
ist around, and there is some wonderful
playing on these tracks. He is, however,
an execrable singer, and the first side con-
tains three wretched vocals.

From those lyrics that can be made out,
it appears Coryell can write, and there is
a pervasive tendency among young musi-
cians not to want others to sing their
songs. This tendency goes hand in hand
with another, at once more attractive and
more dangerous—a tendency toward, and
in some cases a cult of, amateurism. If
you're sincere and let it all hang out,
everything will be cool, and never mind
the lack of talent or discipline.

The guitar work on the vocals is nice,
particularly on Wright, which has a '50s
rock-and-roll feel except for the two over-
dubbed wawa guitars. More good breaks
on Sunday, and some pleasant modern-
ized country playing on Love Child. But
it takes stoicism to listen through the
singing.

The rest of the album, except for the
two tracks on which Jones appears, is all
Coryell's fertile improvisation. Only two
reservations about him as a guitarist: his
mind outpaces his chops relatively often,
and his time isn’t the best, though it’s not
really ragged. But, Lord, the wonderful,
fresh things he plays!

Classical is rich and mellow, highlighted
by some great runs. Lady is a pretty line,
a progression off a reiterated rhythmic fig-
ure; the solo has some arresting Indian
phrasing in it. And Dream is one of the
most appealing new ballads one is likely

























































drummer Morris Jennings as guest art-
ists, will play a concert for the Los An-
geles County Museum of Art at the Bing
Theater on Sept. 8. The group is being
presented in cooperation with the Jazz
Institute of Chicago, who introduced them
at a JIC concert in June . . . Benny
Goodman’s concert at Ravinia, a Hull
House benefit, was enormously successful.
Tickets had been sold out weeks in ad-
vance and the lawn area was jammed.
Benny was in fine form despite a tooth-
ache . . . Trombonist Vic Dickenson cele-
brated his 63rd birthday in Chicago, at
the Channel 11 studios. The Bobby
Hackett Quartet plus Dickenson were
playing a nine-week engagement at the
Pontchartrain hotel in Detroit, but flew
down to Chicago for a day to tape a show
for the Corporation for Public Broadcast-
ing. With Bobby and Vic were pianist
Lou Forestiert and bassist Franklin
Skeete. They had to leave their drummer
behind, and former DB editor Don De-
Micheal did a great job filling in. Co-
produced by Robert Kaiser and Dan
Morgenstern, who were responsible for
the highly acclaimed Coleman Hawkins:
In Memoriam, the program went beauti-
fully. Highlights of the varied and well-
paced show include some exquisite Hack-
ett on Meditation and Jitterbug Waliz
and Dickenson on a fun version of Oh
By Jingo and a sensuous rendition of his
own tune, I'll Try. The program will be
scheduled for national airing later in the
year . . . Count Basie played a concert
at the Old Orchard Shopping Center . . .
Roland Kirk played two week-ends at the
Apartment backed by pianist Ron Burton,
bassist Vernon Martin, drummer Clifford
Jarvis, and Joe Texidor on tambourine
and other small instruments. Kirk also
appeared at a Modern Jazz Showcase con-
cert along with Sonny Criss, who had
Richard Abrams on piano and Wilbur
Campbell on drums. Criss also did two
nights at the Tejar, backed by pianist
Laura Thompson, bassist Eddie Cal-
houn, and drummer Teddy Thomas . . .
Odell Brown and The Organizers played
a weekend at Soul Junction . . . Clarence
Wheeler and The Enforcers are still at
Jazzville on weekends, where they backed
Sonny Criss for two, and are also playing
at the Living Room on Mondays . . . The
Apartment brought in Clark Terry for a
weekend . . . Billy Howell, who has
himself billed as the “world’s fastest trom-
bonist” has taken a group called the Jazz
Warriors into the Hungry Eye on week-
ends. The other warriors are tenorman
Doug Turner, organist Fred Humphries,
and drummer Bobby Miller . . . Muddy
Waters and Big Mama Thornton were
the headliners at the Plugged Nickel for
two weeks. Charlte Mingus, who has not
been in Chicago for many vyears, was
scheduled to open at the Nickel on Sept.
2. The probable lineup with Mingus in-
cludes trumpeter Bill Hardman, altoist
Charles McPherson, tenorist Billy Rob-
inson, and drummer Danny Richmond
. . . Otis Rush and his blues band are
playing at the Cedar Club on weekends
. . . Barbara's Peppermint Lounge brought
in Arthur Prysock and Hugh Masekela
. . . Singer Al Hibbler was at Lurlean’s,
backed by a group including guitarist Ro-

. . . . A Comprehensive Method of
]aZZ |mP|'°V|Sat|°n Study for All Players by David

Baker. Chicago: 1969, db/Music Workshop Publications,
192 pp. (104 music plates). 8%2x11, spiral bnd., $12.50.

September 15, 1969, is the publication date for JAZZ IMPRO-
VISATION, the first in a series of down beat/Music Workshop
publications, original materials for the study and performance
of jazz.

'IJ‘he methodology and music of JAZZ IMPROVISATION have
been developed by David Baker from his experience as a pro-
fessional musician, composer, arranger, and teacher. The pro-
grammed concept of JAZZ IMPROVISATION has been thoroughly
“field-tested” by Mr. Baker in his jazz study classes and demon-
strations at universities, clinics, and seminars throughout the
U.S.A. Manuscript copies of JAZZ IMPROVISATION were used
as primary texts for Mr. Baker’s 1969 summer school improvisa-
tion classes at Tanglewood. JAZZ IMPROVISATION addresses
itself to the needs of:

e all players at all levels of proficiency who want to learn the
essence of jazz in its many styles. Professional players will
similarly profit from its disciplined studies.

e music teachers who want to be relevant to America’s music,
and who want to equip their students with the basics of musi-
cal creativity.

e libraries — music or general; school or public.

Table of Contents: | Nomenclature, Chord Charts. Il Foundation Exer-
cises for the Jazz Player. Il Use of Dramatic Devices. IV An Approach
To Improvising On Tunes, Three Original Compositions: L.V. Swing
Machine/Le Roi Roly Poly. V The Il V; Progression and Other Frequently
Used Formulae. VI Construction of Scales and the Technique of Relat-
ing Them to Chords, Scale Chart. VIl Cycles. VIl Turnbacks. IX Devel-
oping a Feel for Swing, List of Bebop Tunes. X Developing The Ear.
XI The Blues, List of Blues Tunes, Blues Chart. Xl Constructing a
Melody. Xl Techniques to be Used in Developing a Melody. XIV
Constructing a Jazz Chorus, Three Solos Analyzed: Kentucky Oysters/
121 Bank Street/Moment’s Notice. XV Chord Substitution, Substitu-
tion Chart. XVI The Rhythm Section (Piano), Piano Chart. XVIl Bass.
XVIIl Drums. XIX Psychological Approach to Communicating Through
an Improvised Solo. XX Some Advanced Concepts in Jazz Playing;
List of Standards, List of Jazz Tunes.

JAZZ IMPROVISATION will be a standard text for the various
jazz courses offered during 1969-70 at Indiana University (Bloom-
ington). Other colleges also plan to adopt JAZZ IMPROVISA-
TION as a text or “required study.” Many high school music
educators and private music teachers have placed advance-of-
publication orders.

Educator’s “examination” copies available on 10-day approval basis if re-
quest is made on official school stationery. Book store and music dealer bulk
discounts on request. Order Now!

down beat/Music Workshop 19-20.21-22/69

222 West Adams Street, Chicago, lllinois 60606

Please rush me copy (s) at $12.50 each of JAZZ IMPROVISATION,
A Comprehensive Method of Study For All Players by David N. Baker.

down beat pays surfaco postage 10 any address in the world when ordor is accompaniod by
rsornitlance.c g“D 75¢ for Special Delivery anywhere. Make payment in U.S.A. funds only.
orcy, no C.0.D.

O Remittance enclosed: $ |

O Bill School O Bill dealer Use order number.
Mail to
School or Dealer
Address

-------------------------------------------------------------------------------------
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MUSIC SHOP classified ads aro acceptod for all
items and services bought and sold in the wids,
snternational Down Beat market. Classifications
include: methods, books, record collsctions, tapes
and records, - nwcical instruments (for sale, To-
pair, exchange, ete.), uniforms, accessories, jobs
offered (and warited), arrangers, lyrics, corre-
id courses, studios, colleges, clinics,
camypes, personals, vacations, travel, hobbies, audio
quipment. copying, musio tvpmntmy, trangerip-
tions, texts, reference works, record duplicating,
musio dealerships, bua charter, booking services,
talent agencies, posters, manuscripts, eto. (you
name {t) Acccphm of cdvcrﬁa&w copy subject
publisher’s approval. Ratos ten

RECORDS & TAPES

FAST RELIABLE JAZZ record service—many rare items
—foreign orders welcome—send for FREE LP sale list,
wnvamosr. Box 4935—4930 DELMAR, ST. LOUIS,

RENT STEREO TAPE—75c week. Catalog 25c. Art's
Tape Servics, P.0. Box 27815, Hollywood, Calif. 90027,

WANTED! Transcriptions and 78's by Michasl Coleman or
taped copies of same, James Hunt, S607 157th Avenus,
Howard Beach, New York 11414,

HARD-TO-GET folk, jazz and blues LPs. Send wants.
Monon Record Service, Box 18221 BW, San Francisco,
California 94118.

JOHN CASE, SOLO PIANO IMPROVISATIONS, stereo
album, $3. 50. 2300 Lincoln, Fort Worth, Texas 76106.

to al
words per ingertion): one {naortum. 65¢ per word.

BOOKS

AFTER_ HOURS POEVRY: Send $1.00 to Jake Trussell.
Box 951, Kingsville, Texas.

SOUL DRUMS—Over 5000 Beats! Send $2.00. John
Dowlan, Box 513, Levittown, Pa. 18058.

HUMOR

35.000 PROFESSIONAL COMEDY LINES! Forty speakers’
Joke books plus Current Comedy, a topical humorous sarv-
ico period. Catalog free, Sample selection $5. John Rein
molcsmes, Inc., 232 Madison Avenue, New York Clty

MISCELLANEOUS

MPAN PRODUCTS SERVICE. U.S. $5. per Inquiry or
J $30 yearly. Intercontinental, CPO 1717, Tokyo.
apan

PSYCHEDELIC CATALOG of Lighting, Posters, Jewelry,
etc. Send 25c. HOLE IN THE WALL, 6055-D Lanker-
shim, North Hollywcod, Calif. 91606.

. Catalo;

OLDJES—45 RPM. Original Hits. Over 4,000 available.
25c. C & S Record Sales, Box 197, Wamps-

ville, New York 131163.

RECORD—POST

thousands of albums ONLY AVAILABLE FROM US in
England. Country blues to Coltrane. Send us $1
(surface mall) or $2 (alr mall) for a comprohonslva
catalogue to: “'l’ony" London, SW14.

PS: For Example:

TT/100N: FATS WALLER BIG BAND 38/42: Autry,
John Hamllton, Nut.' Willlams, G. Robinson, J. Hough-
ton, W, Alsop, Powell, F. Skorritt, G. edrlc.
8. Slmmcmdl. AI Cuey. C. Wallaco, 8, Jones.: In
the gloamin’, You had an ewcnlng to spare, Tet's
break the good n Skrontch, 1 slmply adore you
(unlnued llko). '.l'he Shelk Kald my hand, Inside
chant of the groow got it, Bump steak,
Wo need o lttle love, You mun o losing your mlnd
Two blu Tharo nre a stack of other nno azzmen

this L.P., ny to mentlon, 33 00 (post. lnel)
TT/8IF: AROHIE 8HEPP & NEW
CONTEMPORARY BILL DIXON. ‘l TETI
Where popples bloom. Like a blessed baby lmb,
Consequences, The 12th December, \Vinter song 1964.
$2.90 (post. nel.)

THEORY

MUSICIANS — ACTS
‘THE WORLD IS YOURS!" .
.List of agents in 20 courgalas. Send money order.

R. G. OWENS
B31 S. W. Sixth Ave. Portland, Gregon 97204

IMPROVISATION METHODS

PRACTICAL [MPROVISATION by BOB TILLES
A new modem harmony book for all instruments.
Contains playing and writing exercises for Improvis-
ing, chord and progression alterations, blues, bridges,
intros, turnarcunds, modulations, standard progres.
sions, etc 3.26

BOB TI
6153 N. Claremont

Chicago, iil. 60645

[ David Baker: JAZZ IMPROVISATION, A compre-
hensive method of Study For All Pllyus .$12.50
(New Publication! Availabte Sept. 15)

O Baker: Developing Jazz Improvisation ....$ 7.
Baker: Developing Improvisational Facility .$ 5.75
George Russell: Lydian Chromatic Coneept 18.50
John LaPorta: Guide To Improvisation (text/3-7“
LPs) Indicate C-treble; C-bass; Eb; Bb ...$ 7.50
LaPorta: El;evolo;ggg Slght Readlnz Skills Indlzcata

‘c''y “Eb'’; BbY ............. each 50
Gliver Nelson: Patterns For Saxophone ...$ 7.00
Aebersold: New Approach To Improvisation $ 6.95

Jerty Coker: Improvising Jazz ..........
Henry Mancini: Soundsz& Scores .......J 1

Bill I.elvltt (Berklee): Melodic Rhythms ..$ 4.60
Leavitt: MODERN GUITAR METHOD
Volumes l and Il ................ 4. 00

Catalog Free With Order Free Postage Anywhero

TODAY'S MUSIC
Box 169 o Libertyville, lllinois 60048

Prices listed in Aug. 21, 1969 down beat were
incorrect. Please note correct prices below.

MUSIC OF YUSEF LATEEF

[J Flute Book Of The Blues .............. $2.50
3 Trio For Flute/Piano/Violin ........... $3.00
[ Saxophone Oumlet #FVoo $4.50

O Slrmf Quintet #
20c per order for postage anywhere

P.Q. Box 343 Teaneck, NJ 07666

JAZZ INSTRUCTION BOOKS—Frae catalog. ADOLPH
SANDOLE, 243 Rambling Way, Springfield, Pa. 19064.

NEW!
ror JAZZ ebucarion

MODERN MUSIC SCHOOL

THEORY TEXT and WORKBOOK
by Phil Rizzo
Foreward by Stan Kenton

FOR CLASS OR INDIVIDUAL INSTRUCTION

| for brochure write:
L Dept. D

L JAIZ EDUCATION

PRESS

113 N. THIRD ST.
MANHATTAN, KS 66502

WHERE TO STUDY

PLAY JAZZ through the POLYI'ONAI. RHYTHM SERIES.
Call or write Emile De Cosmo, 1 Kennedy Blivd.,
No Bzarxen, N.J. 07047—(201) UN 44073. (201) UN

DRUMMERS!

From Rio de Janeiro, Paulo Andro Gomes writes—
‘*Doar Stanloey Spector:

| wish to oxpress my appreciation and thanks to
you for tho pleasure and help | have obtalned
through the study and practice of your home study
course In dr i After six ths of weekly
lossons with you, | feel an improvement in my
joxz drumming that Is far greater than anything |
could have expected. In Brazil, as you may know,
there Is no way to have jazz Instruction, and travel
to and living in New York City, tho jazz conter of
the world, 1s not possible for me. So tho weekly
tape recordings that | send fo you for corroction,
and tho weokly tape recorded lessons that you send
to mo is a wonderful solution that | could not
have droamt about before | started tho courge.'*
HOW CAN A GOOD DRUMMER GET TO PLAY
BETTER? For further information about our recorded
home study course, write to the

STANLEY SPECTOR SCHOOL OF DRUMMING

200 West 56th Streot (at 7th Ave.) Dept. 220
New York, Now York 10019 Phone 246-5661
Foreign inquirles aro invited. Please send two Inter-

tional Reply Coupons — ol your post

alr mall

office — for an | diat p
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land Faulkner and bassist Truck Parham

. Tut Soper, who came out of retire-
ment to play piano with Dan Williams’
band on the Showboat Sari-S for a few
weekends, jammed his thumb on a broken
key.

New Orleans: A pop festival held on
Labor Day weekend near Baton Rouge,
La., enigmatically called the New Orleans
Pop Festival, featured a full roster of
rock and pop stars. Included on the pro-
gram were Janis Joplin, The Byrds,
Canned Heat, Couniry Joe and the Fish,
The Grateful Dead, The Youngbloods,
and others . . . French movie director
Jean-Paul Belmondo shot a scene for
his picture Again a Love Story at Dixie-
land Hall on Bourbon Street. The band
in the scene was Sweet Emma’s tradi-
tionalist group . . . The Dutch Andrus-
Armand Hug band that played a recent
concert for the New Orleans Jazz Club
included Andrus on trumpet; Bruce Yoor.
hies, trombone; Rene Netto, clarinet;
Hug, piano; Joe Nastasi, bass; and Don
Frantz, drums. Andrus’ augmented group
played on the Steamer President during
August . . . Drummer Johnny Vidacovich
did three weeks in Las Vegas with Wayne
Cochran and the C.C. Riders, then re-
turned home to resume his studies at
Loyola University and his drum chair at
the Bistro with Ronnie Dupont’s combo.
Subbing for Vidacovich during his leave
of absence was Mike Palumbo, a young
percussionist from Southeastern Louisiana
College . . . Jim Duggan replaced trom-
bonist Joe Prejean in Pete Fountain’s
brass section . . . Roy Burns gave a
drum clinic at Werlein's Music Store.
The multi-faceted drummer worked with
the late George Girard here at the Famous
Door in the early 1950s . . . Pianist-vocal-
ist Angella Trosclair of the Loyola Uni-
versity Jazz Lab Band appeared on.the
Dennis James College Talent Show in July

. . Pianist Ronnie Kole took a break
from his frantic schedule for a week,
leaving the music in his Bourbon street
club to a quartet led by reedman Rene
Netto . . . Trumpeter Herb Tassin subbed
for Roy Liberto at the Famous Door
while the latter was on a road engagement

. Ella Fitzgerald’s long-awaited engage-
ment at the Blue Room begins on Septem-
ber 18th,

Detroit: Guitarist Dennis Coffey is
billed as the leader of a trio of local
musicians who recently released an album
entitled Hair and Other Things on the
Venture label. Actually this is the same
trio which, under organist Lyman Wood-
ard’s leadership, is packing them in with
a mixture of jazz, funk and psychedelic
rock at Morrie Baker’s Showplace. Larry
Carroll recently replaced Melvin Davis
on drums with the group . . . Another
organ trio, led by multi-instrumentalist
Dezie McCullers, has returned to the
Visger Inn in River Rouge, where Satur-
day matinee sessions remain popular. Sup-
porting McCullers are organist Joe Bur-

‘ton and drummer Archie Taylor .

Pianist Claude Black has returned from
a long stay across the Ohio border in To-
ledo to do a single in the cocktail Iounge
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