
































The Good Old
Brand New,
Multitalented
MEL TORME
by

Leonard Feather

MANY SINGERS ARE simply singers; some
are also songwriters. Melvin Howard
Torme's life in show business has taken
him along so many paths that it is not
only difficult to keep track of them, but
almost impossible to believe that all of
them have been part of the career of one
man, _

Though Mel's innumerable bags have
overlapped frequently, he was known pri-
marily during his childhood as a singer
(starting at the age of 3, when he did
remotes from Chicago’s Blackhawk with
the Coon-Sanders orchestra, and continu-
ing during his early school years with
Buddy Rogers and other name bands); a
drummer from 1933, and a radio soap
opera actor between the ages of 8 and 15.
He was at the latter age when his first
song, Lament 1o Love, was recorded by
Harry James in 1941. He joined ASCAP
in 1946; his chief credits, some of them as
both composer and lyricist, include The
Christmas Song, Stranger in Town, Born
To Be Blue and the extended work Cali-
fornia Suite. )

Torme -also led one of the most ad-
vanced vocal groups of its day, the Mel-
Tones, in California in the early *40s.

Though respected by musicians every-
where and often highly rated in jazz polls,
Torme has never been pigeonholed as a
jazz singer. (He disagrees: see below.) He
has worked, of course, within countless
jazz contexts, most notably the Marty
Paich Dektet, which established a singular
vocal background character for him during
the 50s.

A couple of years ago Torme sprang
yet another surprise, announcing that he
had decided to write all his own arrange-
ments. Despite his lack of experience in
this area, he did the job painstakingly and
well, unvellmg his first set of charts at a
Las Vegas casino.

This year brought perhaps the most un-
expected extension of his seemingly limit-
less activities. He was appointed Executive
Producer of a CBS special, The Singers.
‘Aired last Sept. 8, it had many of the
qualities of Laugh-In; some observers felt
it should have been called Sing-In. Much
of the show revealed Mel's sense of humor,
his avocational interest in old planes, and
his keen sense of camp.

Torme himself did not appear on the
program, which featured Frankie Laine,
Jerri Grainger, Marilyn Michaels and oth-
ers. The dialogue below took place just a
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few days before The Singers went on the
air. It was evident that Mel had applied
himself with typical dedication to his new
role. In a small office adjoining his living
room, a movieola machine had been in-
stalled, enabling him to check on the edit-
ing of the show and other details. Mel is
not the type to waste any time: during
most of the interview, his hair was being
cut. He was due to leave in a few hours
for New York.

Feather: Diversification has been a key-
note of your career in the past couple of
years. Writing your own arrangements,
working as a television actor, and now get-
ting into the production end, writing scripts
and so forth. Did these developments just
happen one at a time by chance, or were
they part of a master plan?

Torme: I don't really know how to cate-
gorize them. It's no secret of course, that
I was disturbed about the fact that in the
image-inducing kind of business that we're
in, if someone is a good, fair, mediocre or
even a great actor, if you have a giant
image as a singer or what have you, it’s
very difficult to get the powers that be to
recognize any other talents.

One of the reasons I wrote a Run for
Your Life script, and a Virginian, both of
which I also guest-starred in, was to create
a couple of good acting roles for myself,
to the point where these guys would start
thinking of me more as an actor, in con-
junction with my singing career.

Well, this worked out, because sure
enough, I just finished doing one of the
first episodes as the lead guest in the new
series, The Bold Ones. They did three
separate family things, the lawyers, the
police and the doctors. I did the lawyers,
with Burl Ives and Jimmy Farrantino and
Joe Campanella.

LF: You scripted it too?

MT: No. That's the point I'm trying to
make. Roy Huggins, who's the executive
producer, and Jo Swerling, the producer,
gave me my chance with Run For Your
Life and apparently liked my acting well
enough to cast me in this terribly im-
portant, highly dramatic role without my
having to write it.

LF: Would you still get enough satisfac-
tion out of writing and be able to devote
enough time to continue on that line?
MT: Yes. But it takes a tremendous
amount of time to write for TV. It took
me three months to wnte the Run For
Your Life and seven months to write The
Virginian, and I could never create enough
roles for myself, first of all, within a
year’s time, just devoting myself exclusive-
ly to writing and acting. The singing career
would preclude that. Any writing I think
I'd do in the future, from the standpoint
of film or tape, would either be what I've
just done now with this show I've just pro-
duced, or it would be in the nature of a
theatrical movie as opposed to a TV show.
It’s just too much work to perpetuate.
LF: What are the details of the show?
MT: The title, believe it not, is The Good
Old Brand New, Multicolored, Fascinating,
Winging, Singing, Swing Singers or . . .
The Singers. Of course, it will be known
as The Singers, but that’s really our first
title. It's a complete departure; it's a way
to present a musical show in comedy
framework without ever resorting to the

standard cliches of introductions, the stand-
ard “Good evening, folks, and welcome to
our show”.

There's no specific star; it's not like do-

ing, for example, the Andy Williams Show
or the Dean Martin Show. We have a guest
host, but he’s one of the stars on the show;
Jack Jones is the guest host on this one.
We also have Frankie Laine, Cliff Robert-
son, Edward G. Robinson, Jonathan Win-
ters.
LF: How did you come to be producer?
MT: I created the show. I had worked
with Billy Foster before on the Jerry
Lewis Show, and I felt that between us
we might form a rather interesting com-
pany—Torme-Foster Productions. I brought
him in as a full partner and we developed
my original idea into what this show is
now. There are several reasons, of course.
A main one is that my wife Jan is having
~a baby, and I see a way to stay in town,
if the show gets picked .up for a series,
and concentrate on producing a show.

I would have to curtail my other guest
shot activities. For instance, I've. been
signed for two Carol Burnett’s, but they
don’t go until January, and if this show is
picked up, it will go in January. The only
way I could do guest appearances would
be on my own show. Again that may seem
like a paralle] to the writing thing, but
it's not really, because in this instance on
the special, Billy Foster, amongst others,
said why don't you do a little vignette?
I said I really don't want to be on this
show; I've hired the people, I've cast it,
along with Billy of course, and I think it's
incumbent on me to stay out of the front
of the camera, just in the back because
that’s where I function.

I wrote about 90% of the material, put
it together—Billy produced and directed,
I functioned as Executive Producer and
one of the writers, and it's been a wild
experience, it's been great.

LF: Does the presence of the movieola
here have anything to do with it?

MT: Yes. I've been picking up on all
techniques. I've been working with the
Editek machine, the Ediophore—the Edi-
tek allows you to make your edits electron-
ically, you don’t have to cut the tape.
You make them from two pieces of tape
and they go through a computer-like proc-
ess with numbers, etc.

Also, the creative end of my career has
always been pretty important to me; for
instance when I was a writer on the Judy
Garland series a few years back, I sudden-
ly thought it seemed stupid to write for
other people and at least not gain the re-
ward of owning it. I own 50% of this
show and with any kind of luck it could
be a great money-maker and, more than
that, it gives me a chance to flex the mind
muscle again.

LF: The last time I had an interview with
you you were violently opposed to what
was then the burgeoning rock movement;
that was more than four years ago. Now
you have either modified or changed your
views in some ways.

MT: I've changed them to this extent. I
still like quality, whether it's in jazz or
classical music or rock, and I recognize
that just like any infant, rock has grown
enormously. When you get tunes like Mc-
Arthur Park, and a tune that I just re-
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Clarence Carter IS

TESTIFYIN'—Atlantic 8238: Bad News:
Sna_ubnég It_Back; Soul Deep; 1 Smell a Rat;
Doin' Our Thing; You Can’t Miss What You
Can't Measure; Instant Reaction; Mnkini‘ Love
At_the Dark End of the Slncl),' The Feeling
)’ Right; Back Door Santa; 1 Can’'t Do Withous
ou.

Collective Personnel: Gene Miller,
Collaway, trumpets; Aaron Varnell, Joe Arnold,
tenor saxophones; Ronnie Eades, baritone saxo-
phone; Barry Beckett, Claycon Ivy, piano and
organ; Carter, guitar and vocals; Albert Lowe,

Harrison

Lxmmy Johnson, pguitars; David Hood, Jesse

oyce, bass; Roger Hawkins, Freeman Brown,

drums. - .
Rating: % %

Almost all music is ritualistic in some
degree. Currently, soul music, both the
Memphis and Motown strains, seems de-
signed to fulfill only the exigencies of
ritual, at the expense of creativity, explora-
tion, innovation, etc. Those for whom such
a performance is sufficient will probably
enjoy these sides. ’

Carter manipulates the soul cliches en-
joyably, although his voice is less mobile
than those of other soul performers. Plenty
of “y"all's and “now look-a here's”, several
wicked chuckles, and endless repetitions of
Carter’s trademark, an “ahh” that slides
down as low as he can go, then slurs up-
ward into the first note of his next phrase.
Feeling is virtually based on that device.

There are two really nice cuts, Soul
Deep and Santa, the latter containing some
funny lines. The other tracks are pleasant
but undistinguished, except for Making
Love, an embarrassingly self-conscious
monologue with about a minute of sing-
ing at the end. In it, we learn some fas-
cinating things about sexual behavior in
the animal world, for example that ‘“cows
like to make love.”

Well, it's nice dance music, anyway.

—Heineman

Colosseum S

THOSE WHO ARE ABOUT TO DIE SALUTE
YOU=—Dunhill $0062: The Ketile: Plenty Hard
Luck; Debut; Those About to Die; Valentyne
Sweet; Walking in the Park.

Personnel: Henry Lowther, trumpet (erack 6);
Dick Heckstall-Smith, soprano and tenor saxo-
phones: James Litherland, guitar, vocals; Dave
Greenslade, vibraharp, piano, organ, vocals; Tony
Reeves, electric bass; Jon Hiseman, drums.

" Rating: % % % % V2

I don't really keep track of what was
released when, but unless I've misplaced
a significant album, this is far and away
the best rock LP of the summer. Damn!
The power and drive of traditional rock,
the ensemble tightness, group empathy
and, frequently, the innovative soloing
normally associated with jazz,

Virtually everyone in the group—vir-
tually every British rock player, apparently
—is a refugee of Graham Bond’s and/or
John Mayall’s bands. Mayall in particular
seems to be the functional equivalent of
Art Blakey in terms of launching starring

careers for his sidemen.

I have but two reservations about these
sides, neither serious: Hiseman, the leader,
is a little too anxious to be heard, on
occasion, and will sometimes mar the over-
whelmingly cooperative group sound; and
I think they will do better in terms of
original compositions and solos as they
work together more. Except for the three-
part Sweet and the title track, the tunes
themselves aren’t that compelling.

The playing, however, is superb. All
five are technically masterful, but then,
so are hordes of rock musicians; these
guys have found individual voices and a
total sound. Heckstall-Smith and Green-
slade are especially noteworthy ensemble
and solo players. The former is the more
striking on the first auditions, but I've
begun recently to feel that Greenslade is
at once more interesting and more es-
sential to the band’s unity. They’re both
groovy.

There are a great many points of interest
on the album—which, incidentally, is ab-
solutely beautifully recorded, for which a
deep bow to Dunhill—but I'll just mention
them in passing, so as to concentrate on
Sweet in detail. Dig: Heckstall-Smith's
booting tenor on Hard Luck (he has
mastered Roland Kirk’s two-horns-at-once
technique and uses the same harmony but
not the same phrasing); Greenslade'’s two-
chorus organ solo on Debut, which starts
as an Eastern-flavored blues, misterioso,
then moves into a bolero rhythm after the
first two choruses; Greenslade's organ again
on Die, followed by an intriguing dialogue
Heckstall-Smith has with himself, first
double-tracking his tenor, then playing
tenor and soprano simultaneously, weaving
Latin and Spanish rhythms all through
the rock fibres; and the latter composition
itself, which begins as a jumpy blues,
adds a Latin bridge, and then some East-
ern ensemble figures.

Sweet is the album’s showpiece. It's
described in three parts, but I hear four.
The first section begins with a rock theme,
elaborated on with, among other things,
a gorgeous piano-soprano conversation.
Its second theme is modal, a four-note
descending riff with each note repeated
once. More fine organ, wailing, driving,
wailing again, melancholy — Greenslade
gets a bizarre banshee sound, possibly by
tilting the organ, that sets my teeth on
edge. A climax, a diminuendo, and then
the second part, a ballad theme stated on
organ with chorale-like vocal support.
Heckstall-Smith takes-the tempo and ten-
sion up on tenor, crescendoes on the two
horns; some perfectly timed drum breaks
lead into part three, a motif based on
a Bach chord sequence, according to the

liner notes (it's the same sequence that
begins and runs through Whiter Shade of
Pale), stated with dignity and given in-
teresting variations by the tenor and then
by the organ. Greenslade moves to piano
to introduce another classical-sounding
figure. The ensemble tantalizingly plays
a bar-and-a-half of the Satisfaction riff,
and then shifts to a conga rhythm for
a guitar solo, immeasurably enhanced by
Heckstall-Smith’s tenor commentary in
back. (Litherland has a few nice moments
throughout the album, but he's the least
original player in the band, though he
never detracts). The tenor restates the
Bach motif, and the piece ends—a bit
anti-climactically and inconclusively, given
the electric excitement of what has just
gone down.

Colosseum is out of sight. It's one of
the few bands for whose next album
I'm genuinely anxjous to the point of
impatience. The strength of conception
and the togetherness evinced here make
it highly unlikely that this will be a
one-shot group. —Heineman

Jack De Johnette s

THE DE JOHNETTE COMPLEX—Milestone
9022: Equipoise; The Major General; Miles'
Mode; Requiem Number 1; Mirror Imageiv}’apa-

l’?addy and Me; Brown, Warm and intry;

tgumn Number 2.

ersonnel: Bennie Maupin, flute, wood fute,
tenor saxophone; De Johnette, Melodica, drums;
Stanley Cowell, piano, electric  piano; Eddie
Gomez and/or Miroslav Vitous, bass; Roy Haynes,

drums,
Rating: % % % V2

This is an awfully nice session, The
tunes are interesting, the soloists are good,
and the group interplay is splendid. It
would recommend. itself more strongly
except that a certain spark seems missing,
that small ignition that transforms intel-
ligent, competent playing into inspired
performance.

This is due in part to De Johnette's
choice of a doubling horn. The Melodica,
a keyboard instrument played by blowing
through a mouth-piece, hasn't much of
a chromatic or dynamic range. The leader,
according to the liner notes, is a frustrated
pianist, but the Melodica isn’t really a
workable compromise.

Nevertheless, the album is certainly
worth hearing. It was. teleased shortly
after De Johnette joined Miles Davis, and
the lines, all but three by De Johnette,
show clearly that an empathy exists. Mir-
ror in particular is written and voiced
very much in the Davis-Shorter vein, The
former tune features Cowell on electric
piano, playing in a quiet, relaxed, eco-’
nomical fashion, _

Cowell is also into some good things
on General. De Johnette is on drums for
this one, and the rhythm section alternates
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effectively between free playing and more
traditional jazz rhythms behind Maupin’s
tenor. Cowell, on piano, strikes a delicate
and highly individual balance between
single-note and chorded work, The single-
note lines are compelling, and he gets off
one gorgeous short phrase in the lower
register toward the end of his solo. De
Johnette is sympathetic and propulsive in
back.

The leader’s Melodica solo on Coltrane’s
Mode demonstrates the horn’s inadequacy.
He plays some intricate, swirling figures,
intriguing in themselves, but debilitated by
the Melodica’s lack of power. Gomez,
always a treat to hear, follows with an
unaccompanied solo, swift, flowing, light-
handed and -hearted but in no sense fri-
volous. Gomez and Vitous are both on
Mirror, which Vitous wrote, and they
engage in some delightful interplay. For
the most part, Vitous is the aggressor, with
Gomez responding instantaneously to and
then elaborating on his statements. Cowell
backs them, and fills the many well-placed
spaces, with shimmering, reverbed electric
piano. (De Johnette, though he plays well,
might have been gentler on drums here.)

Haynes takes honors on Papa-Daddy,
composed for him by De Johnette. His
solo, beginning with some truncated rolls,
is a marvel of sensitive construction. First
De Johnette on Melodica, then Maupin on
tenor, come in behind as Haynes continues,
and the leader’s work here is the most
effective he does on the instrument.

Brown is a lovely line, gorgeously per-
formed. Maupin, more of an individualist
on flute than tenor, takes a delicious solo,
followed by some delicate Cowell on elec-
tric piano. A most moving track. The two
takes of Requiem are also pretty, though
the first is more coherent than the second.

De Johnette has already demonstrated
that he is one of the best of the younger
drummers, and he shows himself here as
a fine composer as well. He will probably
be better off letting other hornmen develop
his tunes, however. —Heineman

Charlie Earland maasssssss—

SOUL CRIB—Choice ST 520: Soon It's Gonna
Rain; Strangers In the Night; Old Folks: The
Dozens; Milestones; Mus’ Be LSD; Undecided.

Personnel: George Coleman, tenor, saxophone;
Earland, organ; Jimmic Ponder, guitar; Walter
Perkins, drums.

Rating : % % % %

Earland, a low-key and funky but mel-
low organist who is a member of Lou
Donaldson’s group, makes his recording
debut as a leader in a generally pleasing
set. To this jaded listener, the album is
far more musical than the usual tenor-
cum-organ issues and yet has enough of
the groovy feeling to satisfy devotees of
that genre.

Coleman, technically one of the most
gifted saxophonists, sometimes tries to
overpower the listener with all his equip-
ment. Here he just lays back and blows. He
is especially poignant on Willard Robison’s
0Old Folks; in swift, striking form on Miles
Davis’ Milestones, and a soul-warming
cooker on Charlie Shavers’ ever-evergreen
Undecided. Earland gets into full flight on
the last named, as does Ponder with a
strong single-string solo.

The guitarist has an octave-style sec-
tion on what must be the weirdest track
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in awhile, LSD. It's minor mood is dom-
inated by some schizophrenic mumbles
from an unidentified vocalist who sounds
suspiciously like Perkins. Walter does his
mallet-on-bent-cymbal specialty here —
that's for sure. It's a track with macabre
humor.

The two contemporary pops, Rain and
Strangers, are swung with a moving beat
and have solid solos from Earland and
Coleman. In all, an auspicious debut. The
album was produced by Ozzie Cadena,
formerly of Savoy and Prestige, for a new
company. The address is Box 5021, New-
—Gitler

W. C. Fields S

W. C. FIELDS ON RADIO—Columbia CS
9890: The Skunk Trap; Cbhildren; Old Friends
and Old Wine; Feathered Friends; Moths; Tbe
Snake Story; The Temperance Lecture; Promo-
tions Unlimited; The Swim to - Catalina; The

Pbarmacist.
Rating: % % % % &

I won’t waste words trying to justify a
review of this LP in a music publication;
W.C. Fields was a great improviser.

This is far and away the best specimen
of recorded Fields thus far harvested in
what has been a bumper crop of Fieldsian
fruits over the last year.

Whereas the recent best seller from
Decca (Original Voice Tracks, DL 79164)
cluttered its subject with superfluous nar-
ration and musical bridges, this one is pure
Frelds, stretching out for 25:07 on one side
and a generous 29:43 on the other.

Moreover, he is needled to his heights
by radio’s most famous brat, Charlie Mc-
Carthy at his most impish, and an equally
obnoxious, anonymous tyke on the other
side. Fields holds his own, though, since
he never was afraid to dodge convention
and respond in kind to provocations. “I
hear pink elephants take aspirin to get rid
of W.C. Fields,” says McCarthy. But
Fields strikes back: “I hear you got mar-
ried and raised a cord of children,” or “Be
careful, you stunted spruce, or I'll break
every knot in your body.” Or this ex-
change: “Many’s the time T wish you were
here to fill that terrible vacancy.” “In your
heart?” “No, in my fireplace.”

So much for free samples. Fields was a
funny man because all his humor was the
outgrowth of a total personality, a whole
character. In many ways the rules of
classic tragedy hold for classic comedy as
well. One cannot impose a funny situation
upon dull or bland characters and expect
great comedy. When the situation domi-
nates the people, the premise wears thin
and nothing is left to sustain interest.

Like nothing before, this LP allows
Fields to perform in the context of the
environment he scorned so harshly. His
sense of dignity told him to strike back,
but the restraints of his position (i.e., as
adult, husband, father, breadwinner, phar-
macist, etc.) made him attempt to play it
respectable and suffer the stupidity of his
surroundings.

Because today’s youthful audiences see
Fields as having the right instincts, he has
suddenly become the man of the hour.
His attitude entitled him to a moral vic-
tory, if nothing more, over the system.

But the college kids who flock to Fields
festivals and claim him as one of their

own miss an important point. Fields was a
complete individualist, not just an adver-
sary of the system. If he could not tolerate
the inanities of the Babbits, could he have
endured the pretenses of the hippies?
This LP is a salute worthy of the Great
Man, —McDonough

Elvin Jones Hm

THE ULTIMATE—Blue Note BST 84305: In
the Truth; What Is This?; Ascendant; Y esterdays;
Sometimes Joie; We'll Be Together Again.

Personnel: Joe Farrell, soprano and tenor saxo-
phones, flute; Jimmy Garrison, bass; Jones, drums.

Rating: % v % % %

It isn’'t easy for a trio of a drummer,
bassist and hornman (even a hornman who
plays soprano and tenor saxophones and
flute) to sustain interest over the course
of an entire LP. Jones’ trio accomplishes
this feat, however, and displays fine musi-
cianship and considerable ingenuity in the
process.

In the Truth is a buoyant, up-tempo
selection which features excellent John Col-
trane-influenced tenor work. Jones’® work
as an accompanist is complex here, but
quiet enough to allow Garrison’s very nice
playing to be heard clearly. On this track,
the rhythm section not only accompanies
Farrell but is interesting in itself.

What Is This, a relaxed selection, con-
tains fine duet work by Farrell on soprano
and Garrison. There is also good collective
trio improvisation. Farrell’s soloing is sup-
ple and tasteful and the bass solo work is
well constructed, rhythmically varied and
interesting.

Farrell, again on soprano, and Garrison
combine to produce a very attractive front
line sound during the theme statement on
Ascendant. Actually, Garrison does not
state the entire melody with Farrell; he is
in the rhythm section backing Joe during
some of it. His alternation between the
rhythm section and the front line during
the theme statement represents a clever
and effective bit of arranging.

Farrell turns in a biting, many-noted
solo on Ascendant. His soprano tone on
both What Is This and Ascendant is dis-
tinctive; rather small and penetrating, it
is somewhat less dry than the soprano
sounds of John Coltrane and Steve Lacy.

Farrell’s Coltranish statement of the
Yesterdays theme on tenor has a rather
misterioso quality. His improvising here is
vigorous and lucid; he contrasts complex
passages with simpler phrases intelligently.
Garrison takes a nice economical solo.

Sometimes Joie is an angular original
by Garrison that conveys a feeling of
Thelonious Monkish humor. The bassist, it
should be pointed out, also wrote What
Is This and Ascendant. His originals in-
dicate that he is a gifted composer.

Farrell's hard-toned, idea-filled, jagged
tenor work on Joie should stimulate the
fan looking for challenging listening. Gar-
rison not only bows his strings but also
drums on them with his bow.

Together Again features the graceful,
singing flute work of Farrell.

Jones’ playing with sticks and brushes
is superb throughout. When he was with
Coltrane, Jones’ work was often violently
powerful, yet on this record he plays with
great subtlety and sensitivity. He is a con-
summate artist; a musician whose versatil-
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PL 7-2754
PL 7-7655
229 W. 52nd ST. Just off Broadway
DRUMMERS!

Stanley Spector writos—

drumming wos by first taking both drumming and
the drummer apart. With the parts isolated and
"*perfected’” | then thought | could go about put-
ting them back together again to make @ drummer.
Man, was | wrengl | have now come to see that
when you stert tcking apart a person as compli-
cated as a drummer there is no end to It. A
machine is a rolatively simplo thing and can be
taken apart, but | fear that complicated things
Illke music, drumming, and people can only be put
together, never taken apart. For oxamplo the very
first thing you notico about a drum sat performance
is that everything works at once. | have now found
a way of teaching in which | can help a drummer
towards making everything work at once right from
the first losson,

HOW CAN A GOOD DRUMMER GET TO PLAY
BETTER? For further information about our recorded
home study course, wiite to the

STANLEY SPECTOR SCHOOL OF DRUMMING

200 Wost 58th Streot (ot 7th Ave.,) Dopt. 224
Now York, Now York 10019 Phone: 246-5661

Foreign inguirles are Invited.

Many years ago | believed that the way to teach’

[J David Baker: JAZZ IMPROVISATION, A compre-
hensive method of Study For All Players . .$12. 50

O Baker: Developing Jazz Improvisation ....$ 7.5

(Based on Lydian Chromatic Concept)

[0 Baker Developing lmpmvlsatlonll Facllity, Vel. |,
The 11 V, Pro ms ................ $ 5.75
George Russel: dhn Chromatic Concept $18.50
John LaPorta: Gu do To Improvisation text/3 .77
LPs) Indlcata C-treble; C-bass; Eb; Bb . 1.5

0 LePorta gmloplgg Sight Rudlng Skllls lndlcah

GG ERs YBbY L...ue..sn... h$ 2
Acbersold: New Approach To lmprovlutlon $ 6 95
Jorry Coker: Improvising Jazz ....... ...$ 1.95
Hanry Mancini: Sounds & Scores ....... 312.50
Leavtt: MODERN GUITAR METHOD

Volumes 1 and. 1l .....ovvvninnans a. $ 4.00
Leavitt: CIaufcal Studies/Pick Style ....$ 3.00
BIll Leavitt (Berklee): Melodic Rhythms .$ 4.00

Catalog Free With Order

TODAY'S
Box 169 o Lllmlyvlllo, Illlnols 60048

Fm Postage Anywhere

MUSIC OF YUSEF LATEEF

[ Flute Book Of The Blues .............. $2.50
[ Trio For Flute/Piano/Yiolin ........... $3.00
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PRACTICAL IMPROVISATION by BOB TILLES
A new modern harmony book for all Instruments.
Contsins .playing and writing exercises for Improvis-
ing, chord and progression alterations, blues, bridges,
[tlltms, gmlmunds. modulations, standard pro%m
SIOnS, BC v.iuiiitie ettt reaen
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JAZZ-ROCK DRUM PATTERNS
By Ed Shaughnessy

THIS COLUMN 1s especially directed to the younger (and/or seasoned) drummer who
wants to prepare himself—in basic “meat and potatoes” chops exercises—for today’s
jazz-rock patterns. They're a ball to play . . . more challenging than ever . . . and
especially good practice for the drummer whose bass drum foot has only been “so-so”.
Here'’s a favourite of mine, with the typical use of the bass drum and left hand in a
mixed 1/16th note pattern, while the right hand plays 1/8th notes on hi-hat or ride
cymbal. Have a ball with this one!
Boogaloo No. 1:
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As in many of these “busy” patterns, a strong after-beat .knits the whole thing to-
gether. When right hand is on ride cymbal, left foot can play on 2 and 4, or on all 4
beats for a different variation. I prefer the latter 4 beat hi-hat.

If the beat above is too much at once to control, here are some warm-up type exer-
cises to get the hand-feet coordination together. Go slow at first, and above all—be
steady. In my teaching experience, most drummers will have the bass drum beater “get
away from them"”, or rush a bit on the fast double beats. Don’t be discouraged if this
l;’appens—it can be corrected with consistent and sensible practice. Steadiness is where
ir's at!

Wnrm-ups for booglaoo-type beats:
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In these various rock-jazz patterns, we see typical examples of the “big switch” in
basic drumming technique that is needed for this style of playing. That “switch” is in the
faster rhythms being played by bass drum and left hand on snare drum, while the right
hand plays a slower pattern.

Remember: In mainstream (swing era) drumming, and the bebop drumming styles
that followed, the right hand was generally the “fast one”, while left and and bass drum
contributed accents at chosen times. Even when those styles were “cookin” and churning
along, the right hand was the consistently “busy hand”.

Granted that many fine present-day drummers are playing an extremely busy con-
trapuntal jazz style, they are not generally as consnstently busy as some of the jazz-rock
patterns demand in. their performance, especially in the continual division of patterns
between left hand and bass drum foot.

Actually, approached with an open mind, both jazz playing and jazz-rock playmg can
broaden a drummer’s scope, as many students will attest to. A typical quote is: “My
independence for jazz playing is much better since consistently practicing and playing
jazz-rock patterns.” That's really a true statement that I hope you drum-souls will believe
—and experience!

May we take a moment to wish you all the very best in this school year, and en-
courage you to work at and practice music with love and dedication, all of which
comes back a hundred-fold a thousand times over—'cause music is your great friend all
your life. Treat it so . . . it's a gas.

We hope to present some columns on Indian rhythms in the future, in collaboration
with the wonderful Hari Har Rao, a fantastic authority and performer in the field of
Indian music. If any readers are particularly interested in any other aspects of drumming,
percussion, etc., drop a line to this column. We'll cook up some informative stuff for
you. In the meantime, keep them cards and letters a-comin’ in.

Hope to get the chance to meet many of you on my clinic trips around the country.
Come up and say hello and talk some drums . . . don’t be shy.




THE EVOLUTION OF
ELECTRONIC MUSIC

BY CHUCK LISHON

SINCE PRIMITIVE MAN first plucked at bow
strings, marveling at the new sounds he
could not vocally produce, a continuous
search has been made for new forms of
aesthetic expression. This exploration has
pushed music from monophony to poly-
phony, from polytonality to microtonality,
and finally, on the wings of a new tech-
nology, into the intricacies of electronic
music.

It was Herman Von Helmholtz (1821-
1894), a noted German physicist, who
laid down scientifically the physical basis
of tone quality already established em-
pirically in the early 17th century by Pere
Mersenne. Helmholiz discovered that “the
quality of sound is determined by the
number and prominence of the overtones
which are blended with the fundamental.”

To prove it, he first constructed a large
number of resonators, each responding to
a note of some particular pitch. By holding
these resonators in succession to the ear,
while one musical note to be analyzed was
sounding, he picked out the constituents
of the note; that is, he found out just
which overtones were present and what
were their relative intensities. He then put
these constituents back together again and
reproduced the original tone. This was
done by sounding simultaneously, with ap-
propriate intensities, two or more of a
whole series of tuning forks which had the
proper vibration ratios of 1:1, 1:2, 1:3, etc.
In this way, he succeeded not only in
synthesizing the qualities of different mu-
sical instruments, but even in reproducing
the various vowel sounds.

From the knowledge thus disseminated,
much has been accomplished. Seashore,
for example, added the subjective impor-
tance of music and its application to
modern psychological theory.

In about 1897, Professor Thaddeus Ca-
hill made practical use of the Helmholtz
discovery. Knowing that alternating cur-
rent can be produced by rotary electro-
magnetic alternators, he made a large
number of them, each designed to produce
a sinusoidal “simple” wave having the
pitch frequency of a note of the musical
scale. These alternators were connected
in electrical circuits so that an organist
seated at a console could draw upon gen-
erators associated with diffcrent playing
keys. Electric waves from the generators
would activate the mechanism of a re-
ceiver similar to the one we hold to our
ear when telephoning. The only amplifica-
tion device known at that time was an
ordinary flared phonograph horn attached
to the receiver. The sinusoidal waves
produced by the generators were, by an
ingenious system of electrical circuits,
compounded into complex wave-forms in
accordance with the spectrum designating
wave forms typical of the tone quality
of any instrument.

A franchise was granted to Cahill to
lay electric cables in the streets of New
York City and by agreement with the

. . . . A Comprehensive Method of Study
]aZZ ImprOV|sat|on for All Players by David Baker, Fore-
word by Gunther Schuller. Chicago: 1969, db/ Mu_sjc Workshop Pub-
lications, 192 pp. (104 music plates). 81,x11, spiral bnd., $12.50.

JAZZ IMPROVISATION is the first in a series of down beat/
Music Workshop publications, original materials for the study
and performance of jazz. ,

The 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. lll Use of Dramatic Devices. IV An Approach
To Improvising On Tunes, Three Original Compositions: I.V. Swing
Machine/Le Roi Roly Poly. V The Il V7 Progression and Other Frequently
Used Formulae. VI Construction of Scales and the Technique of Relat-
ing Them to Chords, Scale Chart. VII 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. XIl Constructing a
Melody. XIll 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. XVII Bass.
XVIll 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
222 West Adams Street, Chicago, Illinois 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 boat pays surfaco postage to any address in the world when order Is accompanied by}

23-24/69

romiltance. Add 75¢ for Speclal Delivery anywhere. Make payment in U.S.A. funds only.
Sorry, no C.0.D.

O Remittance enclosed: § |

{0 Bill School O Bill dealer Use order number.
Mall to
School or Dealer
Address

November 13 [ 3!







is only part of Minaglia’s program designed
to bring Chicago up to and beyond par
in instrumental music after decades of
somnolence. The 20,000 or so music ed-
ucators who will attend thé biennial con-
vention of the Music Educators National
Conference in Chicago March 6-10 will
see first hand the new Chicago look—and
hear the new Chicago “sound”. A feature
of the M.EN.C. Conference will be a
program of ethnic music performed by
Chicago school musicians and singers. And
if it can be done in Chicago, it can be
done anywhere!

Class guitar is rapidly taking hold in
many schools spurred on by recent sem-
inars on “Youth Music” and the obvious
advantages of teaching an instrument so
directly involved in contemporary music.
Class guitar equipment is substantially the
same as that used by language labs and
electronic keyboard systems—a master con-
trol panel for the teacher with six or more
student “stations” equipped with headsets,
individual volume controls for each ear,
mini-amp, etc. Several studies, particularly
from the Berklee School of Music in Bos-
ton indicate that the learning rate is im-
proved 15-25% by this system. Dr. Wil-
liam Fowler of the University of Utah
(Salt Lake City) is among the leading
educators who have developed methodology
for class guitar instruction.

Campus Ad Lib:

Elon College, Elon, North Carolina, will
hold a Music Festival June 15-23, 1970,
which will include workshops and sym-
posia for jazz band, arranging, theory,
trumpet, French horn, trombone, and tuba.
Approximately 50 scholarships will be pro-
vided for talented players. Administrator
of the Festival will be Dr. Charles Colin
who has been co-clinician (with Reynold
Schilke) of the Brass Specialist School at
Elon for the past six years. Dr. Colin’s
credits include trumpet specialist for Co-
lumbia University Teachers’ College; Edu-
cational Director for the DEG Musical
Instrument Company, Lake Geneva, Wis.;
and President of the New Sounds in Mod-
ern Music Publishing Co., New York City
. . . Composer Mel Powell (former Ben-
ny Goodman pianist) has left Yale Uni-
versity music school to head the music
department at the new Valencia campus of
the California Institute of the Arts . . .
Kansas State University (Manhattan) is
looking forward to its new multi-purpose
auditorium with special acoustical design
by George Izenour, the Yale University
theater expert. Izenour has designed mov-
able panels of absorptive material that can
be programmed for five different settings
with reverberation times ranging from 1.2
to 1.8 per second . . . Mike Vaccaro,
formerly a reed player with Stan Kenton,
Paul Horn and other west coast groups,
will do a number of clinics this year on
improving school stage band sax sections
. . . Gary Parker, winner of a Berklee
scholarship as an “outstanding woodwind
player” at the 1969 Elmhurst (Ill.) Jazz
Festival from the fine Eastern Ill. Univ.
(Charleston) band is now Director of In-
strumental music at the Mason City, Il
high school . . . Walter Watson, director
of the Kent State Univ. (Ohio) band re-
ports improved acceptance as a direct re-
sult of their Elmhurst Jazz Festival win.

The band is scheduled for local community
concerts and will perform in an invita-
tional concert with Dave Baker’s Indiana
Univ. band at the Univ, of Cincinnati in
January. Watson also advises that Bill
Dobbins, who won the “best arranger”
awards at last year’s college jazz festival
finals is now a graduate student at Kent.
His jazz combo will perform next month
a Ned Rorem work for symphony and jazz
combo with the Akron Symphony under
Louis Lane. Dobbins is also working on
an improvisation book heavy on tran-
scribed solos, as well as fulfilling a com-
mittment to Ludwig Industries for big band
charts . . . Stan Seckler’s Pico Rivera
Stage Band took first place in that division
at the Hollywood Bowl (Calif.), Battle
of the Bands. This is the band’s second

victory, and it is the only band to partici-
pate for five consecutive years. Judges for
the event (which was shown on local edu-
cational TV) included Neal Hefti, Bob
Florence, H.B. Barnum, Leonard Feath-
er, and Mike Barone . . . A number of
schools have written to this column re-
questing information on how they may be
part of the 1970 Montreux Jazz Festival.
Please address your inquiries to MTr.
Claude Nobs, Case Box 97, Montreux,
Switzerland, for full details. Bear in mind
before you inquire that the festival is only
able to offer lodgings (but good). You
get there on your own . . . Eddy Evans,
the fine student arranger from the Uni-
versity of Nevada (Reno) Jazz Lab band,
has been commissioned to write several
big band charts for Ludwig.

1970 Grants Total $6,500.00

down beat’s 13th Annual
Hall of Fame Scholarship Grants

In 1956 down beat established an annual scholarship program in honor of its Jazz Hall of
;‘Aome, augtxbly located at the internationally famous Berklee School of Music in Boston,
ass.,

The Hall of Fame Scholarship program provides for fourteen (14) scholorship grants to be
awarded to student musicians on the basis of their potential and current abilities.

Members of the Jozz Hall of Fome whom these scholarships honor are elected by down
beat’s annual Readers and International Jazz Critics Polls. The Berklee School of Music
offers a four-year music and academic curriculum leading to the Bachelor of Music degree
in Composition, Music Education or Applied Music; and a four-year professional diploma
curriculum with recognition in Arranging/Composition of Instrumental Performance.

WHO IS EL'G'BLE? Anyone, male or female, regardless of national residence, fulfilling
the following age requirements is eligible.

Junior Division (under 19): Any instrumentalist or orroﬁger/composer who will have gradu-
ated high school and who has not reached his 19th birthday on or before September 1, 1970.

Senior Division (over 19): Any instrumentalist or arranger/composer who will have had his
19th birthday on or before September 1, 1970.

DATES OF SCHOLARSHIP COMPETIHON: Official application must be postmarked

not later than midnight, December 24, 1969. Scholarship winners will be announced in an
April, 1970 issue of down beat,

HOW JUDGED' All decisions and final judging are the exclusive responsibility of down
beef( and will be made on the basis of demonstrated potential as well as current musical
proficiency.

TERMS OF SCHOLARSHIPS; All Hall of Fome Scholarship grants are applicable against

tuition fees for one school yeor (two semesters) at the Berklee School of Music. Upon
com;;leﬁon of the school year, the student may apply for an edditional tuition scholarship
gront,

All scholarship winners must choose one of two possible starting dates: September, 1970 or
January, 1971, or else forfeit the scholarship oward. Scholorships are not transferable.

The 1970 Hall of Fame Scholarship grants are made in the following amounts.

Two scholarships valued at $1,000.00 each 2,000.00
Six scholarships valued ot $500.00 each $3,000.00
Six scholarships valued at $250.00 each $1,500.00
Total value of down beat’s 1970 Scholarships $6,500.00

HDW T0 APPLY: Fill out the coupon in this announcement, or a reasonable facsimile, and
mail to Hall of Fame Scholarship, down beat, 222 West Adams St., Chicago, Illinois 60606.
You will be sent immediately an official application form. With the official application, you
will be required to send to down bcot a tape or record of your playng an instrument or of
an ensemble performing your original composition_and/or arrangement.

------- B L T Y L Ly L L e

Hall of Fame Scholarships Date
down beat o 222 West Adams St. [ Chicago, Ill. 60606
Please send me, by return mail, an official application for the 1970 down beat Hall of

Fame Scholarship grants. (You or your teacher or your guidance counselor may request
additional applications at no cost.)

Naome

Address

City
hfsa

State

November 13 [J 33
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Sittin’ In

Sentimental Journey: New York Revisited

SOME PEOPLE SAY April in Paris, but for
me it was New York City in April, and
I'm goin’ back 30 years, plus. I do recall
packing that ancient Ford with all—I
mean all—my worldly goods, plus my
newest possession, a wife (let’s not forget
the two dogs) and taking off.

I remember one of the McGovern gals
saying to me, “You mean you're taking
off for New York and no job, just like
that?” Well, she had the Liberty Inn, and
I will admit it represented some kind of
security (though nothing “social,” like a
retirement pension), but I'd had it. Chi-
cago was getting more bare by the day;
the accordion was in and jazz had long
been gone. Actually I had lagged behind;
from Armstrong to Wingy Manone, they'd
long preceded me. The beat had gone
that-a-way.

The long-awaited day came when I had
put in my six-month union waiting period
and I could do anything the next guy
could and go after anything I could get
my hands on. The feeling in the air was:
“Man, go!” Freedom of enterprise was a
new phenomenon. It was catching. I'd
found me a town, and in time I loved it.
Yeah, we had our ups and downs. I cried
those big tears, but I stuck it out. There
were big moments too—Carnegie Hall,
Town Hall, Basin Street (remember radio?),
a W. Winchell write-up. And I was grow-
ing a family. Then one day the phone
rang, and I couldn’t turn down that sweet
offer to take an all-star six-piece group
into the Blue Note, Chicago.

And now I'm going back to New York
City to visit with a member of my family
who's living there. I know. You New
Yorkers, you see it all the time. So who
goes to look? But here I am, gawking
like a farmer. I'm taking two afternoon
hours to walk the Times Square-to-52nd
St. area, Seventh to Fifth. It’s still my
kind of town. Well, I've got to see it at
night. Sure’d love to catch a show while
I'm here. No use calling my musician
friends. I've only got a couple of days—
I'd just erupt with what I'd never have
time to get at. So I got my two gals
(wife and daughter) and we park on 39th
and make the walk down Eight Ave, to
44th. We're gonna catch Pearl Bailey and
Cab Calloway.

T'll bet that’s the bar over there where
I played a booking I'll always remember.
This agent was trying to be helpful, and
I'm hurtin’ for work. So he tells me,
“Just go down there for one night and
do the best you can; if you like it, we'll
go from there.” If I live to be a thousand,
man. . , . I'm down there, and it's a
swinging sailor-and-soldier joint. 1 belong
there like I belong in a football game.
I'm thinking: I'm the featured performer,
huh? It turns out I'm playing intermission
piano to a hillbilly trio that’s got the
joint sewed up. Man, when they’re on,
the hat that serves as a kitty fills up.
When I'm on, it’s clean. I don’t know
how I got through that night, but I did. ...

A couple of blocks, and the whole
scene changes. Turn the corner and it's
the kind of people you play for. The
gal on the phone told me, “You'll have
no trouble getting seats.” Huh. The ticket
man straightened me. And he was right;

the place was packed and we were lucky
to get three in the second aisle, way in
the end. In a way it turned out good
since Pear]l kept coming toward that end
of the stage and it kind of felt as if she

. were looking right at us. But that was

later; at first, we sat there and read pro-
gram notes, and when 1 saw where it
said Miss Bailey had got one of her
early starts at the Village Vanguard, I got
lost in thought, because that was my
alma mater too. . . .

I'd been there; been there when Eddie
Heywood had the group and I played a
single. Been there when I had the group
(Wild Bill, Fred Moore, Max Kaminsky).
What talent 1 saw and heard there. Big
Bill Broonzy sang his blues; the Lion
from Trinidad with his original material
(remember “If you want to be happy
and live a good life, never make a pretty
woman your wife?"). Burl Ives, Richard
Dyer Bennett. How about the time J. C.
Heard took a group in there? Opening
night all the guys from his big band show
up to sit in, and I'm standing in the
back of the basement spa with the little
round man who was (and still is) Mr.
Operator, Max Gordon. And he speaks
up: “Man, when I hire a quartet, that’s
what I expect. I don’t want 10 men when
I hire four.” I mean, that’s a disappearing
brand of boss.

Then one night, this gal was on. And
she’s swingin’ a good old chestnut, Ir's A

*Long Way to Tipperary. Me? I'm standing

back there, enjoying it. She’s new, but
she’'s making me happy. The way she
moves her hands. Pearl Bailey; she’s got
to be Bill Bailey’s sister, No wonder.
Man, what a dancer. And this gal has in
her hands what Bill had in his feet.

Now Max wanders over. He's shaking
his head. “I don’t know,” he’s saying.
“There’s something about that gal; if I
could just figure it out and change some-
thing here or there.” Yeah. Like the next
time Max hired her, he changed some-
thing—like her salary. From less than
100 to 1,500 (so I heard). And it wasn't
the Vanguard she played, but the plush,
eastside Blue Angel. ,

And so—also from records and TV and
from Truck Parham, the bass player,
telling me what a nice scene it was work-
ing for her and Louie Bellson—I know
that Pearl was doing up there on the
stage just about what she had been doing
all those years. . . her humor and her
way of swinging a song. I was prepared
for just what I got, an evening’s entertain-
ment. First there was this musical, Hello,
Dolly. 1 enjoyed it; I dug the cast. Man,
what movement, pace. The scenery; cos-
tumes. And the nostalgia of Cab Calloway.
Those two acts went too fast. That was all
—except it wasn't. For Pearl B. came out
and announced a third act—"and this is
on me.” And this gal proceeded to enter-
tain. But what tied it up for us was the
tune she picked to “walk” through: “Mr.
Pianoman, give me a little bit of that
Chicago, Chicago, that toddlin’ town.”

Reluctantly the people left the theater;
there was a lot of buzz in the air. Mezz
(Milton Mezzrow, clarinetist) used to say,
“Come on with the come on.” And wasn’t
it the late Cecil Scott (tenor sax and

clarinet) who taught me how to give with
my all when I was on?

On 52nd St. it was happening in the
'40s. (Don’t look now; I did, and what
a drag. Like big business has taken over.)
Coleman Hawkins, Barney Bigard, Billie
Holiday, Jack T.; Onyx, Three Deuces;
the “One Rose,” we used to call it (where
we met between sets—we played a set
then; we didn’t do shows), It's all gone.
But that street, that town produced some
greatness. If you were a little boy, you
grew up fast. When that moment came
when, finally, you were “on,” you went
—ego for broke, Man, with all that talent
around, you might not get called again.
So whatever you had, you gave.

New York taught me that perspiration
was healthy. You know, I've worked jobs
where I could wear a white shirt for a
week and never notice it needed changing,
for it didn’t. But then, along came people
like Fats Waller who made it happen.
And my favorite (gone now), Lips Page.
New York held them, held them all. And
maybe -it’s still happening; I didn’t have
time to go look. I would believe it possible;
New York is that kind of town. If it's
happening anywhere, it's happening there.
Somebody wants to blow more than they
want to eat. Someone feels that something
inside, and he’s not going to be satisfied
'til he tries. And New York’s the town
to try. As old as Bunk Johnson was, that’s
where they brought him, to New York, to
break him out and tell the people about
this New Orleans jazz. Man, that town
had a beat. Pear] made me homesick.

“How long since you've been to New
York?”

I was told, “Don’t look now, it's not
the same. You don't roam the streets
like you used to. And the Village—
forget it.” Well, I don’t know, because
I didn’t have time. All I have is memories
of how it was. . ..

The afternoon the big shot went off,
and all the neighborhood had their heads
out the windows. It was trombone man
Brad Gowans’ big Rolls Royce; ancient.
He had Pee Wee Russell out there at that
service station, helpin’ him rebuild that
monster, and that shot was when they
started that double-barrel machine. And
Julius’ bar, grill, emporium; where the
jazz elite met. And when I was there, if
you got up in the morning (we did have
accidents), you could catch a glance of
Mrs. Eleanor Roosevelt walking the dog.
That Village had one look in the day,
another at night. There was a war then
too. Or we were just coming out of it.
But I dont think that would keep me
from trying the big apple if I were the
right age. I think once you've made that
scene, it kind of stays with you. Like. . . .

A few years back, Down Beat had a
jazz festival here in dear old Chi, at
Soldier Field. I was called in to be part
of the reconstructed Austin High Gang
(Jimmy McPartland, Bud Freeman, Pee
Wee Russell, George Wettling, Jim Lan-
igan). We had some moments to remi-
nisce. Quickly; you'’re on and your off,
and the gig is over. Someone asked Bud
to stay over an extra night. I still hear
his answer: “Man, I can't; my phone-is
ringing.”















gan trio for two weeks . . . Former Down
Beat editor Don DeMicheal narrated a
program, American Music—the Blues
Strain, as part of a four-day event celebrat-
ing the centennial of Ferry Hall, a girl's
preparatory school in Lake Forest, Ill. The
lecture was followed by a concert with
bass trumpeter Cy Touff, altoist Bunky
Green, tenorist Jay Peters, pianist Eddie
Higgins, bassist Jim Atlas, and drummer
Marty Clausen. Other speakers on the pro-
gram included Sen. Charles Percy, poetess
Gwendolyn Brooks, prima ballerina Maria
Tallchief -of the New York City Ballet,
and Dr.. Bruno Bettelheim, professor of
psychology at the University of Chicago
.. . The Showboat Sari-S plans a series of
nostalgic big band bookings including
Clyde McCoy, the Jimmy Dorsey and the
Glenn Miller ghost bands, and a band led
by Russ Morgan’s son, Jack Morgan...
Erroll Garner’s success at Mr. Kelly's, has
opened possibilities for other jazzmen to
play the room, usually devoted to singers
and comedians . . . Charles Lloyd’s new
quartet did two nights at the Kinetic
Playground . .. Buddy Miles was a hit
at Beaver's in September and came back
for an early October stand.

New Orleans: Willie Tee and the
Souls appeared on the Lyceum Series of
Southern University of New Orleans.
David Lee, the group’s fiery drummer, is
back with the band after sustaining a
hand injury . . . Pete Fountain and pian-
ist Ronnie Kole were among those who
addressed the City Council at a public
hearing on proposed ordinances prohibiting
store-window sale of food and drink on
Bourbon Street. A controversy is raging
‘over the rapidly spreading food-and-liquor
windows because of the growing litter
problem and the large number of walkers
who now tour the Street with drinks and
eats in hand, Coney Island style. Kole re-
cently cut an album at his Bourbon Street
club, spotlighting compositions by Orlean-
ians Charles Brent and John Bergeron
of Loyola University . . . Concerts con-
tinue to enliven the music scene, with the
Temptations at the Municipal Auditori-
um, the Association at Tulane University,
and Pearl Bailey and Skitch Henderson
as headliners on the New Orleans Music
and Drama Foundation Series. At a Mc-
Allister Auditorium concert, Frank Man-
nino’s Holy Cross High School stage
band will perform on a program with the
New Orleans Symphony . . . Ella Fitz-
gerald put in a surprise appearance with
Al Hirt at the half-time show of the New
Orleans Saints-Washington Redskins foot-
ball game . . . Tenorman Zoot Sims
brought his combo inio Economy Hall of
the Royal Sonesta to share billing with the
Dukes of Dixieland . . . Vocalist Mary
Jane Hooper is working with the Triple
Souls, one of the most sought-after groups
in the area for vocal backgrounds on blues
and soul recording sessions . . . Ex-Orlean-
ian Earl Palmer’s powerhouse drums are
heard in the band backing up Della Reese
on her weeknight NBC television show. ..
Vocalist Bobbie Gentry is set for an Oc-
tober engagement at the Blue Room . .

The New Royal Sonesta Hotel was the site
of a benefit dance for the Cultural Attrac-
tions Fund. Among the artists featured at

the event were the Dukes of Dixieland,
who were joined briefly by their old friend
Pete Fountain; Hazel Scott, currently
playing at the hotel’s Economy Hall; pian-
ist Armand Hug; the Olympia Brass
Band; and the Onward Brass Band . . .
The Loyola University Jazz Lab Band
will be featured at several of the home
games of the New Orleans Saints football
team . . . Trumpeter Sharkey Bonano
will take his dixieland group to the. annual
Jazz in Disneyland Festival . . . Jim La
Rocea, son of the late Dominic La Rocca
of the Original Dixieland Jazz Band
brought his powerhouse trumpet to Don
Suhor’s quartet at the Sho’ Bar for a
brief engagement . . . Bassist Sherwood
Mangiapanne’s All-Stars, who played at
a recent Jazz on a Sunday Afternoon
concert for the New Orleans Jazz club,
included trumpeter Thomas Jefferson,
trombonist Paul Crawford, clarinetist Ray-
mond Burke, pianist Armand Hug, banjo-
ist Emanuel Sayles, and drummer Fred-
die Kohlman . . . The Downs Lounge on
Veterans’ Highway is featuring a quintet
led by Dave Bartholomew, who had one
of the most popular blues bands in the
city during the late "40s and early '50s . .
The civic auditorium in conservative St.
Bernard Parish is becoming the favorite
site for pop-rock concerts. Latest to ap-
pear there is the Jimi Hendrix Experi-
ence.

Philadelphl'a: Pianist Barry Harris,
with Bill Kollick and Sam Tart splitting
bass chores and Charlie Rice on drums,
played the Aqua Musical Lounge. Harris
played the room with Milt Jackson not
long ago and made quite a hit. The Aqua
then offered Harold Land-Bobby Hutch-
erson, Max Roach, McCoy Tyner, Yusef
Lateef, Herbie Hancock, and Sonny Rol-
lins . . . Comedian Fyv Finkel of Fiddler
on the Roof at the Shubert Theater was
proudly passing out tickets to his friends
at the Stage Door Lounge. His son, Ian
Finkel, will be playing vibes at the Brook-
lyn Museum in New York City Nov. 23

. The Show Beat Jazz Theatr reopen-
ing was shortlived. The once-popular room
seemed to sink before it got afloat again

. A show of art, sculpture and photog-
raphy by artists featuring jazz themes is
being planned. Among those already asked

to exhibit are Martin Kaelin, Thomas"

McKinney, Dexter Jones, and Joseph
Greenberg, Jr. As yet a suitable place has
not been found to present such a show.
Those interested in submitting quality jazz
art may receive more information by writ-
ing to Jazz Art Show c/o Down Beat's
New York Office. . . . Herb Alpert and
the Tijuana Brass offered 0.C. Smith
as special guest in their Oct. 15 Spectrum
Concert . . . Vocalist Johnny Mathis had
two concerts booked Oct. 24 and 25 at the
Academy of Music . . . Pearl Bailey will
be in town with Hello Dolly this season.
Which theater would get the hit show had
not been finally settled at this writing .
Pianist Jimmy Golden rejoined his old
boss, vocalist Jisnmy Holmes, and we
hear that they will be traveling to San
Juan after their current gig in New Jersey
. Evelyn Slmms, the vocalist who
takes her music seriously”, has left the
area’s soul clubs to try society work for

BOOKS

AFTER HOURS POETRY: Send $1. 00 to Jake Trussell.
Box 951, Kingsville, Texas.

SOUL DRUMS—Over 5000 Beats! Send $2.50. John
Dowlan, Box 513, Levittown, Pa. 19058.

MY NAME IS RICHARD. | blow BOOKS, publish them
myself, sell them for a buck. Want one? Send your $1
g: gﬁ'(')az'd Liebow, 948 Market, #512, San Francisco,

MISCELLANEOUS

JAPAN PRODUCTS SERVICE. U.S. $5. per Ingulry or
jIlS $30 yoarly. Intercontinental, CPO 1717 Tokyo
apan.

PSYCHEDELIC CATALGG of. Lighting, Postars, Jewelry,
etc. Send 25¢c. HOLE IN THE WALL, 6055-D Lanker-
shim, North Hollywood, Calif. 91606.

MUSIC MANUSCRIPT PAPER, top quality, 12 staves each
side, 8% x 11, 3 side holes, 100 sheets—$2.00; 500
sheets—$8.95. NES, Box 169, Libertyville, Ill. 60606.

. 8x10 Photos. 500 glossy $26.90; 1000

snon-glosa 819.90. Send b&w 8x10 or
snapshot, caption copy and check to:
*? R.W. . Timmers 2221 Esther, Appleton,
CoS WS, 54911 Etfects, samples avallable

MUSICIANS — ACTS
*“THE WORLD IS YOURS!"’
.List of agents in 20 countries. Send money order.

G. OWENS .
Portland, Gregon 97204

R.
831 S. W. Siath Ave.

INSTRUMENT AL METHODS

PLAY PIANO-ORGAN INSTANTLY. No reading skill neces-
sary. Over 500 jazz, pop, rock chords used by the greats.
A handy 9% x 12”. $1.50. From: Information Service,
Key Colony, Fla. 33051.

THEORY

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

RECORDS & TAPES

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

RENT STEREO TAPE—75c week. Catalog 25¢c. Art's
Tape Service, P.0. Box 27815, Hollywood, c-m 90027.

WANTED! Transcriptions and 78's by Michael Coleman or
taped copies of same, James Hunt, 8607 157th Avenue,
Howard Beach, New York 11414.

JAZZ RECORDS FOR SALE. Free Lists: MacDonald, 65
Laurentide Dr., Don Mills 404, Ontario, Canada.

TAPE RECORDING MAéAZlNE—Enthuslistt mdnthly-mlg-
azine for amateurs and professionals. Send $3.75 for
i yEearl sghurimion to 14-18 Holbom, London, E.C.
. England.

RECORD—POST

thousands of albums ONLY AVAILABLE FROM US in

England. Country blues to Coltrane. Send ys $1

(surface mail) or $2 (alr mall) for 8 comprehensive

eataloguo to: Dept. D., “Tony” London, SW14. UK
: For Example:

GEORGE LEWIS’ RAGTIME BAND, double album,

limited editfon cf 100 coples only, recorded 1959 in
Eurcpe, over 1% hours of listening to previously
unissued musie by the great (eorge Lewis Band in
concert, with Howard, Jim, Drag, Watkins, Robl- .
chaux. Titles Include: Nobody knows the way I feel,
West end- bl.. Hindustan, Tin roof bl.. Georgla
camp meoting, Lord Lord Lord, Old man Mloso,

Chinatown, That's a plently, Sister Kalo, Yes yes
in your eyes, Buckct's got a hole, South Rampart
8t., Nelly Grey, Mahogany. Hall stomp, Burgundy
8t., Runnin® wild. $I300 op.

WHERE TO STUDY

PLAY JA2Z through the POLYTONAL RHYTHM SERIES.
Call or write Emile De Cosmo, 1611 Kennedy Bivd..
g% 3682ergen N.J. 07047—(201) UN 4. 4073. (201) UN

November‘ 130 4!












