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Put yourself behind a Bach 
Stradivarius Trombone.„ 
and join the elite of the profession! 

You'll find Bach Stradivarius trom-
bones wherever musical demands are the 
highest — in symphony orchestras, of 
course.., but also in jazz bands, concert 
bands, studio orchestras, and combos. 

The one-piece, hand-hammered bell, 
the Vincent Bach combination of bores 
and tapers, and the rich alloys all help 
give you a dark, full sound of great 
carrying power. Yet the Bach's sensitive 
response lets you play ppp with com-
plete control! 

Choose Your Personal 
Bach Stradivarius Trombone from 

Eight Different Models! 

From a selection of eight models, you 
can easily find the one Bach trombone 
designed to help you do your job— better! 

You can select a Be', a 13-F, or even 
a Bb-F-E trombone. 

Select a bore that's cylindrical, or tele-
scopic...a bore that's large (up to -.562% 
or small (as small as .495"). 

Select a bell (up to 91/2 ") that emits 
massive volume, or one (as compact as 
71/2 ") that gives your sound real "edge". 

In short, select your own personal 
Bach Stradivarius trombone.., and join 
the elite! 

See your Bach dealer right now. Or 
write for Bach trombone brochure num-
ber 6037, Vincent Bach Corp., Dept. D3, 
Box 310, Elkhart, 
Indiana 46514. 

Makers of Vincent Bach-designed MERCEDES AND MERCEDES II brasses for students. 

SUBSIDIARY OF THE MAGNAVOX COMPANY 



By CHARLES SUBER 
HERE IS A SHORT case history of how 
"lack of money" and "priorities" can short-
change the best of intentions. The back-
ground has been running on page one of 
your local newspaper: "Education Bill 
Vetoed"; "School Bond Issue Defeated"; 
"Student Unrest Reaches High Schools". 
Our story is about Chicago, but you can 
substitute your own turf and cast of 
characters. 

In May, 1966 the Chicago Board of 
Education requested federal aid "for ed-
ucationally deprived children" under the 
terms of Title I of the Elementary and 

Secondary Education Act (ESEA). One 
program so funded, at $354,593, brought 
instrumental music instruction each year 
to 18,000 students (90-95% black) in 108 
inner city schools. ESEA funding took 
care of the purchase of instruments and 
materials plus salaries for 41 teachers, one 
clerk, and one co-ordinator. 
Now in its fourth year, the program 

has earned this official evaluation: "Based 
on the pupils' ability to perform, the pro-
gram has been highly successful". Recom-
mendation: "Continue program and trans-
fer to Board of Education Funding." Fu-
ture Status: "Phase-out effective Septem-
ber, 1970. In short, the program has been 
great, but we haven't got the money (or 
moxie) to continue it. 
Another program funded by ESEA for 

Chicago's black and brown schools in 

The next best thing to a D-45 

The 
Martin 
D-41 
The famous 

Martin Dreadnought design, 

is offered with 

many extras such as 

abalone pearl bordering 

the top and sound hole, 

pearl inlaid fingerboard 

position markers, 

the "CF Martin" 
signature is inlaid 

in white mother-of-pearl 

on the head and the tuning 

machines are gold-plated. 

this fine guitar, with its 

selected rosewood and spruce 

will be desired 

by many professionals 

for its distinctive 

Martin Dreadnought tone; 

deep, clear and resonant. 

Put yourself next to 

the Martin D-41. 

CF MARTIN & COMPANY 

Makers of fine guitars 

since 1833 

"Cultural Music Experiences"—profession-
als like Red Saunders and his band doing 
the history of jazz; Oscar Brown, Jr. stag-
ing music shows—administered by a staff 
of three people for 33,045 students in 61 
schools for a total budget of $ 149,857, or 
a cost per pupil of only $4.55. Evaluation: 
"Field responses indicate that this is a 
very successful program and has been a 
positive influence in developing creative 
expression." Recommendation: "Continue 
program and transfer to Board of Educa-
tion funding." Future status: "Phase-out 
effective September, 1970." Again, the 
program has been great, but we can't 
find $ 150,000. Hell, broken windows in 
those 61 schools could come to more than 
that. 
The Board of Education, in defense of 

dropping these programs, states:" . . . 
there is also a definite need to devote 
more funds and effort to instruction in 
reading and the expansion of pre-school 
and early childhood development programs. 
. ." No one argues the necessity for all 
kids ( and adults) to be able to read. But 
before you can teach anyone anything, 
you must first get his attention. You must 
allow the student to gain an identity, score 
a measure of achievement, and assume a 
sense of responsibility for his own learning 
within a group experience. And all that— 
and more, like eye tracking correlated with 
motor response and power of concentration 
—comes from musical experience, especial-
ly at a young age. 
By dropping the ESEA program, the 

Chicago Board of Education has now 
insured that there will be no elementary 
music instruction for the generation of 
1970. 
Most teachers know these first principles 

of motivation. As a matter of fact, the 
Chicago Teachers' Union included in its 
first round of recent contract negotiations 
with the Board of Education a demand 
that instrumental music be made avail-
able to all elementary grades. (The demand 
was later dropped in favor of higher 
salaries.) The principals and administra-
tors—in the ghetto schools at least—know 
about the value of the ESEA programs. 
Next September, the $500,000 inventory 
of musical instruments accumulated during 
the past four years will lay idle in dead 
storage because "down town" can't find 
$350,000. Forty-one music teachers will 
lose their jobs. Will their union or their 
professional association, the Music Educa-
tors National Conference, or the American 
Music Conference do nothing about it? 
No one is likely to do anything about 

the Cultural Music Experiences Program 
either. That will go down the drain, too, 
while everyone stands around bleating 
about "doing something to improve the 
quality of inner-city schools". 
The other Chicago schools are not too 

well off either. The Board of Education 
budget for music is about $950,000—less 
than one-half of one percent of the total 
education budget. Chicago has only 300 
music educators for its 600,000 public 
school students (a city like Dallas, for 
example, has 225 music teachers for 145,-
000 students). More trouble lies ahead. If 
Chicago can't come up with 36 million 
dollars by September then, among other 
cuts, 50 more music teachers will go and 
the remaining 250 will teach six classes 
per day instead of five. 

Let's face it. School music is in a 
crunch in Chicago (and in your home 
town) and there is nobody picking up 
the load. Where did everybody go? Ea 
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LPB-1 This linear power booster is a 
compact solid state preamplifier that 
can come up to triple the acoustic out-
put of any amplifier. It will increase 
guitar, sustain and improve the perfor-
mance of all fuzz-tones, and wah-wah 
pedals. 

SCREAMING BIRD A treble booster that 
will give your instrument the razor 
sharp bite of a screaching harpsichord 
whose strings are whipped instead of 
plucked. 

MOLE The mole bass booster will 
extract the highs and amplify the sub-
harmonics giving your instrument the 
depth, resonance and heavy penetra-
tion of the foot pedals of a church pipe 
organ. 

MUFF This funkiest distortion device 
will give you that dirty sound reminis-
cent of the natural distortion of the 
tube amps used by the Rhythm and 
Blues bands of yesteryear. 

EGO This microphone booster is 
designed for the vocalist whose P.A. 
system isn't strong enough to cut 
through the noise generated by the 
other members of the band. The Ego 
will match any microphone and up to 
quadruple the output of your P.A. 
system. 

All of the above accessories are 
guaranteed for three years. They 
are compatible and modular and 
any combination of more than one 
unit will give you an infinite variety 
of sounds. 

( ALSO AVAILABLE AT YOUR RETAIL MUSIC STORE.) 

electro-harmonix 
1204 Broadway, New York, N. Y. 10001 

Please send postage paid: 

LP B-1 

SCREAMING BIRD 

MOLE 

MUFF 

EGO 

514.95 

17.95 

19.95 
15.95 

14.95 

INST. AMP 
PLUG-IN PLUG-IN 
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The reason Sonny Payne 
plays Sonor Drums is not 

the reason Don Lamond 
plays Sonor Drums, which is not 

the reason Gary Peterson 
plays Sonor Drums. 

Sonny Payne goes with Sonor because 
of the superb response he gets. Whather 
it's the bass, tom-tom, snare or hi hat, 
Sonor gives him the kind of action 
he wants. The kind of action 
that keeps him on top. 

Don Lamond, versatile, 
internationally known drummer 
and clinician, has different 
requirements. On the commercial 
scene, time is money. Don likes the 
way Sonors set up fast, stay put and 
sound great. Session after session. 

Gary Peterson swears by Sonor 
for still another reason: good 
looks. When Gary's on the road 
with his group, Guess Who, he 
cares about the way the group 
looks, as well as how it 
sounds. Sonor gives him the 
big sound and the big looks. 

Need more reasons? Then sit down and play a set 
of Sonors. Feel their speed. Listen to their 
brilliance. In a matter of minutes, you'll have 

plenty of reasons of your own. 

Ask your dealer for our free 20- page 
color catalog. Or write M. Hohner, Inc., 

Hicksville, New York 11802. 

17 SONOR 
DRUMS 

by Hohner 



I Second to One! 1 

LCO  CN IMIBALS 
by AVEDIS ZILDJIAN 
This great new line of cymbals is made by 

Azco Ltd., the new Canadian factory of 

Avedis Zildjian, in the same tradition and 

under the same supervision as AVEDIS 

ZILDJIAN...number ONE all over the world. 

Now for the first time! 

Complete factory matched 

cymbal sets in kit form! 

THE ZILCO "ROCKER" 
Matched 14" Hi- Hats ($43.), an 18” Crash 

Ride ($ 33.) and a 20" Bounce Ride ($39.). All 

four cymbals nested in a strong, reusable 

carrying carton for only $ 115. 

• Terrifically fast response! 

• Wide-spread tone quality! 
• Brilliant, piercing sound! 

• Pro quality at modest price! 

• Top value when trading up 
to Avedis Zildjians! 

The " ROCKER" is just one of three 

ZILCO factory matched set-ups 

available. The smaller " STARTER" 

and the larger " SWINGER" are also 

sold by better dealers everywhere. 

Know what to look for when 
you're buying cymbals. Use 

coupon below for a tree copy of 
AZCO's new Cymbal Glossary. 

Dept. D-3 AVEDIS ZILDJIAN COMPANY 

39 Fayette St. No. Quincy, Mass. 02171 

Please send my tree AZCO Cymbal Glossary. 

Name  

Address  

City, State & Zip  

A Forum For Readers 

Rich Praise 
At the end of Buddy Rich's one-week 

stay in Washington, D.C., gratifying not 
only because of Buddy's customary over-
whelming performance but also because 
of the enthusiasm he generated in the 
usually unreceptive city, the master gave 
a drum clinic at an area high school. 
The clinic paralleled his style of playing, 

replete with individualism and the famous 
Rich moxie. Despite disadvantages (bad 
miking, a broken pedal, and an 1800-plus 
crowd), he managed to put on the best 
clinic I have ever attended, telling it like 
it is and like it will be with none of the 
'Welcome to the Brotherhood of Drums' 
silliness that characterizes so many such 
events. I got the chance to go up and 
play, and now I know how Buddy felt 
before the Command Performance (I am 
17, and have idolized Buddy since he mo-
tivated me to study drums ten years ago). 
I was so nervous when I got behind the 
set that my lower lip was trembling, just 
like Jackie Cooper's. 

Buddy's superiority is due, I think, not 
only to his superhuman technique but also 
to the beautiful, swinging way he makes 
use of it. His playing had the same effect, 
on me at least, that I noticed the mu-
sicians in his band experiencing—a desire 
to play over yourself, to achieve more 
than you would have otherwise. I hope I 
can translate the inspiration into action as 
effectively as the Rich band. As it is, I'm 
grateful that Buddy Rich happened in my 
lifetime. There will never be another. 

Al Klopfer 
McLean, Va. 

Echoes of Spain 
The red-baiting letter (db, Jan. 22) 

regarding my album, Liberation Music Or-
chestra, written by an obviously unin-
formed and misguided reader still living in 
the McCarthy era, warrants no answer in 
this day. 

However, I can't ignore one of Dan 
Morgenstern's comments in his reply to 
that same letter. Morgenstern was very 
unfair in calling my inclusion of the 
songs from the Spanish Civil War in my 
album "naive", unless, of course, he was 
reviewing it (which he was not), or had 
stated that view as his own personal 
opinion (which he did not). 
I wanted to record the songs not only 

for their power and beauty, but because 
they told the true story of a people 
fighting for their right to live in a free 
society. These songs are the only remnants 
of those people who never realized the 
freedom they were fighting for, and have 
been living under Franco's military dicta-
torship since the end of the Spanish Civil 
War. It should be noted that most of the 
surviving American volunteers (Abraham 
Lincoln Brigade) who fought for the 
Spanish Republic later returned to Europe 
to again fight Hitler and Mussolini in 
World War II. Historians refer to the 

education in jazz 
 by Gary Burton 

No one can make you a musi-
cian. A school can only offer the 
tools, and the information, and 
provide some of the incentive. 
Real success depends on the indi-
vidual. If you feel you are a musi-

cian who loves 
music and wants 
it more than any-
thing else, then I 
suggest you con-
sider Berklee. 
It's unlike any 
other school. 

Berklee offers 
Gary Burton training of the 

most direct and useful nature, with 
emphasis on music that is happen-
ing today.. . and its aimed toward 
producing musicians of individual 
musical personalities. 

Berklee was my school, where I 
found out what I wanted to know 
and needed to know. I was encour-
aged to be my own musician and 
given the skills and confidence 
necessary to approach the career 
I wished to follow. 

Additional recommendation for 
Berklee is the success of many of 
its former students . . . and this 
speaks for itself. 

Inquire and see if Berklee is 
for you. 

ert Vetted« 

For information write to. 

Berklee School of Music 

Dept. D 

1140 Boylston Street, Boston, Mass. 02215 

For those who cannot attend 

Berklee at this time . . . 

a special 

CORRESPONDENCE COURSE 

includes: 

• Modern Harmony 

• Improvisation 

• Dance Band Arranging 

• Jazz Composition, etc. 

For information write to: 

Berklee Press Publications 

Dept. D 

1140 Boylston Street 

Boston, Mass. 02215 
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American volunteers as being "glorious" in 
their efforts as "premature anti-fascists." 
Their defeat caused the deaths of many 
American soldiers in World War II, be-
cause fascism was not stopped in Spain. 
(The United States remained neutral 
throughout the Spanish Civil War.) 
The traditional Spanish songs, together 

with the original compositions, and the 
personal creative involvement of each 
musician on the album convey the dedica-
tion of the orchestra not only to the 
liberation of music, but also to the strug-
gles against all wars of aggression, racism, 
poverty, and exploitation throughout the 
world. 
I would like to say just one thing regard-

ing _reader Schwartz' comment that the 
album is "so blatantly little concerned 
with music per se. . ." I recently learned 
that my recording is about to receive 
two European music awards—the Jazz 
Academy Award and the Charles Cros 
Award—and a Japanese record award. 
Since the album's release, all reviews 
written in this country and in Europe have 
been excellent. 

Charlie Haden 
New York, N.Y. 

It is unfortunate that Charlie Haden, 
whom I admire as a musician and like as 
a person, resented my comments. In the 
first place, they were personal opinion, 
which is why they were signed with ini-
tials instead of the customary Ed. (for 
"editor"); in the second place, I didn't 
say "naive" but "perhaps naive: modify-
ing my view. 
With all due respect and sympathy for 

Haden's ideological convictions and the 
admirable sincerity with which he ex-
presses them musically on his album, the 
politics of his letter are nothing if not 
naive, and now I drop the modifier delib-
erately. 

In my youth, I was as starry-eyed about 
the Spanish Civil War as Haden is today, 
and knew all those songs by heart, literally 
and figuratively. After all, that war was 
shining legend for young antifascists of 
my generation, too. But the bitter fact is 
that even this "premature" fight against 
fascism was not simply a matter of Right 
against Wrong. The Stalinist intrigues 
against and murders of Anarchists, Syn-
dicalists, and especially Trotskyists, includ-
ing execution on framed-up charges of 
members of the International Brigade (of 
which the Abraham Lincoln Batallion, as 
it should properly be known, was a part) 
cannot be overlooked by any thinking 
person, and these and other tragic events 
tarnish the glory of the Spanish War. 
I do not doubt the purity of Haden's 

motives, and regret his insistence that his 
letter be published, though I asked him to 
withdraw it. Nor do my reservations about 
Haden's romantic approach to history af-
fect my response to his music. But there 
was nothing "unfair" about what I said. 
(I suggest Haden read George Orwell's 
haunting Homage to Catalonia.) 
The debate is hereby terminated. This 

magazine deals with music, not politics. 
No further letters, from readers and/or 
musicians, will be published concerning 
this matter. — D.M• 

Clarinetists and saxophonists who care 

about good music care about the reed they 

use. That's why La Voz reeds are in such 

demand. La Voz reeds are fashioned from 
the highest grade cane available. And La 

Voz ages its cane from 3 to 4 years before 

it even becomes a reed. The special La 

Voz manufacturing process calls for pre-

cise craftsmanship and hand-grading to 

exact tolerances. We also inspect each 

La Voz reed many times to assure supe-

rior performance. With all that built-in 
quality, shouldn't our reed be your reed? 

8484 San Fernando Rd., Sun Valley, Calif .. 91352 

THE PRIDE OF 
THE PROFESSIONALS: 

LA VOZ. 

Ii they're 
good enough 
for Ed... 
Ed Shaughnessy, brilliant drummer with NBC's 
"Tonight Show" band, plays and praises Pro-
Mark's revolutionary Sure-Grip Drumsticks— 
the Handmade drumsticks with the built-in grip 
for balance and "non-slip" security. For a sam-
ple pair of Ed's personal model... send $2.50. 
We'll send you the sticks and free literature on 
all 44 Pro- Mark Handmade models. 

¡mac 
PO B. 8032 Houston Tema, 77004 

Jerome Richardson uses the 
Otto Link mouthpiece 

so do 
Harold Ashby 

Corky Corcoran 
Eddie "Lockjaw" Davis 

Eric Dixon 
Bud Freeman 
Benny Go!son 

Paul Gonsalves 
Don Menza 
Sal Nisrico 
Flip Phillips 

Marshall Royal 
Ben Webster 

and other great players 
See your dealer or write for Free Brochure 

OTTO LINK, Inc. 
121 S.W. 5th Street 

Pompano Beach, Florida 33060 
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WHITE HOUSE TO GET 
BIG RECORD LIBRARY 
A record library is being established at 

the White House under the aegis of Mrs. 
Richard M. Nixon. It will become a 
permanent part of the presidential resi-
dence. 
A commission of experts has been formed 

to screen and select more than 2,000 
albums from the best in American record-
ings. The performer or music may or may 
not be American, but the materials selected 
will be representative of U.S. cultural in-
terests. 

Records will be chosen in five categories: 
classical; popular (including rock); jazz 
(including blues); folk and country, and 
spoken word. Commission members in the 
respective areas, who in turn have selected 
experts to assist them, are Irving Kolodin, 
associate editor and music critic of Satur-
day Review; Johnny Mercer, song writer; 
Willis Conover of the Voice of America; 
Paul Ackerman, music editor of Billboard, 
and Helen Roach, author and former pro-
fessor at Brooklyn College, N.Y. 
The Recording Industry Association of 

America (RIAA) is presenting the record-
ings and equipment to the White House. 
RIAA will also make available to the 
general public a duplicate collection, to be 
housed at a site to be selected in Washing-
ton, D.C. 
A list of the collection will be made 

public upon completion of selections. 

STARS, COLLEGE BANDS 
TO PLAY AT MONTREUX 
The Montreux Jazz Festival in Switzer-

land, which has established an enviable 
reputation, is set this year for June 17 
to 21. 
The preliminary lineup as announced by 

producer Claude Nobs includes Bill Evans 
with Tal Farlow; the groups of Gary Bur-
ton, Herbie Mann, Yusef Lateef, Ramsey 
Lewis, Junior Mance, and Sunny Murray; 
reedman Tom Scott, and singer Leon 
Thomas. 
A special feature of the festival will 

be the appearance of four U.S. college big 
bands, each to showcase a guest star. 
The MIT Band will be joined by trumpeter 
Benny Bailey; the North Texas State Lab 
Band will back Gerry Mulligan; the Kent 
State University Band will feature Art 
Farmer, and the U. of Texas at Arlington 
Lab Band will play host to Dexter Gordon. 
Twelve European bands sponsored by 

the national broadcasting organizations of 
their respective countries will compete for 
a prize which includes a trip to play at 
the Newport Jazz Festival, and the best 
players from these groups will join in 
a big band led by Clark Terry in arrange-
ments by Chico O'Farrill. Further infor-
mation may be obtained from the Mon-
treux Tourist Office or Swissair. 
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KENTON DISTRIBUTING 
OWN VINTAGE ALBUMS 
As every music lover with interests 

ranging beyond the hits of the day knows 
only too well, the record business is 

basically geared to mass tastes. 
With some notable exceptions, such as 

the reissue programs conducted by a num-
ber of major labels, vintage jazz recordings 
are available only through specialist stores 
and collectors channels, or on a "bootleg" 
basis. 

Stan Kenton, never a man to swim with 
the tide, has now decided to do something 
about the unavailability of most of his 
classic recordings, in response, he states, 
to letters from people all over the world 
asking about his LP catalog. 

Kenton has obtained rights to distribute 
this material from Capitol, and has formed 
The Creative World of Stan Kenton, a 
mail-order organization. 
The first seven albums available under 

this agreement are Modern World and City 
of Glass; New Concepts of Artistry in 
Rhythm; Contemporary Concepts; West 
Side Story; Kenton in Stereo; Lush Inter-
lude, and Kenton's Christmas. 
The records can be obtained by writing 

The Creative World of Stan Kenton, P. 0. 
Box 35216, Los Angeles, CA 90035. 

AMMONS' N.Y. OPENING 
FOILED BY LEGALITIES 
Tenor giant Gene Ammons' first New 

York appearance since his comeback last 
fall, a scheduled two-week stand at the 
Club Baron in Harlem, was foiled by a 
ruling of the New York State Liquor 
Board stating that a parolee must request 
permission to perform in an establishment 
serving alcoholic beverages. 
Ammons also lost a booking at the Vil-

lage Vanguard as a result of the edict, 

but his trip was not wasted. He taped 
his third session for Prestige, a program 
of tunes associated with the late Nat King 
Cole, with pianist Wynton Kelly, bassist 
George Duvivier, and drummer Rudy Col-
lins. 

Pending approval of his formal request 
to the Liquor Board, Ammons was sched-
uled to open at the Baron March 10. The 
Mose Davis Organ Trio replaced the 
tenorist at the club for the stymied engage-
ment. 

BLACK MUSIC SUBJECT 
OF MENC CONVENTION 

Music: A Life Force in Black America 
will be the subject of a five-session sym-
posium at the Music Educators National 
Conference Convention in Chicago March 
6-10. 

Dealing with music as it relates to the 
school, community, church, and composi-
tion and performance, the speakers include 
Samuel Stratton, writer and guest lecturer, 
Loop Junior College, Chicago; David 
Baker, author of Black Music Now and 
down beat Music Workshop contributor; 
Thomas A. Dorsey, president of the Na-
tional Convention of Gospel Choirs and 
Choruses; Phyl Garland, New York editor 
of Ebony and author of The Sound of 
Soul; and Natalie Hinderas, concert pianist, 
Temple University, Philadelphia, Pa. 

Topics include "Music Education in a 
Changing World", a report on black 
music in college and university curricula 
by Harry Morgan, Bank Street College of 
Education, New York City; "Black Music: 
A True Music in a Democratic Society"; 
and "Soul Music: An Old Sound of New 
Significance." 

During a program devoted to Gospel 
music, Dorsey will focus attention on its 
origins and evolution, with the Beverly 
Glenn Concert Chorale, Wayne State Uni-
versity, giving a discussion-demonstration 
of where Gospel music is today and what 
it means to music education. During part 
two of "Black Music: A True Music in a 
Democratic Society", panelists plan to 
demonstrate, by playing tapes and record-
ings of contemporary works by black 
composers, that the "black experience" 
finds expression in such music. 

BASSIST CHRIS WHITE 
TEACHING AT RUTGERS 
A new course in the Black Studies Pro-

gram at Rutgers University's Newark Col-
lege of Arts and Sciences was incepted 
Jan. 28. 

"Jazz: Music for those on the outside 
looking in," is being • taught by bassist 
Chris White, best known for his work with 
Dizzy Gillespie and Billy Taylor. White is 
presently director of Summer On Wheels, 
Inc., which presents jazz concerts and 
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plays in ghetto areas in New York City 
and other urban centers, and of Rhythm 
Associates, the music school which he 
founded. 

Martin Williams is teaching a similar 
course at Rutgers' Camden, N.J. division. 

POTPOURRI 
Erroll Garner made his first trip to 

Japan in February, returning to the U.S. 
in time to headline at the Boston Globe 
Festival Feb. 28. The pianist will tour 
Europe in April and May, with dates in 
Switzerland, France, Germany, Belgium, 
Spain, Italy, Holland and the Scandinavian 
countries. Columbia has recently re-issued 
in electronic stereo the most famous Gar-
ner album, Concert by the Sea. Garner 
recently taped a session in New York 
with a rhythm section including bassist 
George Duvivier. 

• 
Marian MePartland and bassist Mike 

Moore have concluded an eight-week stint 
as artists-in-residence in some 20 junior 
high schools in the Long Island, N.Y. 
area under the auspices of the Hunting-
ton Arts Council which began in January. 
On March 2, Miss McPartland's trio be-
gan a month's stay at the Monticello 
Room in Rochester, N.Y. 

The 12th German Jazz Festival will be 
presented at Berlin's Kongresshalle March 
21-22. Performers will include Phil Woods, 
the Dave Pike Set, a group from Chi-
cago's AACM, and such European artists 
as Albert Mangelsdorff, Pierre Favre, 
Joachim Kuhn, Wolfgang Danner, Gun-

ter Hampe!, and Klaus Doldinger. A 
special big band will also be featured. 

• 
Ira Gitler, our New York Editor and 

an expert on bebop, registers an important 
disagreement with Ross Russell, author of 
the article on Fats Navarro in our Feb. 
19 issue. "I much enjoyed the piece," 
Gitler notes, "but I must disagree when 
Russell says that Navarro was not the 
trumpeter on certain of the Charlie Par-
ker Cafe Society broadcast transcriptions. 
It is definitely Fats. If anything is wrong, 
it may be the dates discographers have 
ascribed to the broadcasts." 

After more than a decade with Thelon-
ions Monk, tenor saxophonist Charlie 
Rouse has left the pianist's quartet. His 
replacement is Pat Patrick, best known 
as a baritone saxist who has often worked 
with Sun Ra. Patrick played tenor with 
Monk's group at the Village Vanguard in 
New York last month. Wilbur Ware was 
on bass, and Ed Blackwell, due to be re-
placed by Beaver Harris, was the drum-
mer. 

Frank Driggs has been elected presi-
dent of the N.Y. Hot Jazz Society, suc-
ceeding Jack Bradley. Diggs has also 
taken over Bradley's post at the helm of 
the Sunday sessions at Uncle John's Straw 
Hat. 

STRICTLY AD LIB 
New York: Back from Las Vegas, the 
World's Greatest Jazz Band resumed 
residence at the Roosevelt Grill for an 

indefinite stay Feb. 10. Left behind was 
Carl Fontana, who decided to remain in 
the gambling-nightlife mecca where he 
makes his home. His place was taken by 
Kai Winding, who had just finished an 
engagement at the Roosevelt with the all-
star band he co-led with Roy Eldridge. 
During the last week of that band's stay, 
Frank Wess took over for Zoot Sims 
on tenor saxophone and Joe Farrell filled 
Budd Johnson's baritone-soprano saxo-
phone spot. Johnson had to depart for 
France where he toured with trumpeter 
Charlie Shavers, pianist Andre Persiany, 
bassist Roland Lobligeois, and drummer 
Oliver Jackson . . . Composer-singer 
Oscar Brown Jr., singer-dancer Jean Pace 
and Brazilian accordionist-guitarist-pianist 
Sivuca are at the New Theatre on East 
54th St. in Brown's musical happening 
Joy. RCA has recorded the show . . . 
The Village Vanguard presented Robin 
Kenyatta in a special Sunday matinee. 
With the recently returned-from-Europe 
alto saxophonist-flutist were Stanley 
Cowell, piano; Buster Williams, bass; 
Xavier Smith, electric bass; Buck Clarke, 
conga, Moroccan bongos, and Clifford 
Barbaro, drums . . . Trumpeter Marvin 
Stamm was at the Half Note with Don 
Friedman, piano; Victor Sproles, bass; 
and Jimmy Cobb, drums. Chris Connor 
warbled on weekends . . . Tenor saxo-
phonist Brew Moore is back at the Lime-
light—Sunday evenings only—with Pete 
Mendelsohn, piano; Perry Lind, bass; and 
Johnny Robinson, drums . . . Keyboard 
Corner: Billy Taylor, backed by bassist 
Bob Cranshaw and drummer Bobby 
Thomas, held forth at the Top of the 
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by MARTIN WILLIAMS 

DON ELLIS'S comments on the rock and 
bebop rhythm sections in these pages a 
while back puzzled me. In the first place, 
he wasn't talking about rock, but about 
the r&b rhythm section. (That's not a 
trivial distinction. Think about it.) 

In the second (and prominent) place, 
things Ellis said about the bop rhythm 
section simply aren't true. The bass 
player did (and does) have the rhythmic 
lead, and it was his job to lay down a 
cushion of even quarter notes, as simple 
and as important as 1-2-3-4. If he hadn't 
done that, the whole structure of the 
music would have collapsed; the melodic 
rhythms of the soloists and the poly-
rhythms of the drummers just would not 
have been possible. 
As a matter of fact, there were a 

couple of bop bass men who showed up, 
time after time, playing with the very 
best groups, although they had no knowl-
edge of harmony, had no ears for it. If 
they played the right note now and then, 

it was probably an accident. Why? Well, 
because they had good, strong, swinging 
beats. 

Ellis' own music of course makes 
much of the use of odd, unusual and 
"difficult" time signatures. But I might 
suggest that his listeners listen carefully 
to some definitive bop drumming like, 
say, Max Roach on Charlie Parker's 
Klacktoveedsedsteen and notice how 
meaningless it would be to assign a time 
signature to it—unless you did it bar-
by-bar, maybe. 

Furthermore, I can't agree with Ellis 
that a "triplet-feel" either characterizes 
or distinguishes the melodic rhythm of 
Parker. He certainly made frequent use 
of triplets. But Louis Armstrong's solos, 
particularly between 1928 and 1932, say, 
are full of triplets. And the players from 
Kansas City and the Southwest, from 
bluesmen to balladists, were playing with 
a triplet feel by the mid '30s. 
On the other hand, if you listen to 

Ellis's own solos, I think you will hear, 
whatever the time signature, the accents 
and melodic rhythms of early bop. . . . 
I am making up a personal list of 

tomorrow's camp. So far I've got these: 
Janis Joplin, Marshall McLuhan, the 
Rolling Stones, the Animals, Ellen Sand-
er, Robert Stack, Herbie Mann, Rod 
Steiger, Lord Buckley, Tom Jones, the 
Living Theatre, Rod McKuen (and you 
thought Edgar Guest was dead), Lou 
Rawls, Peanuts, Stan Kenton's Neophonic 

Orchestra, the Tijuana Brass, Ahmad 
Jamal, Jack Kerouac, Richard Goldstein, 
Roger Williams, Peter Nero and Andre 
Previn (hey, maybe those last three are 
all the same guy!). . . . 

Bill Cosby's current TV theme is the 
funniest blues parody ever—even better 
than Clark Terry's Mumbles. And I 
hope you are digging some of the music 
on Ironside. There is one blues, which I 
think is Benny Golson's work, that ought 
to be recorded post haste. . . . 
A fellow named Jack Banning sup-

plies a number of college radio stations 
with recorded reports and interviews from 
New York which the stations work into 
their news and public affairs program-
ming. He tells me that his current mail 
runs strongly in favor of more segments 
on jazz. (Oh, you want to get in touch 
with him for your station? He's at 
100 Riverside Drive, New York City 
10024  )  

I'm not much on giving out profes-
sional advice to musicians and managers, 
but I have some for Louis Armstrong's 
advisors. Get a capable, cool, lyric trum-
peter, whose style is more or less tradi-
tional, and put him in the group. He 
could spell Armstrong and add to the 
music without being in any way competi-
tion for him. And he and the master 
could even work out some brass routines 
that would probably kill the people with-
out taxing the leader. I strongly nominate 
Johnny Windhurst. 
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The Story of Louis Bellson 

MASTER 
THE PRACTICE of the family in which he 
grew up was that each child, at an early 
age, could select from the shelves of the 
Balassoni Music Store in Moline, Ill., the 
instrument of his choice. For Luigi Balas-
soni, better known as Louis Bellson, that 
instrument was a snare drum, and the deci-
sion that destined him to become one of 
the most versatile drummers in jazz and 
popular music was made back in 1928 
when he was 4 years old. 

In the intervening years, Louis Bellson 
has supplied the rhythmic drive behind the 
bands of Benny Goodman, Tommy Dorsey, 
Harry James, Count Basie, and Duke El-
lington, and he has pursued parallel ca-
reers as a recording artist, arranger, studio 
musician, drum clinician, author of percus-
sion manuals, and music director for his 
wife, Pearl Bailey. This year finds Bellson 
leading his own big band, more active than 
ever before and, at the age of 45, a young 
veteran with an incredible 40 years of 
drumming experience behind him. 
The Bellson drum style rests on twin 

foundations—strict classical training and a 
heavy exposure to the demotic music of 
America. His early training followed clas-
sical precepts which Papa Balassoni brought 
from Tuscany, where he himself was de-
scended from a family of musicians. 
"When dad let me choose my first snare 

drum, I was pretty young, even by family 
standards, but he had noticed that I was 
singing a lot around the house and the 
store and decided that it was time for me 
to begin," Bellson said. "What I didn't 
know back then was that once you had 
chosen it, you stayed with the instrument 
until you had mastered it. Except for the 
piano, I was allowed to play nothing but 
the snare for the next six years." 
He was turned over to a local teacher 

and drilled on George Lawrence Stone's 
Stick Control, a book Bellson still consid-
ers the drummer's bible. He was 10 before 
he was allowed to add to his outfit from 
the percussion instruments he daily coveted 
on the shelves of the large and thriving 
family business. 
The life of the Balassoni family was 

totally involved with music. Everyone in 
the family played and sang. By the age of 
10, the children were expected to know 
all of the principal operatic arias. The 
radio and phonograph were in constant use. 
The five Balassoni brothers, of whom Lou 
was the oldest, worked in the store and 
assisted the staff of teachers. At 11, Lou 
began giving drum lessons to beginners. At 
12, he was playing the percussion parts 
for musical groups that met to rehearse in 
the store's basement. 
"Dad had something going every night 

in the week," Bellson said, "an accordion 
band on Mondays, a brass band on Tues-
days, woodwinds on Wednesdays, and so 
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on. When I told him I wasn't quite ready, 
he simply handed me the parts and told 
me to learn them." 

Since Lou had outgrown local instruc-
tion, his father arranged regular trips to 
Chicago, where he continued his studies 
with the famous percussion teacher Roy 
Knapp. 

"All you can say is, it was a rare and 
musically advantaged childhood, for which 
I am very grateful," Bellson said. 
That Bellson did not become a paragon 

of legit style and wind up in a symphony 
orchestra was due to his early and continu-
ing interest in jazz. With Davenport and 
Rock Island, Moline formed the Tri-City 
complex and was an important one-night 
stand for the name bands of the 1930s. 
Bellson made it his business to study the 
styles of the great drummers as they played 
Moline with those bands. He heard Chick 
Webb, Gene Krupa with Benny Goodman, 
Dave Tough with Tommy Dorsey, Jimmy 
Crawford with Jimmie Lunceford, Paul 
Barbarin with Luis Russell, Wally Bishop 
with Earl Hines, Ben Thigpen with Andy 
Kirk, Gus Johnson with Jay McShann, 
Jesse Price with Harlan Leonard, and the 
man he rates as the greatest of them all, 
Count Basic's Jo Jones, "the master who 
modernized the art of jazz drumming for 
the rest of us." 
An interlude in Bellson's career, which 

reads like a chapter out of Young Man 
with a Horn—and to which he attaches the 
greatest importance—developed from his 
Tuesday night gigs at a spot in Moline 
called the Rendezvous Night Club. The 
leader of the house band there was Rufus 
Perryman, a veteran itinerant boogie-
woogie pianist from Atlanta, Ga., profes-
sionally known as Speckled Red, who had 
settled in Moline. Every Tuesday night for 
almost three years Bellson worked with 
this four-piece barrelhouse group. There 
wasn't a piece of music paper in sight. 
"The experience was invaluable for me," 

he said. "The things I learned there weren't 
in the books. They were the ideas that are 
passed along from one musician to another, 
the folk things, which are even more im-
portant in jazz work than the technical 
elements." 

In 1940, Bellson, urged on by his father, 
entered a national contest for the "best 
drummer in America under 18 years of 
age." The contest was sponsored by Gene 
Krupa, and there were more than 40,000 
entries. Characteristically, Bellson did not 
expect to get very far, perhaps just through 
one of the regional eliminations. To his 
surprise he won the local contest, then the 
county competition, after that the Illinois 
drum-off, and found himself in the national 
semi-finals in Chicago, which he also won. 
Then, in the finals in New York City— 
with Krupa acting as the sole judge—Bell-

DRUMMER 
son won the national contest. 
Somewhat dazed by this sudden emin-

ence, Bellson returned to Moline, where 
his father put him to work in the store and. 
as soon as the fall semester began, had 
him enroll for his final year in high school 
and simultaneously take a first-year college 
course which meant attending school from 
8 a.m. to 5 p.m., with no lunch hour and 
reducing his store hours to weekends. 

"It was a rough schedule," he said, "but 
afterwards II found out why dad was push-
ing me so hard; it kept me from getting a 
big head after winning the national drum 
contest." 
By now Lou had acquired a working 

knowledge of the principal instruments and 
from time to time, when a regular in-
structor did not report, found himself 
giving trumpet and saxophone lessons to 
beginners. 
One spring night in 1941 Ted Fio Rito, 

leader of a popular dance band of the 
time, played the Tri-City dance hall, and 
Bellson sat in during the last set for the 
regular drummer, who was on notice. That 
night Fio Rito offered Bellson the job. At 
the family conference after the dance, Papa 
Balassoni told Lou, "The question of your 
career must be faced sooner or later. That's 
the reason I've been pushing you so hard 
at school. Tell Mr. Fio Rito that you will 
be free in June if he cares to repeat his 
offer." 
Lou did not expect to hear from the 

bandleader again, but after his graduation, 
there was a telegram from the West Coast. 
A few days before his 17th birthday, Bell-
son found himself at the Florentine Gar-
dens in Hollywood. The score called for 
vibraharp and tympani, pacing a chorus 
line, fills and cues for a floor-show that 
featured the Mills Brothers, as well as the 
regular Fio Rito dance book. 

"It was complicated, and I was nervous, 
but after all those years of training, I knew 
I had to be ready. Ted simply told me, 
'There's the score. You know what to do. 
That's why you're here.'" 

Within a week, Bellson was swinging the 
Fio Rito band. Before a month had gone 
by, someone had passed the word to Benny 
Goodman that there was a new drummer 
in town. Goodman sent brother Harry to 
investigate. An audition followed at Twen-
tieth Century Fox studios, where Goodman 
was making a picture, and the King of 
Swing was sufficiently impressed to offer 
the teenage drummer a job with the most 
famous of all the swing bands. 

Leaving Fio Rito with regrets, Bellson 
joined Goodman in New York City for a 
long stand at the Hotel New Yorker. The 
band suffered from high turnover because 
of the military draft, but during the year 
of Bellson's tenure some outstanding tal-
ents passed through the sections, among 



them pianists Joe Bushkin, Jess Stacy, and 
Mel Powell as well as trumpeter Bernie 
Privin, lead alto Hymie Schertzer, guitarist 
Mike Bryan, trombonist Lou McGarity, 
and a very young Stanley Getz. At one 
time a dream trombone section consisted 
of Jack Jenney, Miff Mole, and Jack Tea-
garden. Because of the musicians' union 
recording ban, this band never recorded 
commercially. During his year with Good-
man, Bellson got his first taste of big time 
small-combo work, playing in the sextet 
with Benny, Bryan, Powell, Stacy, Tea-
garden, and others. 

In 1943, the draft caught up with Bell-
son, and he found himself in a military 
band, stationed for the duration in Wash-
ington, D.C., where his sole job was to 
play concerts for amputees—"a kind of 
musical therapy project," Bellson said. 
There were no jazzmen in the group, but 
it did contain some excellent musicians 
from the Eastman School of Music in 

Rochester, N.Y. 
Bellson did not get back to the jazz 

scene until 1946, when he tejoined Fio 
Rito for two months and at last got around 
to introducing a second bass drum to the 
conventional percussion outfit, a Bellson 
dream for years. Then Goodman sent for 
him and he joined Benny's first postwar 
band. 
BeMon participated in eight sessions 

with Goodman for Columbia, starting with 
the Oh, Baby date, May 4, 1946 (Colum-
bia CL 6048), and ending with the Honey-
suckle Rose session on October 22, 1946. 
The latter was a sextet date with Good-
man, Bushkin, Harry Babasin, Barney Kes-
sel, and the late Johnny White. These sides 
are the first exposures of Bellson's talents 
on phonograph records and are also the 
first examples of the use of two bass 
drums, an innovation that remains a Bell-
son trademark. 

After another year with Goodman, Bell-

son moved into the Tommy Dorsey fold 
for a long stand at the Casino Gardens, 
Ocean Park, Calif. The band included 
Buddy DeFranco, trumpeters Charlie Shav-
ers, Ziggy Elman, and Doc Severinsen and, 
briefly, guitarist Allan Reuss and Zoot 
Sims. Bellson made 22 record sessions with 
Dorsey, all of them in Hollywood and for 
RCA, a total of 80-odd sides. In 1950, 
well-seasoned as a big-band drummer, Bell-
son resigned so that he could remain in 
Hollywood and pursue studies in musical 
composition and arranging with Buddy 
Baker. 
He drifted back into jazz with a Charlie 

Shavers-Terry Gibbs combo, which was 
working Hollyweod night spots, and a 
Harry James band, organized to fill a Las 
Vegas, Nev., commitment. In that band, 
Bellson met Willie Smith, formerly with 
Lunceford, and Juan Tizol, formerly with 
Duke Ellington, who were responsible for 
his historic move to the Ellington orchestra 

in 1951. Although color bars had fallen 
years before, with the inclusion of star 
Negro instrumentalists in predominantly 
white bands, there had been few crosses in 
the opposite direction and never one in the 
instance of a drummer. Bellson speaks with 
great love and enthusiasm about his time 
with Ellington. 

"Actually, Ellington was the easiest band 
in the world for a drummer," he said. 
"They had learned to swing without one. 
Sonny Greer was really the band's un-
official 'greeter' and a drummer limited to 
'special effects' but so lovable a character 
and so much a part of the Ellington mys-
tique that Duke never sought to replace 
him. When I joined, the guys told me: 
'Welcome aboard. Now we can sit back 
and relax.' I though they were putting me 
on. 

"Playing with Duke was a tremendous 
experience. All of the horns swung, and 
the sections swung. All a drummer had to 

do vas sit in and blow. There was some-
thing happening every time Carney or 
Tizol or Clark Terry or anyone else got 
up to take a solo. Duke was a marvelous 
section pianist—and the same goes for 
Basie. Ellington and Basie— those bands 
have the best time and rhythm work be-
cause the leaders are piano players, and 
the tempos they set are exactly right from 
the first bar. You never have to fight to 
get the time back to where it belongs, 
which was sometimes the case with bands 
led by horn players, even Benny Good-
man." 
The Ellington years ( 1951-1953) were 

notable in another respect. The Hawk 
Talks, Skin Deep, and Ting-a-Ling, the 
fruits of Bellson's studies with Buddy 
Baker, were first performed, and subse-
quently recorded, by Ellington (Columbia 
CL 2552, CL 830). One day Ellington 
looked the arrangements over and said 
casually, "Let's try them and see how they 

sound." Soon they were in the book. 
It was at this time that Bellson met 

Pearl Bailey. Their whirlwind courtship and 
wedding, one of the happier chapters in 
show business, are lovingly described in 
her autobiography, The Raw Pearl. They 
recently celebrated their 17th anniversary. 
In 1953, Bellson left Ellington so he could 
devote his time to being musical director 
for his wife. 

Since then he has been able to call his 
shots in the jazz field. Among his reminis-
cences of this period is one connected with 
a record date he made in 1954 with Art 
Tatum. It was a three-man affair—Bellson, 
Tatum, and alto saxophonist Benny Carter 
—a Norman Granz brainstorm. When Bell-
son and Carter arrived at the studio, con-
cerned over the rudimentary instrumenta-
tion and the challenge of recording with 
the piano giant, a master of all tempos, 
they found Tatum already there, at the 

/Continued on page 37 
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Mugu ealtrr: Anglin Afro? 
41 "GINGER BAKER? He's the most African-
E sounding drummer in Europe!" That's the 

considered opinion of Ghanaian broadcast-
er Mike Eghan, himself a percussionist and 

di lifelong student of drum lore. It's an opin-
*r. ion shared by many Africans who have 
«3 caught the copper-headed sound-and-fury 

>1. on his trip to worldwide fame with Cream. 
Among his African admirers Ginger num-

-ct bers the legendary Guy Warren of Ghana 
who used to jam with him during his 
early days on the London bebop scene, 
and his own new protege, Remi Kabaka. 

Remi, born of Nigerian parentage in 
Ghana, has been regaling Ginger's many 
fans with his vigorous African drumming 
during recent concerts given under the 
banner of a new group, the Airforce. This 
follow-up to the short-lived Blind Faith 
includes Faith's Steve Winwood and Rick 
Grech, along with reedmen Graham Bond, 
Harold McNair and Chris Wood (ex-
Traffic). Featured on tympani as well as 
the regular drum kit is the daddy of 
London jazz drummers, Phil Seamen, while 
Kabaka takes care of the more exotic 
rhythms. 

Talking about the boss of the thing, 
Kabaka said: "Ginger is the only guy in 
England who is ahead. Everyone knows 
about flams and paradiddles, but when 
you get into that rhythm thing, Ginger 
is the man." 
For the creator of Toad, his famous solo 

feature with Cream, "simplicity is beauty." 
It's for this reason that his work appeals 
to his African admirers who appreciate his 
directness, and it is also why he gave up 
the jazz scene. Although Ginger insisted 
that both Cream and Blind Faith were jazz 
gropps that just happened to appeal to a 
large audience, he has scant respect for 
what is happening in jazz today. At age 
30, he is a professional of 15 years stand-
ing. His first music was traditional jazz, 
his first idol Baby Dodds. "I still dig him, 
in fact," said Ginger, "Though I wouldn't 
say he's that African, as some people do; 
there's a lot of Western influence in his 
playing. He went to military drum school, 
after all, but he played good drums. I 
mean if it wasn't for Baby Dodds there 
wouldn't be anybody today playing." 
From Dixieland the London-born drum-

mer made the traditional journey through 
dance bands to bebop and "Getting in-
volved with technique—the clever-clever-
ness that these jazz players are still at. 
Actually it's above my head. I think that 
simplicity is beauty and that's why I play 
what I play now." 

Baker has a reputation for being some-
what inarticulate, but when I ran him to 
earth in his elegant oak-panelled house I 
found him to be as direct with words as 
he is with the drumsticks. There are a 
lot of people who will be offended by what 
he has to say, for he is not a man to 
mince words, but they might do well to 
examine their own contributions and mo-
tivations before hitting back. And if any-
one reacts by challenging his vanity, Ginger 
got that one in there first, too. 

"I've got a very big ego," he admitted 
with a distant smile, though he agreed 
that the majority of drummers share this 
fault. "The trouble is that most of them 
are kidding themselves, though. There's a 
whole heap of people who think they play 
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good but don't. Maybe I'm one—I don't 
know. I just know that there aren't very 
many people who play the drums at all 
in Europe—or in the States, for that mat-
ter." 

Baker is not a very keen listener to 
other drummers. "I don't believe in it 
and so I never hear other people unless 
we're playing at the same place," he 
explained. "Europe is a nation of musical 
parrots. Whatever they do, most people 
just play somebody else's thing very good. 
I find it quite embarrassing sometimes be-
cause it's so hard to distinguish between 
them and the people they're copying." 

Baker's words reminded me of something 
another drummer once told me. South 
Africa's Selwyn Lissack was talking about 
the British scene. "There is no living jazz 
in Britain," was how he put it. "The Chris 
McGregor band is the nearest there is to 
the truth, otherwise they're all just re-
plicas." Nevertheless, there were few local 
drummers who missed out on a recent 

visit by Max Roach, Art Blakey, Elvin 
Jones and Sunny Murray who competed 
nightly for the percussionist's crown. Gin-
ger was among those who made the 
pilgrimage. "Max really carved Elvin and 
Blakey," was his succinct comment. "He's 
an all-time great; he's beautiful. 

"In the early days with Coltrane, Elvin 
had a period when he really knocked me 
out," he went on, "but from then they've 
all gone into this `no time is cool' thing 
and it's getting away from basic time. In 
African music, in Indian music—all folk 
music in fact—the basic time is very im-
portant. It's so much a part of it that 
now there aren't very many jazz players 
that I can say I dig because they just 
can't play simply." 

Baker pointed out that although a drum-
mer like Roach plays complex patterns on 
the surface, he continually relates to a 
basic pattern of steady timekeeping. "If 
you're playing something simple, when 
you've laid down a base for it, fine, then 



when you play something good, it stands 
out. People can hear that it's good because 
they can hear the base from where it 
comes and Max plays very much like that. 
"Kenny Clarke is another good player, 

but Blakey . . . . Technically he's a good 
player, but it's funny to hear somebody 
who's very much on an African thing but 
is very strangely not together with it. 
There's a record of him with four drum-
mers on it where they get so tied up 
in a knot that they all have to stop playing 
and start again! This is surprising, but 
then I've met a whole heap of people from 
the States who aren't really where it's at." 

Bold words from a European drummer, 
maybe, but Baker has a pretty hefty African 
consensus going for him. He has always 
been interested in African music, which 
he said is hardly surprising when you con-
sider that the drums play an important 
part in most folk music from all parts 
of the world. "I've always liked the drums, 
even before I started playing, and I just 
took to African drumming. It was very 
easy for me to play this way, it always 
has been, but I don't deliberately try to 
play in that way, I just play." 
The first sight that greets the eye of 

visitors to the Baker household is a set 
of seven massive wooden drums. These 
monsters, which are tuned by knocking 
wooden pegs into their shells, are the 
property of Guy Warren of Ghana, drum-
mer extraordinaire whose prowess is pretty 
well-known in America. That Ginger is 
taking care of the master's drums is a fair 
indication of the esteem in which he is 
held by the percussion hierarchy: I can't 
think of any other British drummer who 
would be left 'in charge'. The two drum-
mers first met 10 years ago when Baker 
was working at the Flamingo, at that time 
the home of British jazz in London. 
"We were the only two in the dressing 

room at the time," he recalled. "I didn't 
know he played the drums and he didn't 
know I did, and so we had a long dis-
cussion about politics and things in general. 
We found out that we were both into 
the same sort of thing, and then when I 
went on to play he produced this talking 
drum and asked if he could have a play. 
He came on and we had a ball. We played 
for about two hours and got the crowd 
screaming mad and that was the beginning 
of it all for me. I just found out that I 
could play that way; I didn't have to 
concentrate at all." 

Ginger has nothing but scorn for drum-
mers who have to concentrate on daily 
practice to get it together. "You can usually 
hear it in their playing," he sneered. 
"Everything sounds contrived, it just doesn't 
happen. I used to practice. I did the 
rudiments for quite a long time because 
they're very good for making both hands 
work, but most people who are right-
handed only lead with their right hand. 
I practiced playing everything backwards 
so that whichever hand you start with you 
can't hear the difference. Once you've 
done that, it's over." 
He admitted that occasional practice 

would not do him any harm, but he is 
not inspired by the idea of sitting down 
and playing alone. "Years ago I used to 
sit down at a kit and play all day long. 

It can be fun if you feel inclined that way 
but I don't get the inclination to play 
unless I play with other people. I get fed 
by other people and I feed other people; 
that's what it's all about. 

"I rely on an audience, too. I never play 
at my best unless there's an audience and 
a receptive one, for that matter. That's 
why recording in the studio is difficult, 
because it's cold and that's why I'm dif-
ferent from most jazz people. They play 
for themselves and I don't think they 
expect to make money from it. They ex-
pect people to hear something they've 
done in about 300 years time and say 
'Christ, this man was a genius!' But I like 
money—I was broke for such a long time." 
An introvert away from the spotlight, 

Ginger is the reverse when he sits down 
behind his two bass drums, four tom-toms, 
side drum and nine cymbals: ("It's a big 
kit, yeah, but I can play them"). He said, 
"I enjoy getting the crowd at it and get-
ting them at it by music alone—without 
showmanship, wearing tight trousers and 
  the guitar as per Mr. Hendrix! 
He's a good player and he doesn't really 
need all that. I find it absurd and a bit 
pointless." 

Returning to the eternal subject of 
whether or not to practice, the drummer 
feels that he continues to progress without 
it and that technique for its own sake 
is relatively unimportant if you can play 

Elvin on Ginger 

Purely by coincidence, a recent LIFE 
article on Elvin Jones contained the fol-
lowing observations by the great jazz 
drummer on Ginger Baker (after hearing 
his Do What You Like solo): "Nothing 
happening. Cat's got delusions of gran-
deur with no grounds. They should make 
him an astronaut and lose his ass!" 

what you want to play. "What you hear 
what you feel, that's really all you need 
Once you become a drummer, your hands 
and feet can work together and this is 
where I think Buddy Rich is a lunatic. 
He considers himself the world's best 
drummer but his feet are nowhere at all! 
He hasn't got any feet—he plays like a 
man with one foot. In most of the things 
he plays he's only got one foot going 
and that's playing four in a bar. He's 
kidding himself. 

"He's got incredible hands—he's got the 
fastest hands I've ever seen—but it doesn't 
really mean very much because he doesn't 
say very much in his playing." 
When Baker debuted his Airforce at 

London's Royal Albert Hall in January, 
the nine-men, one-woman-strong contingent 
taped enough material for four albums. 
It's probable, though, that only the second 
half of the evening will actually find its 
way onto disc, but this section ends with 
a fantastic 'free' finale. Baker brought this 
up when the subject of freedom in con-
temporary jazz was discussed. "We didn't 
even know what we were going to do; we 
just went ahead and played and it worked. 

"But when you say 'free', what is free-
dom? I mean jazz is so unfree, it's not 
true! There are different schools of it, but 
they tie themselves down. They'll play a 
12-bar blues which to my mind comprises 
three chords basically, but if you see the 

changes that jazz players play on it— they 
change yearly—with so many incredible 
chords changing every bar, sometimes 
twice in a bar, they're just tying themselves 
down to these things. We play all these 
changes where they happen because it 
sounds right and because they fit over 
those basic chords, but the basic thing is 
really a drone. It's one note and a fourth 
and fifth added at different times. I don't 
think jazz players are free at all; I think 
they're tied up and they get more and 
more involved with tangents and unim-
portant things." 
Having been involved in the jazz scene 

for several years with no financial reward 
to speak of or critical or public acclaim 
to show for it, the drummer speaks with 
feeling. He especially dislikes what he 
considers to be the jazzman's concept of 
playing for himself, and continually stresses 
the fact that his music, whether it be 
in the context of Cream, Blind Faith or 
Airforce, communicates at all times with 
the people. 
"We always try to reach the audience 

because people pay money to go and see 
us and the idea of music has always been 
to keep the crowd enjoying it. I mean 
like with Gillespie and Parker in their hey-
day, the people would have been knocked 
out by what they were playing! Therefore 
they would play better—the crowd plays 
the band! When it gets to that point, it's 
good, but I just don't see these people 
who play above the heads of anybody 
but musicians or people who are very 
studious. I don't see the point of that; 
music is for the people. 

"I earn a lot of money now and I feel 
obliged to give the public enjoyment. I 
used to play a lot of modern jazz and 
so I can play and not state where it's 
at all night long if I want to, but where 
does that get me? It might get me one 
or two people saying 'Christ!', but most 
of the people will be turned off because 
it's happening all the time but they can't 
hear anything. 

"Jazz was the popular music at one 
time, but now the majority of people 
playing it are martyrs. Where they're at, 
I wish I knew! I'd say that I don't play 
jazz, I don't play pop, I don't play rock 'n' 
roll; I play time music. Time to me is all-
important because we're living in time and 
without time life is meaningless." 
The red-headed drummer stretched out 

his crocodile-skin boots and blew a cloud 
of smoke into the air. Then he leaned for-
ward. "Come on, I'll show you Guy's 
drums," he said. He picked up a couple 
of hefty sticks and the oaken panels 
reverberated with the sound of the African 
bush. "Hard to play," he muttered, and 
it was the first time he let the mask of 
ego slip. 
As 1 said before, Ginger's words will 

upset a few people, but he's not taking 
anything back. He is a refreshing change 
from those musicians who try to put you 
on at every turn. 
I asked him whether he ever gives 

lessons. He smiled: "I'm very uncom-
municative where that's concerned, but I 
feel that either you can do something or 
you can't. Hearing is believing where the 
drums are concerned." 

March 19 D 17 



Different Drummers: A Composite Profile 
_c AMONG THE PERCUSSIONISTS associated with 
u what used to be called avant garde jazz 
• or the new thing but is now more fre-
> quently termed "the new music" are four 
•••'• distinctively different and individually ac-
O complished young men, who all have been 
C associated with some of the leading jazz 
° innovators. 

They are the tasteful and subtle Andrew 
Cyrille, who often works with Cecil Taylor; —0 
the dynamic and versatile Clifford Jarvis, 
currently with Sun Ra and Pharoah San-
ders; the flexible Beaver Harris, who 
uniquely combines sensitivity and aggres-
siveness and has often been heard with 
Archie Shepp; and Milford Graves, a 
dedicated, spiritually oriented individualist 
who has played with Albert Ayler. 

Andrew Cyrille considers the drums a 
natural complement to the piano and 
feels that some of his most satisfying work 
has been with pianists. Fittingly, his first 
road job was with pianist-singer Nellie 
Lutcher, closely followed by a gig with 
pianist Mary Lou Williams. 

Brooklyn-born Cyrille, 30, played with 
the drum and bugle corps at St. Peter 
Claver Church from age 11, and at 15 
began to work professionally in a neigh-
borhood trio including Leslie Braithwaite 
on piano and Eric Gale on bass guitar. 
While attending St. John's Prep School, 
he almost gave up music for chemistry, 
but gigs at Brooklyn's Turbo Village with 
players like Freddie Hubbard convinced 
him to stick with music. Max Roach, whom 
he met early in his career, had a great 
influence on his future as a drummer, he 
feels. PhiIly Joe Jones spurred him on to 
sit in with artists like Cannonball Adder-
ley, John Coltrane, Kenny Dorham and 
Red Garland while "still a green kid." 
And Miles Davis allowed him to attend 
some of his record dates. Such early en-
couragement affected him deeply. 

Cyrille's background in music has been 
strictly jazz, or as New York disc jockey 
Ed Williams puts it, "the black experience 
in sound." He feels that jazz is a part of 
the social order, and is among the more 
serious advocates of the viewpoint that the 
musician should incorporate an element 
of social responsibility in his art. 

This is why, he says, he has worked in 
stage plays from time to time. Though 
work in a show band is often confining 
for a drummer, he feels that if the play 
has positive values, it is worth his while. 
"If I can't work specifically at my own 
thing," he said, "I'll do something that 
will help in the long run." 
He has worked in such diverse the-

atrical presentations as The Decline and 
Fall of the Entire World Seen Through 
the Eyes of Cole Porter and The Be-
lievers. 

In addition to playing with a wide vari-
ety of jazz groups, including combos led 
by Illinois Jacquet, Junior Mance, Grachan 
Moncur III, and Walt Dickerson, and 
Howard McGhee's big band, Cyrille has 
often accompanied dancers. He said this can 
teach a drummer total independence, since 
dancers rely exclusively on his rhythms 
for inspiration for their movements. 

But Cyrille's approach to his craft is 
not esoteric. He has also done such work 
as a TV commercial for a soft drink with 
Jimmy Giuffre and bassist Barre Phillips. 

Cyrille is in favor of "more pure playing 
in playing" and respects Milford Graves for 
his quest in this direction. He has himself 
recently recorded an entire album of solo 
drumming, What About Andrew Cyrille, 
for the French Byg label (slated for U.S. 
release on Impulse). It is an imaginative 
effort, utilizing multi-textured patterns, in-
ventive employment of cymbals, cow bells, 
woodblocks, whistles and even the sound 
of breathing, adding up to a total per-
cussive sound picture opening new areas 
to explore. 

Last spring, Cyrille did a percussion 
concert in Brooklyn with Milford Graves, 
and he would like to repeat the experience. 
He also considers working with Cecil Tay-
lor the kind of music-making he prefers. 

In addition to his own album, Cyrille's 
recordings include The Hawk Relaxes with 
Coleman Hawkins (Prestige); several al-
bums with Walt Dickerson; Taylor's Con-
quistadores and Unit Structures (Blue 
Note); The Jazz Composers Orchestra 
(JOAC); Charlie Haden's Liberation Mu-
sic Orchestra (Impulse); two albums for 
Prestige with Ahmed Abdul Malik; Bill 
Barron's Hot Line (Savoy), and recent 

dates with altoist Jimmy Lyons and Mon-
cur in France. 

Clifford Jarvis hails from Boston and 
at 28 has the distinction of being men-
tioned as a favorite by practically every 
drummer I've spoken with—no mean ac-
complishment in the ego-laden world of 
modern percussion. 
The son of a musician, Jarvis experi-

mented with piano and guitar at home in 
his early childhood and took up drums 
at the age of 10. His father gave him an 
Art Blakey record and encouraged him to 
develop his talent, though the child could 
not afford the kind of lessons needed to 
keep pace with his precociousness. 
At 12, he began to study with Alan 

Dawson, who told him he had consider-
able talent. Jarvis jumped back and forth 
between studies in high school and at the 
Berklee School of Music for the next few 
years in a frantic scramble to make it 
early. 
By this time, he was being influenced 

by the technical prowess of Max Roach, 
and soon mastered the basic bebop tech-
nique which became the foundation for 
his future development. 
A formidable technician today, Jarvis 

wryly comments that he "learned to play 
good fast and to be old young." His per-
sonal favorites among drummers today are 
such masters as Roy Haynes and Elvin 
Jones, whom he prefers to more radical 
players. 
Once he had left Boston to enter the 

New York ratrace, he was held back by 
a variety of factors, none of them having 
to do with ability. A prominent one was 
that "the kid" was just too good, and 
among the many drummers in need of 
work in the late '50s, few were anxious to 
turn over gigs to a youngster who might 
exceed their own abilities in some areas. 

Jarvis feels greatly indebted to two men 
in his musical life: Sun Ra and pianist 
Barry Harris. He met the latter when he 
joined Yusef Lateefs group, having chosen 
a job with the multi-reedman over one 
offered with Slide Hampton. "It was one 
of the luckiest things that happened to 
me," Jarvis said, "because Barry, at a time 

Beaver Harris Clifford Jarvis 
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Andrew Cyrille 

when I couldn't afford lessons, molded my 
jazz conception as a gift. It v. as with him 
that I really learned how to play jazz." 
Sun Ra came along later ir Jarvis' life, 

and it was through him, the drummer said, 
that he learned "really to appreciate art 
and not sell out for money—no artistic 
sacrifice for material or commercial rea-
sons, and no sacrifice for color." Sun Ra's 
credo was staying close to the roots, and 
the dedication and astute musicianship of 
this guru-like man made a deep impres-
sion on Jarvis. 

Jarvis left Sun Ra for a while last sum-
mer to gig around a bit. "Each job I 
work on," he says eagerly, " s a learning 
experience. I worked a week with Monk 
and loved every minute of it." Another 
group he's been with recently and likes is 
that of Pharoah Sanders. He makes a 
great contribution to this unit, imbuing it 
with a heavy jazz feeling, and making the 
leader himself really cook. 

Last month, Jarvis returned to play some 
dates with Sun Ra, an experience which 
both he and his audiences greatly enjoyed. 
On one occasion, he played with this hard-
driving band for almost five hours straight, 
and almost blew everyone ( including the 
band) out of New York's Red Garter. 

Jarvis has also been gigging lately with 
a group composed of bassist Norris Jones, 
tenorist Earl Grubbs, and trumpeter-pianist 
Ronald Hampton, which pc-forms many 
original compositions. In the context of 
this group, Jarvis' multi-faceted talents 
show to the utmost advantage. He can 
use all his technical powers within a group-
feeling that also encompasses much 
looser, freer rhythms. There is a chance 
for solo virtuosity, but even more, there 
are many crucial decisions involving taste 
to be swiftly made. Jarvis is up to every 
challenge—and one feels that this is just 
the beginning for him. 

Jarvis is not very well represented on 
records, but samples of his work can be 
found with Randy Weston (United Art-
ists), Freddie Hubbard (Blue Note), Sun 
Ra (ESP), and Yusef Lateef (Charlie 
Parker Records). 

Beaver Harris, whose given first names 
are William Godvin, came to the drums 
comparatively late. Though he began to 
play clarinet and alto saxophone at 12, 
he didn't get around to drums until he was 
in the service, at about 20 years of age. 

Harris was born in Pittsburgh in 1936, 
and his first influence was a cousin, Bill 
Chambers, a local drummer. He has lis-
tened all the way back to Baby Dodds, 
and Max Roach was his main inspiration 
among contemporary drummers. He also 
holds in high esteem Art Blakey, Elvin 
Jones, Roy Haynes, Philly Joe Jones, Mil-
ford Graves, Sunny Murray, Rashied Ali, 
Andrew Cyrille, and Tony Williams. 
A major inspiration, he said, was his 

association with Sonny Rollins for a period 
of about a year. It was Rollins, Harris 
points out, who made him realize the im-
portance of being a drummer, not just a 
time keeper. It was with the great tenor 
saxophonist that he began to develop his 
"freestyle drumming without restrictions." 

Harris started stretching out at loft jam 
sessions on Allen Street. Fellow drummer 
Roger Blank was on that scene, and musi-
cians like Charles Tolliver and Dewey 
Johnson used to fall by. Harris began to 
perfect his style and was able to concen-
trate on the more melodic elements of 
drumming. 
At the loft, the drummer became ac-

quainted with Archie Shepp, which led to 
his becoming a member of the group the 
tenorist took to Europe in 1967 for a 
controversial tour, during which Shepp 
was both lauded and misunderstood, but 

Milford Graves 

certainly never ignored. 
Harris has a well-earned European rep-

utation. Aside from his work there with 
Shepp, he also toured with Albert Ayler, 
and participated in drum clinics with Ken-
ny Clarke and Roach, and it is probable 
that there are more people in Sweden fa-
miliar with his work than in New York 
City. 

Harris' other professional associations 
include Sonny Stitt, Clark Terry, Clifford 
Jordan, Freddie Hubbard, and Joe Hen-
derson—people who stress the importance 
of time keeping more than Rollins or 
Shepp. At this writing, Harris was about to 
join Thelonious Monk and had just fin-
ished working in the band for LeRoi Jones' 
play Slave Ship, which had a score com-
posed by Shepp and G. Moses. 

Harris also composes, and has a num-
ber of pieces he'd like to hear performed 
and recorded. He is a member of the co-
operative group called The 360 Degree 
Experience, which hopefully will provide 
the opportunity to realize this ambition. So 
far, however, the group has been concen-
trating on music by members Grachan 
Moncur III and Dave Burrell. 

Harris finds rock music repetitive to the 
point of death. "It can't be new," he said. 
"This stuff only repeats characteristics from 
the creative forms of music . . . it is not 
contributing to an existing art form, like 
jazz, but is used more to exploit." 
The drummer greatly admires Cecil Tay-

lor and feels that the pianist-composer is 
"as close to this generation as Charlie 
Parker was to the preceding one. He gives 
as much in return as he gets. He is open-
ing new avenues for younger players to 
be inspired." Some people think that Bea-
ver himself is also doing some of that. 

Harris has recorded with Charles Bell 
(Gateway), Marion Brown (Fontana), Ros-

/Continued on page 37 
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CAPITAL CAPER 
Buddy Rich in Washington 

by Martha Sanders Gilmore 

The sleek, electrifying express that is Buddy Rich's big 
band stole into the wintry Washington, D.C. area, and 
wound its way along the picturesque but obsolete trolley 
tracks in the narrow streets of staid old Georgetown. 
Having reached its destination, squeezed onto the stage 
of the Cellar Door (extended for the occasion), the band 
seemed in no way thwarted by lack of space. And as big 
things can be contained in small packages, the audience, 
jammed together like urban sardines, was in for an ex-
perience. 

Since this was the first time Rich had performed in 
the nation's capital in some years, the mercurial drummer 
seemed apprehensive about his reception as he peered 
out from the balcony of the club before the first set. 
His trepidation was perhaps motivated by the memory 
of a recent stint in the snowbound Poconos, when the 
band had played for about 30 people, musicians included. 

Buddy prefers small clubs—the less commercial and 
more music-oriented the better. Give him Lennie's on-the-
Turnpike outside Boston, for example, or the Plugged 
Nickel in Chicago, or Ronnie Scott's in London. No 
glamor—the music must be paramount and the owner 
compatible. Rich likes a closeness with his fans—rapport 
and real communication. His sincerity in these matters 
is unmistakable, for Buddy is a man very much affected 
by his environment. 

Rich stepped onstage looking the like the ex- Marine 
he is—lean and hollow-cheeked, with close-cropped hair. 
His band went off like a firecracker, blasting and bluster-
ing its way through two generously long sets, the crowd 
coaxing it along. (We'd heard them play a lean 20- minute 
set at Newport). Buddy won't really play unless he likes 
the place and the people, and then he and his men give 
it everything they've got. 

"Norwegian Wood," the driving Lennon- McCartney opus 
in 12/8, was given a fine bluesy treatment, with an out-
standing solo by a mustachioed trombonist who maintained 
an excellent tone consistently throughout the night. The 
band then launched Phil ( Mercy, Mercy) Wilson's " Basical-
ly Blues," with solo work by Pat LaBarbera on tenor saxo-
phone. In fine form, Don Menza's successor continued to 

display superior talent as the night went on. Backing it 
all up very inventively was electric bassist Rick Laird, 
one of the band's Berklee School of Music alumni. 

On Kim Richmond's "Wonderbag," Richie Cole was spot-
lighted on alto sax. An excellent young musician, bearing 
a remarkable resemblance to a Viking with his blond 
locks flying, Cole has been with Rich since February of 
last year. He, too, is a product of the Berklee School. 

But the highlight of the evening had to be the " Midnight 
Cowboy" Suite, an uncommonly varied display of sounds 
and timbres which the Rich machine executed with drive, 
finesse, and, at times, appropriate tenderness. Buddy's 
brush and cymbal work were technically astounding, his 
snare drum work as crisp and neatly tailored as that of 
any drummer you'll ever hear. Bill Holman arranged "Cow-
boy," and it is an admirable piece of work indeed. Rich 
announced that the band is planning to record it soon. It 
was hard to believe that this had been the first public 
performance. 

The audience was enormously lively for proper old Wash-
ington. Rich permitted requests, with "Channel I Suite" 
taking the lead, followed by the inevitable "West Side 

Story" (both by Bill Reddie), which ended the evening. 
Buddy, soloing where the " Somewhere" theme is normally 
stated by trombone, omitted some other segments of the 
piece but substituted even better things. 

As usual, the drummer's pyrotechnics reached the 
heights. His stick work was so accurate, so chiselled and 
finely honed, that one could have heard a fin drop when 
he brought his roll down to near- silence, then built it up 
again to a crashing crescendo. 

After this herculean effort, Rich staggered when he got 
up from behind his drums, groping as he lighted his 
inevitable cigaret. It was beautiful that he had been willing 
to give so much of himself before this appreciative crowd, 
but I really feared for his heart that night. 

It will be difficult, if not impossible, to top this exciting 
evening. Perhaps it served as a good omen—what we've 
been hearing about the decrease in the popularity of 
jazz might really be a misconception. The Cellar Door 
audience proved that there are people still in tune with the 
jazz scene, people who can appreciate the sounds and are 
willing to seek them out. This is what brought them here 
on a cold Monday night in mid-winter. 

It is a unique and unforgettable experience to hear a 
musician of Buddy Rich's stature still trying so hard after 

a lifetime of playing. Give us more musicians with spirit 
like that, and jazz will surely live. 
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Les Paul may not have invented amplified music, but he 
perfected it almost single-handed. He star:ed a revolution in 
fretted instruments aid pick-up design which is still going on. 
And the guitars he designed with Gibson have yet to be surpassed. 

The demand for them just won't quit. And the pressure 
to make more has never let up. 

Okay, you win. We are pleased to announce that more of the 
original Les Paul Gibsons are available. 

Line forms at your Gibson dealer's. 

Gibson Guitars and Amps. 
7373 N. Cicero Ave., Lincolnwood, Ill. 60646 
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We've got a lot of brass. 
The musical instrument business is 

not something you break into over-

night. A lot of old, established names 

are making some very good products, 
and that's a tough combination to beat. 

But we're trying the only way we 
know. We're making a complete line of 

instruments — both professional and 
student quality — that meet anybody's 

standards. And we're giving them 
prices anybody can afford. 
To do it, we've come up with some 

new ideas. For instance, the insides of 
our horns are cleaned ultrasonically 

to remove anything that might alter 
the tone. And we've developed a mate-
rial called "PSC" for clarinets. It's 
handsome and resists temperature 
changes while giving rich tone. 
At the same time, we're making it 

easy to choose Yamaha. All our band 



(Woodwinds, too.) 
instruments are distributed directly by 

Yamaha International Corporation. 

This way, we're making possible an 

excellent financing and service pro-

gram. In short, we're doing everything 

we can think of to compete with the 

old, established names, because we 

want to be a new established name. 

And that takes a lot of brass. 
Let our representative outline a com-

plete program for you. Call or write: 

YAMAHA INTERNATIONAL CORP. 

7733 Telegraph Road, 
Montebello, California 90640 C)YANfflA N,-..e 



Record Reviews 
Records are reviewed by Chris Albertson, Don 

Litweiler, John McDonough, Dan Morgenstern, 

Ratings are: * * * * * 
When two catalog 

DeMicheal, Gilbert M. Erskine, Ira Gitler, Alan Heineman, Wayne Jones, Lawrence Kart, John 
Don Nelsen, Harvey Pekar, Harvey Siders, Carol Sloane, Jim Szantor, and Pete Welding. 

Reviews are signed by the writers. 

excellent, * * * * very good, * * * good, * * fair, * poor. 
numbers are listed, the first is mono, and the second is stereo. 

Monty Alexander 
THIS IS MONTY ALEXANDER—Verve V6-

8790: Give Me Freedom; Maybe September; fooga 
Booga; A Time For Love; Love Has a Way; A 
House Is Not A Home; I'm Gonna Make You 
Love Me; Lay It On Me; Annisand Blues. 

Personnel: Alexander, piano, with unidentified 
large orchestra, arranged and conducted by John-
ny Pate. 

Rating:* 

Succinctly stated, this is another strictly 
commercial piano and orchestra-with-
strings record. 

Alexander is a pianist of limited im-
provisational ability. While he plays pleas-
antly in a Ramsey Lewis vein (particularly 
on the ballad tracks), he has nothing to 
say from a jazz standpoint. Pate's arrange-
ments are tasty and effective, making this 
what it is—bland, easy-to-take listening 
music. 
A varied, pop-oriented fare is presented 

here, but unfortunately Alexander never 
develops anything beyond meandering, 
hackneyed restatements of the melodies. 
September and Home are beautiful bal-
lads; Booga generates some Latin excite-
ment (good rhythm section); and Lay It 
On and Freedom are in the Motown area. 
Annisand is a good funky blues, but Alex-
ander kills it with cliches. 
With a number of fine young pianists 

around (Stanley Cowell, Albert Dailey, 
John Hicks, et al.) who have yet to record 
on their own, why did Verve go to the 
expense of providing a large orchestra and 
a highly competent arranger, and then turn 
the spotlight on a faceless mediocrity? 

—Szantor 

Gene Ammons 
THE BOSS IS BACK!—Prestige 7739: The 

Jungle Boss; I Wonderi Feeling Good; Tastin' 
the Jug; Here's That Rainy Day; Madame Queen. 

Personnel: Ammons, tenor saxophone; Houston 
Person, Prince James, tenor saxophones ( track 1 
only); Junior Mance, piano; Buster Williams, 
bass; Frankie Jones, drums; Candido, conga drum 
(tracks 1, 4. 6). Track 3 only: Sonny Phillips, 
organ; Bob Bushnell, Fender bass; Bernard Purdie, 
drums. 

Rating: * *** 

Undoubtedly, Gene Ammons' return to 
the scene is one of the most welcome re-
cent events in the world of jazz. Those 
Who have been fortunate enough to hear 
him extensively in person during the past 
few months won't have to look to this 
album for proof of his undiminished 
prowess, but it will help spread the mes-
sage. 
Taped only a few weeks after Jug's 

comeback, the album, made with a studio 
backup group, fails to give a complete 
picture of the tenorist's present versatility 
and strength. This is mainly due to the 
preponderance of slow and middle tempos, 
and the fact that there was nothing par-
ticularly inspirational about the musical 
setting for the date. 

Still, there is much to enjoy. For one 
thing, there is Jug's complete command 
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of his horn and the impressive solidity 
of his playing. Though this is much the 
same player we remember so well from 
past efforts, the mere fact that the years 
of enforced seclusion have failed to mar 
his mastery is something to celebrate. 

Besides, there was no need to mess with 
the mature and personal conception that 
has for many years been synonymous with 
the Ammons name. And one glimpses a 
new emotional depth in the moving rendi-
tion of I Wonder, a fine old r&b ballad. 
At a very slow tempo, which Jug is 

one of the few to master, he displays his 
gift for melodic exposition, his ability to 
build up tension, and his beautiful, strong 
tenor sound which is almost a definition 
of the term "soulful." This track, and its 
companion piece, Rainy Day (with a lovely 
cadenza) are worth the price of admission. 
Of the other tracks, Jungle Boss, a 

blues with an insinuating rock beat, offers 
some strong preaching by Jug, aided dur-
ing the second half by two-tenor back-
ground riffs. Buster Williams' fine contri-
bution deserves attention. Madame Queen 
is a good Ammons original, but this ver-
sion somehow fails to catch fire. Tastin', 
a medium blues, is pleasant but rather 
routine, while Feeling Good, the only 
track with organ backing, finds the tenorist 
in a compellingly mournful mood and 
shows his strength in the upper register. 
Mance has a few tasty solo spots but 

concentrates on effective comping. The 
other rhythm men do their job well, but, 
as noted above, do not quite manage to 
ignite Jug's full fire. 

Although another session with only 
rhythm section backing is already in the 
can, one hopes that Prestige will record 
Jug with the fine, fiery Chicago band he 
currently leads, with emphasis on his 
excellent new compositions. Meanwhile, 
it's good to have this welcome documenta-
tion of the return to action of one of the 
true bosses of the tenor saxophone. 

—Morgenstern 

Chick Corea 
"IS"—Solid State SS 18055: Is; famala; This; 

It. 
Personnel: Woody Shaw. trumpet; Hubert 

Laws, piccolo, flute; Benny Maupin, tenor saxo-
Phone; Corea. piano, electric piano: Dave Hol-
land, bass; Horace Arnold, Jack De Johnette, 
drums. 

Rating: ** 1/2  

A little over a year ago I reviewed a 
Corea LP on the Vortex label, Tones for 
Joan's Bones (Vortex 2004), which con-
tained selections that were rather advanced 
but still not too far removed from post-
bop music. Corea's conception has appar-
ently been evolving rapidly. On this LP, 
he and his sidemen perform new thing 
music. 

In view of the excellence Corea has 
demonstrated in the past, this record is 

disappointing. Is, which takes up an entire 
side, and Jamala contain a great deal of 
boring, cacophonie collective improvisa-
tion. The collective improvisation is gen-
erally bad because the musicians partici-
pating in it often play uninteresting phrases 
to begin with, because they do not develop 
their ideas well, and because they do not 
blend their ideas well with each other. 
In short, it is dull and chaotic. 
The album does have some virtues, how-

ever. One is the opening section of /s, 
which is reminiscent of oriental music. 
Varied percussion effects are employed ef-
fectively throughout. 

It, only 27 seconds long, is a delightful 
Corea-Laws duet that has been influenced 
by French impressionist music. 

Corea's rather exotic solo work during 
the beginning portion of /condo is impres-
sive. He begins by playing in a positive, 
Bill Evans-like manner and then gradually 
and intelligently increases the forcefulness 
of' his playing, which is eventually ab-
sorbed in a collective improvisation sec-
tion. 

This, which features the soloing of 
Corea and Maupin, is the best track on 
the LP. Corea turns in some meaty, driv-
ing single-note line playing here. Maupin's 
choice of notes is fresh, he fragments his 
work interestingly, and he plays quite 
vigorously. 

This is an uneven but sometimes inter-
esting LP. — Pekar 

Monk Higgins 
EXTRA SOUL PERCEPTION—Solid State 

18046: Extra Soul Perception; The Look of Slim; 
A Good Thing; Watermelon Man; Straight 
Ahead; Canadian Sunset; Collision in Black; 
Just Around the Corner; Little Green Apples; 
Poker Chips; Sittin' Duck; Doing it to Dd. 

Personnel: Thomas Scott, trumpet; William 
Peterson, trumpet, fluegelhorn; David A. Duke, 
French horn; Higgins, tenor saxophone, organ, 
arranger; Jim Horn, flute; Miles Grayson, piano, 
percussion; Dee Ervin, organ, percussion; Alan 
Estes, vibes, percussion; Freddy Robinson, Al 
Vescovo, Arthur Adams, truitar; Bob West, Ron 
Brown, bass; John Guerin, drums; Jerry Wil-
liams, conga; strings conducted by Sidney Sharp. 

Rating:* 

Higgins is a pop composer-arranger in 
search of a lyricist and someone to sing 
his stuff. Each song here might be a hit 
if properly sung, the five Higgins ditties 
most of all: tuneless stuff with alert rock-
soul changes (how could Deff, with lyrics 
added, miss copping Higgins his first mil-
lion?). 

Plenty of little hip touches, one or two 
to each track: the hillbilly guitar in 
Thing, Poker, Duck; the scratching per-
cussion thing in Slim; the weird time sig-
nature of Collision; the Arthur Lyman 
background in Watermelon; the string sec-
tion on each track that is about half as 
musical, soulful, funky, etc., as David 
Rose. 
The Drifters, around 1960, were using 
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Dave Brubeck's 

Accompanist 

BALDWIN 

'Doc" is here— and 
better than ever! 

There is no doubt that Doc 
has arrived! And, it is just as 
obvious that he and his Getzen 
Severinsen Model trumpet will 
continue to thrill audiences 
throughout the world. Why 
not find out what a Severinsen 
Model could do for you? 

--4i4-GETZEN 
Elkhern 53121 

charts a lot like these, but they were a 
singing group. This LP has Higgins' quite 
undistinguished tenor sax in place of a 
singer. Therefore, few under 21 will want 
this LP, and few over 21 will fully appre-
ciate its slick/maudlin virtues. Not a jazz 
LP, in any case. — Litweiler 

Willis Jackson 
GATOR'S GROOVE—Prestige 7648: Brother 

Ray; A Day in the Life of a tool; This is the 
Way I Feel; Blue Jays; Stolen Sweets; Long Tall 
Dexter. 

Personnel: Jackson, tenor saxophone (tracks 1, 
3, 4, 6). gator horn ( tracks 2, 5); Jackie Ivory, 
organ; Bill Jennings, guitar; Jerry Potter, drums; 
Richard Landrum, conga, bongos. 

Rating: ** I/2 

The gator horn is a saxophone pitched 
in the alto range which enables Jackson to 
get a grainy Ben Webster-like sound. Does 
he only play ballads on it? Fool is Manha 
de Carnival, Jackson offering a nice impro-
vised chorus, but Sweets is really the gator 
horn showpiece: bits of Webster, Hodges, 
Parker, Wardell Gray, and perhaps 50 
others appear in the long double-timed 
solo, all of it well-done, interesting, even 
tasteful. 

In fact, the entire LP, excepting the 
throwaway Brother, is well done: Jackson 
is a fine saxophonist, extremely Webster-
derived with an incongruous taste for bop 
ideas—much Wardell, in bits and pieces— 
and if his music is not at all original, his 
style is nonetheless tough and skillful. 
Dexter shows what went wrong, for Jack-
son's first several choruses are lively, alert 
up-tempo melodic improvisation. Almost 
imperceptibly the intensity is dissipated, 
and though the tenor remains fluent, Jack-
son seems to have lost the force and in-
spiration of his beginning. Way I Feel 
misses the vital force altogether, though 
Jackson turns on the old blues charm, but 
Jays is better sustained, without reaching 
the heights of Dexter. 

Despite the melodic skill, this is a 
fragile style, often charming in that spe-
cial 3 a.m. funky way, but most uncom-
monly dependent on moment-to-moment 
impulse—the potential for really strong 
cooking-type music is only briefly realized 
here. 
The rhythm players support well, the 

organ light and riffing, the guitarist par-
ticularly pleasing, bright and aggressive. 

—Litweiler 

Charlie Musselwhite 
TENNESSEE WOMAN—Vanguard 6528: Ten-

nessee Woman: Blue Feeling Today; A Nice 
Day for Something: Everybody Needs Somebody: 
I Don't Play. I'll Be Your Man Someday; Christo 
Redentor; Little by Little; I'm a Stranger 

Personnel: Musselwhite. harmonica, vocals; 
Rod Piazza, chromatic harmonica (track 2); 
Larry Welker, Tim Kaihatsu, guitars; Skip Rose, 
piano: Carl Severeid, electric bass; Lance Dicker-
son, drums. 

Rating:** 

The Chicago Blue Stars 
COMING HOME—Blue Thumb 9: / Need 

Your Loving; Early in the Morning; Coming 
Home. Baby; She's Got a Good 'un: Route 66; 
Its Your Last Time; Summertime; Black Nights: 
you Better Cut That Out; Walking Through the 
Park. 

Personnel: Musselwhite, harmonica; Fred Rou-
lette. electric steel guitar; Louis Myers. guitar. 
vocals ( tracks 2, 4, 6, 8, 10); Rose, piano, vocal 
(track 9); Jack Myers. electric bass; Fred Below. 
drums, vocal ( track 5). 

Rating: **** 

Musselwhite has no white and few 
black peers on his instrument when he 
plays as he is capable of playing. He has 

a keening, unbearably painful sound, fine 
time and astonishing chops. On both these 
albums, especially the Vanguard, there are 
brilliant moments on harp, but he seems 
to be exploiting his individuality and pay-
ing little attention to the roots, without 
which a unique style is useless. His pat-
ented device, a half-scale chromatic run 
setting up dissonances with the basic chords, 
is used far too often, for instance. 

Still, that doesn't explain the flatness of 
the Vanguard session. All the players on 
it are good except Kaihatsu, who is postur-
ing and melodramatic (and out of tune a 
lot). And it's hard to explain—until you 
compare it to the Blue Thumb release, and 
remember what Chicago blues is about: 
rhythmic tightness, economy of solo work, 
soul . . . however you think of it, it's 
there. Dickerson, for instance, is talented 
and sympathetic and often subtle, but in a 
blues context next to Below, forget it. 

There are some good things on the Van-
guard side, most especially Rose, one of 
the few blues pianists to develop an indi-
vidual style, free from the shadow of Otis 
Spann. Dig his work behind Musselwhite's 
vocal on Blue Feeling and his solo on 
Christo, Musselwhite's production number. 
The leader has never done Duke Pearson's 
exquisite tune on records the way he has 
in person, but he weaves in striking off-
beat, slow runs on the first chorus. Great 
chords as he goes out, too. 
No, the Vanguard effort is too loose, 

too sprawling, not clearly enough defined. 
Even the leader's vocals—he's usually an 
affecting if not sensational blues singer— 
are mechanical and sometimes off-pitch. 
The Blue Thumb album really features 

Louis Myers' vocals and Fred Roulette's 
steel guitar. Myers is a pleasing singer 
with a voice that's as rich and mellow, if 
not as intense or wide-ranging as some 
others. Good 'un, Black Nights and Morn-
ing are all good performances, though 
Myers changes for the worse the idea of 
the latter by adding the words, "She said 
she'd . . ." to the refrain, "Come see me 
early in the morning. . . ." 

Roulette is spectacular. Fine, hard solos 
on Need Your Loving and Coming Home, 
and a densely voiced, mellow excursion 
on Summertime. And on Black Nights 
. . . wow. Some bowel-wrenching descend-
ing slides on the first chorus and beautiful 
development (aided by perfect staccato 
comments by Rose) on the second. More 
of Roulette, please! 

Rose, who plays much more out of the 
Spann book on this record, has an unutter-
ably joyous intro chorus on 66, and solos 
well (and sings fairly) on Cut That Out. 
Below and Myers are rocks throughout. 
Musselwhite is chiefly an accompanist on 
the date; his feature, Coming Home, 
swings okay, but his phrasing of the melo-
dy takes a bit of the original funkiness 
away. 

Tennessee Woman, except for Rose, is 
pretty much of a throwaway. The Chicago 
Blue Stars, on the other hand, while num-
bering no giants (except perhaps Below) 
among them, get the groove and sustain 
it over 34 minutes of unpretentious but 
forceful city blues. Especially if you 
haven't heard Roulette, you'll want this 
one. — Heineman 
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Gene Siegel 
THE GENE SIEGEL ORCHESTRA—Pzazz 

SLP 325: Olivier Messiaen Influence; Rain Dance; 
Song For a Lost Week-End; Terra Incognita; 
Transcendental Theme; Mystery Monolith; Song 
Por Our Drotbers; Spud's Non Blues. 
Personel: Terry Jones, Gray Rains, trumpets; 

Gary Barone, trumpet, fluegelhorn; Chuck Ben-
nett, trombone; Ira Westley, tuba; John Gross, 
alto and tenor sax, flute; Siegel, baritone sax, 
flute, harpsichord: John More11. guitar; Dave 
Parlato, string and electric bass; Ban Hall, per-
cussion; Meg Grabb, Diane Lich, Diana Jones, 
violins; Laura Jarvis, viola; Glenn Grabb, cello. 

Rating:**** 

A real sleeper, this album defies classi-
fication—which is one of the reasons that 
contributes to its overall value as an en-
couraging step forward for the future of 
large jazz-oriented ensembles. 

Leader-composer-baritonist Siegel has 
concocted an exotic but highly flavorful 
brew with these ingredients: predominant-
ly * classical string figures, jazz-flavored 
brass, and an excellent rock-oriented rhythm 
section capable of covering all the bases 
with verve and authority. 
The varied nature of the writing (com-

positions by Siegel and Jones, arrange-
ments unspecified) does not spread itself 
thin, however. Liberal doses of rock are 
injected into the mainline of the eclectic 
string-brass mixture with startling results. 
This compelling, exhilarating music de-
mands full attention. 
The compositions are intriguing, the ar-

rangements effectively weave together the 
varied elements, and the ensemble players 
do them justice—playing with vigor, taste, 
and good intonation. Influence, an ex-
ample of fresh, inventive string writing, 
also employs harpsichord as a tension-

building device. Incognita's bittersweet, 
disjointed theme is punctuated to telling 
effect by the buoyant strings and Gross' 
flute. The rhythm section dominates Mon-
olith, and bassist Parlato and the strings 
uplift Brothers. 
The solo work, while not up to the 

high quality of the avant garde-tinged 
writing, is nonetheless stimulating. Gross' 
forlorn, free-styled alto work is not al-
ways coherent but does convey some inter-
esting ideas. More11, outstanding in the 
rhythm section, plays pleasantly—often 
sounding like a combination of Kenny 
Burrell and Joe Beck. Barone has had 
better days, but redeems himself on Spud's 
Non Blues (my favorite track). Oddly 
enough, Siegel, who contributed five of the 
compositions, solos only once and cops 
blowing honors with his robust, swinging, 
and melodic outing on baritone sax on 
Transçendental. 

Siegel and company have left a signifi-
cant first impression not to be dismissed 
as purely experimental. Hopefully, they 
will be heard from again, and it will be 
interesting to see whether or not they con-
tinue in the same vein and/or can equal 
or surpass this auspicious debut effort. 

—Szantor 

Gerald Wilson 
ETERNAL EQUINOX—World Pacific Jazz 

ST-20160: Equinox; Aquarivs; Pisces; Scorpio 
Rising; Celestial Soul; Baby , Baby Don't Cry; 
You, Me and Now; Bluesnee. 

Collective Personnel: Larry McGuire, Jay Da-
versa, Paul Hubinon, Tony Rusch, William Peter-
son, trumpets; Thurman Green, Lester Robinson, 
Frank Strong, trombones; Alexander Thomas, 
Mike Wimberly, bass trombones; Arthur Maebe, 

French horn; Henry DeVega, Anthony Ortega, 
Bud Shank, Ernie Watts, William Green, Hadley 
Caliman, Harold Land, Richard Aplan. reeds; 
Jean-Luc Ponty, violin ( track 4); Bobby Hutcher-
ron, vibraharp; Wilbert Longmire, guitar; Groove 
Holmes, organ; George Duke, piano; Bob West, 
string and electric bass; Carl Lott, Paul Hum-
phrey, drums, William Marshall, vocal ( track 6). 

Rating: **** 

Despite the gimmick implications in sev-
eral of the titles, this is one of Wilson's 
best efforts. He proves that his arrange-
ments can communicate effectively without 
indulging in the bravura, strident, brassy 
approach that has marred some of his past 
work. 
As with all Wilson albums, the focal 

point is the writing, although there are 
several outstanding solo contributions by 
Ponty, Hutcherson, and Duke. Like those 
of all other skilled contemporary com-
poser-arrangers, Wilson's charts have an 
immediately recognizable character with-
out being stylistically contrived. His unique 
brass voicings and skillful but economical 
use of piccolo, organ, and vibes make his 
work colorful and interesting. 

Although it takes an extraordinary im-
proviser to stand out in a Wilson band 
(the inventive, exquisite background fig-
ures sometimes prove more fascinating 
than all but the most exceptional blowing), 
guest artist Ponty is more than up to the 
challenge. On his up-tempo vehicle, Scor-
pio, the Frenchman's brilliant b(1)owing, 
sparked by the comping of Duke and the 
fire of Lott, made me wish that his role 
had not been restricted to just this track. 

Another guest, Holmes, steps out on 
John Coltrane's Equinox. Wilson is faith-
ful to the original while adding his own 

BEFORE 
Joe plays clarinet, doubles on alto and soprano 
sax, trumpet, french horn, tuba and piccolo. He 
had to drive to the gig in a pick up He worked 
New Years Eve and occasional Bar Mitzvahs 

AFTER 
Joe became a virtuoso on the amazing Condor 
RSM. He cabs to the gig or drives the compact 
he bought. He works wherever contemporary 
music is the theme ... even a lot of Bar Mitzvahs 

Condor—The Reed Sound Modulator that does not replace musicians it places them. Experience it at your 
Condor dealer or write Condor, 100 Wilmot Road. Deerfield, Illinois 60015 
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touches, and Holmes' fine solo finds him 
in a more linear bag than usual. Land's 
solo also has traces of 'Trane—with almost 
reverential overtones. Other solo high-
lights: a swift, pithy statement by Hutch-
erson on Pisces (an excursion into 6/8, 
8/8 and 4/4); and Duke's well-exposed 
spots on Bluesnee. Duke exhibits flashes 
of individual brilliance (especially in his 
comping) despite a heavily Tyner-influ-
enced style and occasional grandstanding. 
Hopefully, maturation will nurture further 
individuality and eliminate the non-musical 
excesses. 
Aquarius is by far the most interesting 

arrangement. Wilson gives the hippie an-
them some harmonic muscle, and at times, 
the dissonant passages seem to be offering 
a sardonic commentary on the entire Hair 
phenomenon and all its socio-astrological 
ramifications. All other versions of this 
tune pale in comparison. 

Unfortunately, there is a low point—a 
deep-voiced, monologue/vocal by Marshall 
on Don't Cry. The liner notes describe 
him as a "great movie actor" with vocal 
aspirations. If meant as a laugher (why?), 
Don't Cry hits the mark. Otherwise, a 
wasted track which could have been a 
well-deserved encore for Ponty. 
Whatever the reasons, Wilson has never 

been accorded the recognition due him as 
a composer-arranger and this album is 
further evidence of this injustice. Now, if 
he had been born a Sagittarius. . . . 

—Szantor 

Frank Zappa 
HOT RATS—Bizarre 6356: Peaches En Re-

galia; Willie the Pine, Son of Mr. Green Genes: 
Little Umbrellas; The Gumbo Variations; It 
Must Be a Camel. 

Personnel: Ian Underwood, flute, reeds, piano. 
organ: Sugar Cane Harris ( tracks 2, 5) or Jean-
Luc Ponty (track 6), violin; Zappa, guitar, oc-
tave bass, percussion; Shuggie Otis ( track 1) or 
Max Bennett, electric bass; John Guerin (tracks 
2. 4. 6). Paul Humphrey (tracks 3, 5) or Ron 
Seiko (track 1), drums; Captain Beefheart, vocal 
(track 2). 

Rating: *** * 

The constant temptation is to say that 
Zappa is a genius (which he is) and con-
sequently to rank highly all his offerings. 
I've done it; but the four stars should indi-
cate that there is a good deal of utterly 
inspired music here, plus a lot of straight 
ahead rock 'n' roll which is good and 
groovy and virtuoso and all, but not 
breathtaking. 

Zappa's underlying premise seems to be 
that there's something very special about 
rock, but he doesn't know quite what. So 
he knocks it in interviews and liner notes 
and parodies it in his music, but he retains 
various elements of it nonetheless. In Ru-
ben and the Jets, it was principally the 
harmonies of early rock; in some of the 
early Mothers sides, it was the rawness of 
the music and/or the message potential of 
lyrics. Here, it's chiefly the beat, and there's 
none of the metric experimentation that 
characterizes some of his other composi-
tions. Much as the Katzenjammer Kid of 
contemporary music might hate the 
thought, you can dance to all these tunes. 
You might even want to. 
Peaches is the least rock-like track. 

Here, Zappa is concerned primarily with 
textures, and so a reasonably simple com-
position is restated in a number of fasci-
nating ways—differences in voicings and 

dynamics, electronic alterations. There's a 
fantastic "electric drum" fill behind Un-
derwood's crescendoing organ near the 
close. 

Willie is one riff, repeated four times, 
and it's a showcase for guitar. Zappa's 
solo is logical and accomplished, but he 
does go on a bit (the track runs 9:25). 
Gumbo is really the same idea, but Under-
wood has a marvelous konkingsqueaking-
swirling tenor solo with a rusty knife 
edge of a tone. Toward the end of Under-
wood's solo, Zappa drops out and the 
tenorist plays freely but in rhythm. One 
thinks instantly of Sonny Rollins. 

Harris enters on violin like a demented 
bagpiper and wrings a dazzling variety of 
emotional shades out of what is basically 
a blues-oriented solo. Zappa briefly, and 
now Harris again, way up high, with 
Underwood's organ trilling behind him ex-
cruciatingly, then rushing low, setting up 
Harris for an arhythmic but highly melodic 
cadenza. Now dat's rock 'n' roll. 

Genes is a reprise of the same tune on 
Uncle Meat: some nice playing by all (dig 
especially Humphrey's stickwork on closed 
hi-hat behind Zappa, who throws in a 
boogie figure among other things in his 
solo). The track is marred by a gratuitous 
comic ending. And Umbrellas has some 
incredible voicings, especially on the melo-
dy restatement, mostly featuring Under-
wood multi-tracked on about 63 different 
instruments. It's one of the few charts 
that I've heard nothing like in all of the 
Ellington canon, and that's saying some-
thing. Listen to this one. 
The Ponty track is nothing special. An 

intro more or less in the contemporary 
"classical" vein and then into a rock beat 
with the only extended metric variation on 
the album—sort of a flow-jerk-flow effect 
hung, I think, on a 6/8 frame. 

It's a good session, no question. Some-
thing's missing—maybe the sound of mani-
acal surprise, which makes sense in retro-
spect, that's found in some of the Mother's 
records. But Zappa can play wawa rock 
guitar with almost anybody. — Heineman 

ROCK BRIEFS 
BY ALAN HEINEMAN 

This column will speak of some sides 
that came out during past months that 
even the ardent rock listener might have 
missed and that I think are worth atten-
tion. 

Let me alienate you up front by suggest-
ing that The Association (Warner Bros. 
1800) is a first-rate album. No, really. 
None of the players is a virtuoso, but the 
arrangements are tight, intelligent, and well 
played: the vocals are similarly well done; 
and the lyrics to some of the songs— 
believe it or not—are fine. In fact„ the 
words of Dubuque Blues are some of the 
best I've heard recently. They constitute 
a fully realized poem, with tough-minded 
irony in verses that comment on each 
other with impressive force. Are You 
Ready?, medium-hard rock in 3/4 (no 
mean trick), and Look at Me, Look at 
You, whose lyrics are an intensely intro-
spective attack on war, are two other good 
cuts; all the songs are at least listenable. 
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Oh, well. I knew you wouldn't believe 
me. 

Another unheralded release is But Any-
how (Atco 33-290), by Teegarden and 
Van Winkle, the former playing drums 
and singing, the latter playing piano and 
organ and doing most of the lead singing. 
And that's all—just two guys, brilliantly 
carrying off a comfortable and sometimes 
exhilarating rock performance. 

Their version of Season of the Witch 
is the best I've come across, bar none. 
It moves but isn't HEAVY like so many 
other attempts. There's tough organ work 
throughout by Van Winkle Skip Knape), 
particularly on Jimmy Reed's slow blues, 
Bright Lights, Big City, and on a rework-
ing of a Jimmy McGriff tune, All About 
My Ole Bitch. Van Winkle is a good 
countryish singer too. 

Taste (Atco 33-296) is a schizoid al-
bum. Taste, a British trio that toured with 
Blind Faith, spends all of the first side 
trying—and failing—to do hard blues. Rory 
Gallagher's vocals are strained, and his gui-
tar work is consummately ordinary when 
not offensive. The rhythm drags too. Cat-
fish, on the second side, is more of the 
same. 

But the rest of the second side is de-
lightful. It's hard, blues-based rock as well, 
but they get away from the derivative 
ponderousness of the other cuts and really 
get it on. Dual Carriageway Pain and 
Same Old Story make great dance music 
and also reward attentive listening. And 
Hank Snow's I'm Moving On, with Gal-
lagher p aying steel guitar and drummer 

John Wilson doing crisp, sensitive brush 
work, is a fine closer. I don't know that 
I'd unhesitatingly recommend buying the 
album, but I'd suggest watching for their 
next one. 
Nobody made such noise, either, about 

Masters of Deceit (Vanguard 6522), by a 
group of that name, combining some ele-
ments of the sardonic, satiric approach of 
the Mothers of Invention with some com-
plex, interesting rock. 

All four members are good players, al-
though the weakest aspect of the album 
is that it's not rhythmically tight; organ-
ist-vocalist-leader Tom Hensley will get 
carried away with some difficult figures 
and lose the beat. Still, the music here 
has some new and intriguing textures, and 
the performances are generally very good. 

Joe Beck has made a jazz-rock album 
called Nature Boy (Verve/Forecast 3091), 
which suffers from the sameness of his 
approach to guitar (lots of wa-wa things, 
the best on No More Blues) and to vocals 
(soft, plaintive, and of limited impact). 
But the instrumental sameness is at least 
monotony of a high order; Beck is an 
excellent player. And some of the songs 
are original and effective, among them a 
lovely ballad, Please Believe Me, which 
features fine acoustic guitar by Beck, and 
Come Back: Visions without You, which 
begins as a ballad, moves to free playing, 
and reprises the first section. The brilliant, 
versatile drummer Donald MacDonald is 
especially good during the free section of 
the latter cut. 

Lots of soul-oriented stuff keeps being 

turned out, most of it dispensable. There 
were three debut albums by female vocal-
ists, Roberta Flack, Marion Williams, and 
Lorraine Ellison. Each is good, and Miss 
Ellison is a superior stylist, her album 
Stay with Me (Warner Bros. 1821) being 
a superior production. The title cut and 
Heart Be Still are my favorites; on each, 
the emotion begins at an intense pitch 
and keeps on growing, with never a false 
step, a bit of strain, or a resorting to 
cliche. 
And then there are Ike and Tina Turn-

er—dynamite. Their latest, The Hunter 
(Blue Thumb 11), is a beautifully re-
corded sample of this couple at their 
throbbing best, and if the title cut doesn't 
lift you out of your chair, you've got a 
hole in your soul. Ditto Bold Soul Sister 
and I Smell Trouble. Tina also does a 
great job on some standards: You Don't 
Love Me, You Cot Me Running, and / 
Know. The band is tight and propulsive, 
and Tina sounds like nobody else. 

Incidentally, this new label deserves all 
kinds of medals. Blue Thumb has re-
leased more than a dozen albums. Its 
artists range from hard-rock players (Ayns-
ley Dunbar) to country blues (Memphis 
Swamp Jam, featuring Bukka White, 
Sleepy John Estes, Fred McDowell, and 
many others). The albums are of varying 
quality—mostly good—but there has been 
no commercialism, and no schlock, money-
making releases. The recordings are uni-
formly excellent technically. God bless Blue 
Thumb and keep their integrity and op-
erating budget high. Inn 

This is a Premier outfit. 
Straight away you can see 
it's made better. And when 
you test it, you can hear 
it sounds better. The 
response is faster. 
The projection more powerful. 
Clear. 
Crisp. 
Far reaching. 
Give your sticks an outing 
on a Premier outfit at your 
dealer. 

• 
oemer 

1st IN PERCUSSION 

U.S.A. Premier Drums, DB2, 

825 Lafayette Street, 
New Orleans, La 70113. 
CANADA (except Quebec Prox.) 
Premier Drums, DB2, 

51, Nantucket Bed., Scarborough, 
Ontario. 

CANADA (Quebec Pray.) 
Premier Drums, DB2 130 Bares Road, 

Montreal 8, PO. 
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STIX HOOPERIBLINDFOLD TEST 
In 1952, Nesbert Hooper, a young drummer attending high 

school in Houston, Tex., formed his own band. The Swingsters, 
as they were originally called, later became the Modern Jazz 
Sextet, who in 1960 became the Nite Hawks, a Las Vegas rock 
lounge act, who then became the Jazz Crusaders, a Los Angeles 
Pacific Jazz recording combo, in 1961. And Nesbert, around the 
same time, became Stix. 
From the beginning, his colleagues have included Wilton 

Felder on tenor saxophone and Wayne Henderson on trombone. 
Pianist Joe Sample became regular in 1954. Though there have 
been frequent changes in the bass department through the years, 
the Crusaders have remained essentially intact. 
Hooper and his men, Los Angeles residents for the past 

decade, have had a curiously erratic career despite the un-
questioned talent of the individuals and the growing popular 
acceptance of the combo on records. From time to time they 
have disbanded and gone their own separate ways, •but at this 
writing they are reunited, playing with greater conviction than 
ever. 

Their popularity is international; in fact, the only negative 
factor, one that has prevented them from embarking on the 
many overseas tours they have been offered, is the refusal of 
Hooper, Felder and Henderson to fly. Once airborne, nothing 
could stop them from gaining even more widespread acceptance 
both at home and abroad. 

This was Hooper's first Blindfold Test. — Leonard Feather 

1. COUNT BASIE. Switch in Time (from Basie 
Straight Ahead, Dot). Al Aprons, trumpet; Eric 
Dixon, tenor saxophone; Basie, piano; Norman 
Keenan, bass; Harold Jones, drums; Sam Nes-
tico, arranger. 
At first I thought it was Ted Heath, 

and then it sounded like Louis Bellson... 
could be one of those bands made up of 
studio musicians. Trumpet player sounded 
a little like Charlie Shavers, tenor player 
a bit like Budd Johnson. I kind of liked 
his sound. The drummer could have been 
Bellson. 
The bass player walked too stiff. The 

brass was over-recorded. I'll give it three 
stars for the arrangement . . . being played 
together. 

2. BOBBY HUTCHERSON. Una Muy Bonita 
(from Sticklip, Blue Note). Joe Henderson, 
tenor saxophone; Hutcherson, vibes; McCoy 
Tyner, piano; Herbie Lewis, bass; Billy Higgins, 
drums; Omette Coleman, composer. 

That tenor sounded a little like Joe 
Henderson. It's hard to really determine, 
because it's kind of badly recorded. The 
vibes player was either Bobby Hutcherson 
or Roy Ayers. Drummer sounded like 
either Billy Higgins or possibly Bruno 
Carr. Piano player sort of voiced his 
chords like Horace Silver, but I don't 
think it was him playing. 

Overall, the arrangement sounded a little 
nervous, like they had just gone into the 
studio and tried to make it; it wasn't very 
tight. However, the tenor player knew the 
tune more than anybody . . . it was prob-
ably his tune. I'll give it three stars. 

3. ELVIN JONES. Ginger Bread Boy (from 
Puffin' It Together, Blue Note). Joe Farrell, tenor 
saxophone; Jimmy Garrison, bass; Jones, drums; 
Jimmy Heath, composer. 

Boy, it was hard for me to figure out 
who that was. When I started listening to 
the bass player, I thought it was Jimmy 
Garrison playing the double stops . . . 
the drummer, the way he tuned his drums, 
his style was between Philly Joe and Billy 
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Higgins. The tenor player sounded like 
Newk (Sonny Rollins) in spots, and in 
some places like Harold Vick; it was more 
or less a straight-ahead-type player, play-
ing an avant garde-type arrangement. 

I'll give it four stars from the stand-
point that there were a lot of creative 
things going on all the time, and the guys 
seemed to be enjoying themselves. I like 
the way it was recorded; everybody was 
recorded well. 

4. BUDDY RICH. Love and Peace (from Buddy 
& Soul, World Pacific). Joe Sample, arranger. 

Well, I'll have to give that one four 
stars for the arrangement! I listened to 
that one with two kinds of ears—a busi-
nessman's ear and a musician's ear. It just 
so happens that the tune is in our publish-
ing firm, and it was a groove that Buddy 
did the tune. 
Of course, that was Buddy on drums 

with his style that's very well known. It 
was a Joe Sample arrangement; my friend 
from the rhythm section of the Jazz Cru-
saders. 
I didn't notice any particular standout 

things as far as the solos were concerned. 
I respect Buddy Rich for what he's done 
as a technician, but I don't think that he's 
done anything creative. He is, of course, a 
phenomenal drummer. He has one of 
those fantastic techniques that you just 
don't get in a music school; you have to 
have it from birth, it's inbred. But if he's 
not playing under fiery circumstances, he's 
not able to project, as far as I'm con-
cerned. I've never heard Buddy play any-
thing tasteful in a small band context— 
even in a big band context—where he adds 
to the arrangements as far as nuances, 
shadings, dynamics, tone colors and all 
those things which are now becoming very 
important in drumming. But with him 
everything is very mechanical and he plays 
in one bag. In fact, all his arrangements 
have to be geared to the way he plays. 

FEATHER: Who would you say is the 
most creative big band drummer? 

It's hard to say who the most creative 
is. I haven't heard that many; Harold 
Jones plays very tastefully, so did Sonny 
Payne. He played with the band, and be-
came an extension of the arrangements, of 
the brass section, of the reed section and 
of the tone colors, etc. Also Mel Lewis 
. . jhese guys play within the context of 
each tune, arrangement and composition, 
instead of having everything geared to 
their particular style. 

5. GIL EVANS. Spaced (from Gil Evans, Am-
pex). Evans, piano, composer, arranger, con-
ductor; Joe Beck, electric guitar. 

That's four stars just for the sound! I 
couldn't identify any of the players on it, 
but it's definitely in the avant garde bag. 
It sounded a little, in spots, like Sonny 
Sharrock on guitar. But the overall picture 
is that this was sound, more than it was 
music . . . just creating sound . . . 
I enjoyed it from the aspect that it was 

well recorded. There were some creative 
moments, but it was primarily just sounds. 
This is where music is headed, but it has 
to have some definition. This had some 
semblance of arrangement and definition. 
I respect this kind of music because it 

allows a lot more freedom of expression. 
Of course, music is a means of expression, 
particularly to the jazz musician, and 
when you have this freedom, you can 
create more. When you're not in such a 
rigid framework of strict chord progres-
sions, rhythms, etc., you can sometimes 
work up to your peak potential. 

It's still sort of in the embryo stage, be-
cause most of the musicians involved in it 
are still searching and experimenting. I 
think it's a good direction and for the 
musicians that can really get involved in 
it, it's going to be very good. Sometimes, 
though, this is used as an escape, just to 
be hip. 



A word of advice from Elvin Jones. 
"Gretsch" 

Elvin Jones has everything from superb individual technique to tremendous creativity. 

As a great talent and winner of countless jazz polls, he knows what makes 

Gretsch drums great. Elvin plays the new Gretsch Snare Drum with the Lightning 

Throwoff—the throwoff so fast and modern, he can release it with just a flick. 

And that's an exclusive Gretsch feature! Whether you're up there like Elvin, 

or just starting to make your move, there's a Gretsch drum for you. 

Write for the free full-color Gretsch drum catalog. 

The Fred Gretsch Company, Inc. 60 Broadway, Brooklyn, N. Y. 11211 



THE BEST OF 
BUDDY RICH 
BUDDY RICH BIG BAND 

THE ROTTEN KID 
NORWEGIAN WOOD 
NEW BLUES • "WEST 
SIDE STORY" Medley 

MERCY, MERCY, MERCY 
LOVE FOR SALE 

MORE SOUL 
CHANNEL 1 SUITE 

These Great Hits are all available 
on "The Best of Buddy Rich" ( ST-20169) 

Also available on Liberty/UA 
Stereo Tape Cartridges & Cassettes 

World Pacific Jazz Records qr.. 
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SYNCOPATION IN ODD 
TIME SIGNATURES 

by Alan Dawson 

TIME SIGNATURES such as 5/4, 7/4, 9/4, etc. are called compound time signatures due 

to the fact that they are made up of two or more different signatures. Thus, 5/4 is 

made up of 2/4 & 3/4 ( or :he reverse order-3/4 & 2/4). It helps considerably in 

counting and playing these "odd" times to feel them this way even when the rhythms 

are not accented. For example, 5/4 could be played: 

Also, 7/4 might be played: 

J t T.9  
di• • di P' I. a .11, • I 

Realizing that there are many books dealing with syncopation in 4/4 time and more 

dealing with legitimate type notation in odd signatures, we felt a definite need for 

syncopated material in the odd signatures. Students and professionals a ike will benefit 

greatly from tke followine exercises: 3 

1E-

ht 5- 

—071.•  

After getting the feel of thee exercises, here are some variations you can use for the 

playing of fills, solos, and band figures: 

4__    1,1-11\jri-1 
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MUSIC MINUS ONE 
World's Largest Catalogue 
Of Accompaniment Records.  

FOR DRUMMERS ONLY 
Jim Chapin has produced another super-
lative album surrounding the drummer 
with players and arrangements to inspire 
new heights in performance. And the 
tunes are right out of today's bag. 
A 'must' album. 

The Girl Watcher's 
Theme—Shiny 
Stockings—Satin 
Doll—Cute—Wipe 
Out—Sing, Sing, 
Sing—Lil' Darlin' 

MMO 4063 WIPE OUT 
others in this series 

• MMO 4001 Modern Jazz Drumming 
(Chapin) 

• MMO 4002 For Drummers Only! (Chapin) 
D MMO 4003 8 Men In Search Of A Drummer 

(Perry) 
D mmo 4004 SIT IN (Chapin) 
fl MMO 4005 Blue Drums (Waldron-Perry) 
• MMO 175 The Jazz Brush Method ( Perry) 

(includes brushes) 

Each 12' 1p comes complete $5.95 each 
with book of drum charts. 

‘i 
doa 
zee  

SING OR PLAY ALONG 
The music of Burt Bacharach 
performed by a full orchestra 
minus voice or instrument! 
I Say A Little Prayer—What The World Needs 
Now—Walk On By—Alfie—Wives & Lovers— 
Blue On Blue— Do You Know The Way To 
San Jose?— Magic Moments—This Guy's In 
Love With You—Windows Of The World 

A 1056—Bacharach minus male voice 
n mmo 1057—Bacharach minus female voice 
MMO 1058—minus all instruments 
MMO 1059—minus piano 
MMO 1060—minus organ 

Two great new collections of con-
temporary songs performed by all-star 
rhythm sections minus your voice or 
instrument! 

MMO 1048 minus Male Voice 
MMO 1049 minus Female Voice 
MMO 1053 minus C/Bb/Eb/Bass Clef instr. 

fl MMO 1054 minus Piano 
D MMO 1055 minus organ 

The Nearness Of You • Allie • Sunny • Moon 
River • Tangerine • Phoenix • Stella by Star-
light • Black Magic • Out of Nowhere • I Left 
My Heart In San Francisco • It Could Happen 
To You • I Will Wait For You • I Remember You 

MMO 1050 minus Male Voice 

Ammo 1051 minus Female Voice MMO 1052 minus C/Bb/Eb/Bass 
Clef instruments $5.95 ea. 

Hello Dolly • Girl From Ipanema • Meditation 
• Sunny • I Know A Place • One Note Samba 
• What The World Needs Now • I Left My 
Heart In San Francisco • This Guy's In Love 
With You • Bluesette • Under Paris Skies • 
Everybody Loves My Baby 

Each LP comes complete with a music book con-
taining all the songs—lyrics, chords and music. 

At record shops and music stores everywhere or 
write: Music Minus One, 43 W. 61 St., N. Y. 10023 

Name   

Address 

City State Zip 

MUSIC MINUS ONE  
March 19 D 33 



ontario college of 

percussion — canada 

NORTH AMERICA'S COLLEGE 

FOR MUSICIAN - DRUMMERS 

PROFESSIONAL 
PERCUSSION 
DIPLOMA 
PROGRAM 

• Jazz Work Shops 

• Playing Forums 

• Clinics 

• Lectures 

• Recording Work Shops 

• Percussion Ensembles 

Individual, comprehensive train-

ing in Melodic Rhythmic Drum-

ming — instilling a complete 

analysis of Jazz with emphasis 

on today's music. 

PERFORMER-TEACHER FACULTY 

PAUL ROBSON, director 

BOB FENTON — HAGOOD HARDY 

STAN ZADAK — RUSS FEARON 

NEIL POOLEY 

performers with: Geo. Shearing, 

Herbi Mann, Billy May, Pepper 

Adams, Johnny Griffin, Jackie 

McClean, Martin Denny, Glen Miller, 

Ron Metcalf, Double Six of Paris. 

ENTRANCE REQUIREMENTS 
academic —GRADE 12 

performance—INTERMEDIATE 

AUDITIONS MAY 1970 

For information, write to: 

SECRETARY 

ONTARIO COLLEGE OF PERCUSSION 
27-29 Park Road 

Toronto, Canada 

(Ex. 1) Rock or Latin feeling—Straight eighths. L. H. plays eighths. R. H. plays the 
figures playing press rolls on quarter notes and longer. 

7 

Reverse the hands, i.e., R. H. plays eighths. L. H. plays written notation. 

2 

j— .7m IC 

I 

(Ex. 2) L. H. plays triplets. R. H. plays written notation in jazz eighths: 

Then reverse, i.e., R. H. plays triplets. L. H. plays written notation. 

(Ex. 3) L. H. plays triplets. R. H. plays eighth notes on snare. Quarter notes on 
cymbal and bass drum. 

c. D. .1\ 
• • 

I1j7. (1.f iff [LI 

These are only a few of the many variations which will be used in a forthcoming 
book by yours truly. Hope you will find them as useful as I have. 

Alan Dawson is currently Supervisor of Drum Instruction at the Berklee School of 
Music in Boston, Mass. During the last two years, he has been the drummer with Dave 
Brubeck's group in its occasional concert and festival appearances. Dawson began his 
career in 1949 with the late trumpeter Frankie Newton. Stints with the Boston-based 
units of Sabby Lewis and Serge Chaloff followed, and in 1951-52, Dawson served with 
an Army dance band, also appearing on the Elliot Lawrence TV show. Discharged in 
1953, he joined the Lionel Hampton big band and toured Europe with the vibist. A 
member of the teaching staff at the Berklee School since 1956, Dawson has been active 
not only in the Boston area, but on many recordings with Earl Hines, Booker Ervin, 
Teddy Wilson, Jaki Byard, Phil Woods, Sonny Stitt, Frank Foster, and others. He is 
the author of A Manual for the Modern Drummer. Er23 

34 ID DOWN BEAT 
@ 1970 Berklee Press Publications 



BELLSON 
(Continued from page 15) 

DRUMMERS 
(Continued from page 19) 

keyboard, idly running arpeggios. Tatum, 
who could see a little—"enough to distin-
guish people," Bellson said—looked up 
as he and Carter came in and said, "Gee, 
I hope you guys aren't going to play any-
thing fast." 

In 1954, he made the Jazz at the Phil-
harmonic tour of Europe with Ella Fitz-
gerald, Oscar Peterson, Dizzy Gillespie, 
Flip Phillips, and Roy Eldridge. A hitch 
followed with the refurbished Dorsey 
Brothers Orchestra in which Bellson—front 
and center with his two bass drums, tom-
toms, cymbals, and snare—was featured. 

In 1958 he wrote the music for a 
Broadway show, Portofino, which closed 
after a few performances, and in 1962, 
Basie drafted him for a tour of Sweden. 
Back in Apple Valley, Cal., where the 
Bellsons were making their home, he 
wrote the music for a jazz ballet that 
was produced in Las Vegas and featured 
Dizzy Gillespie. Bellson returned to his 
first love, the Ellington Orchestra, for a 
year in 1965. The next year he rejoined 
Harry James briefly. 
Benson now is active as a studio musi-

cian and is seen regularly on the Tonight 
Show. His major interests are staging 
drum clinics and leading his own big 
band, which has been working Donte's 
in North Hollywood and various lounges 
in Las Vegas. Its personnel includes Harry 
Edison, Ray Brown, Ray Neapolitan, Jim-
my Cleveland, Al Aarons, and several 
new talents, among them pianist Joanne 
Grauer, brass men Bill Towle and Charles 
Findley and reed men Don Menza and 
Pete Christlieb. 

Bellson is a man of simplicity and 
personal charm, who has an endless num-
ber of friends in the music community, 
"a mixture of strength and goodness," as 
his wife puts it in The Raw Pearl. And 
as a drum clinician, Bellson has become 
one of the most effective and articulate 
demonstrators working the campus circuits. 

But more important is Bellson's ar-
tistic stance. Bearing in mind that he 
may well be the best-prepared drummer 
in the history of popular music, one finds 
great pleasure in his still fresh approach, 
his fluid and melodic concept, his intel-
lectual curiosity, and his feeling for the 
moment. To a performance situation, he 
comes "well prepared. But lease the books, 
formulas and set patterns behind. Relax 
and get into the situation, play what you 
feel. The technical things are only a 
foundation, at best a springboard to the 
creative performance." 

Bellson is an inveterate singer-crooner-
hummer, whose vocal effusions, like those 
of Erroll Garner, are a part of his per-
formance, though sometimes sufficiently 
strong to bother a recording engineer. 
They help him think and play a melodic 
style that is essential for the modern 
drummer. After 42 years, Bellson still 
sings as he plays, just as he did at 4, 
when his father noticed that he was sing-
ing a lot around the house and decided 
that it was time for the young Balas-
soni to select the instrument of his 
choice. 

well Rudd and Albert Ayler (Impulse), 
and prominently with Shepp (Impulse and 
SABA). 

Milford Graves is a serious man and 
a serious musician. His way of life is on 
a high ethical plane and his playing re-
flects this. He is a "cultural nationalist" 
who firmly believes that an artist can take 
all the necessary things from the existing 
environment and shape them creatively to 
suit his own needs. 
At the age of 3, Graves was already 

playing drums. His earliest influences were 
his grandfather and uncle, who played 
North Carolina folk music. At 8, he took 
up African hand drumming. The com-
bination of folk background and the study 
of African and Eastern drumming form 
the base for his unorthodox style. 

Graves, 28, first heard John Coltrane 
when he was 20. He was impressed by 
Elvin Jones, ventured into jazz, and has 
performed with Albert Ayler, pianist Don 
Pullen, The Jazz Composers Orchestra, 
Roswell Rudd and John Tchicai's New 
York Art Quartet, Giuseppi Logan, Paul 
Bley, Sonny Sharrock, etc. 

Recently, he has confined himself main-
ly to work within a school context. He 
has made numerous concert appearances 
at colleges and universities, including Yale, 
where two albums with Pullen were taped. 

Graves is not especially pleased with his 
recordings, and feels that the proper bal-
ance for his sound cannot really be ob-
tained on record. Listeners who haven't 
heard Graves in person will never really 
know how he sounds from recorded exam-
ples. Perhaps some gifted engineer will 
meet the challenge of getting it all down. 
His most recent record, Black Woman 
(Vortex) with Sharrock is a step in the 
right direction. 

Graves is anxious to enrich the cultural 
background of the black community, and 
in his school and museum lecture-demon-
strations emphasizes the African contribu-
tion to jazz in terms of its most direct 
line of communication—the drum. 

Graves has formed a trio which has 
not as yet performed in public but has 
played together as a unit for a year. This 
is a truly spontaneous group, playing 
totally improvised music as if it were one 
single organism. 
The other members are Hugh Glover, 

who plays clarinet, bass clarinet, and alto 
saxophone, and Arthur Doyle on tenor 
saxophone, Indian double reed instruments, 
bass clarinet, and assorted percussion. All 
three men also use their voices as instru-
ments. Doyle had never played percussion 
prior to working with Graves. 
The group's highly original and com-

pelling music makes Graves' previous work 
seem a mere prelude to what he is doing 
now. No listener can remain uninvolved 
in this music. 
Graves believes that all new drummers 

have something to say. His hope is that 
they will enter into the life of their com-
munities and find what is there to express. 
He feels that the musician lives to pre-
serve the traditions of the past and must 
maintain his art at the highest level so it 
can be passed on to the future. tan 

'Know- how 
makes 
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difference 
in 

Weather 
King 
drum 
heads 

Remo was the first to introduce the 
plastic druin head a decade ago—a ld 
its acceptance made sales history! To-
day, Remo Weather King heads are the 
standard of quality throughout the 
world— the choice of renowned protes 
sionals, teachers and students every. 
where. There must be a reason. We 
think we know why. It's because we 
know how! Available at better music 
stores eve -vwhere 
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DRUMMERS 
GREAT DRUM BOOKS 

By JOEL ROTHMAN 

D Rock & Roll Bible of Coordination .  S3.00 
D Rock Around the Drums  $2.00 

Rock•N•Roll•N•Latin Breaks  $2.00 
D Rock Breaks with a 12/8 Feel  $2.00 
D Left Hand Solos  $2.00 
D Modern Solos with Bass Kicks  $2.00 
ID Phrasing Drum Solos  $2.00 
I: Show Drumming  $3.00 
D Show Problems  $2.00 
12 Drum Arrangements  $2.00 
ID Cut Time Drum Parts  $2.00 
ID Show Primer  $2.00 
D Pure Coordination  $2.00 
D Sock It To Me  $2.00 
12 Independent Thinking  $2.00 
D Coordination Solos  $2.00 
D Swinging In 3/4 Time  $2.00 
D New Testament of Technique  $2.00 
D Big Band Breaks  $2.00 
I: Rudiments Around the Drums  $2.00 
D The New Rudiments  $2.00 
D Rolls, Rolls, Rolls  $2.00 
D Let's Warm Up  $2.00 
D Mixing Meters  $2.00 
D Reading Can Be Odd  $2.00 
D Teaching Rhythm  $3.00 

SEND CHECK OR MONEY ORDER TO: 

JOEL ROTHMAN 
3 Sheridan Square 

New York, NY 10014 

JAZZ DRUMMERS . . 
• 

PROGRESSIVE STUDIES 
for DOUBLE BASS DRUM 
Louis BeIlson....$5.00 

TI - A Modern Approach to independence for 
the Advanced Drummer-Nick Ceroli....$4.00 

T6-Bass Drum Control-Colin Bailey $3.50 
TB-Introduction to Percussion, Vol. 1-Louis 
Bellson  $4.00 

T26-Independence for the Beginner, Vol. 1-
Chuck Flores  $3.00 

727-Independence for the Beginner, Vol. 2-
Chuck Flores  $3.00 

T114-Musicians Guide to Polyrhythms-Pete 
Magadini  $3.00 

California residents add 5% sales tax 

POS, INC. 
854 Vine Street, Hollywood, California 90038 

-, The Amazing "SILENCERS" 

\ PRACTICE SOUNDS UP TO 70%! ,r 
Deluxe & Economy Models 

t ‘rREDUCE THE ANNOYANCE OF 

EXPERTLY CUSTOM-BUILT 
Patented - Money Back Guarantee 

Orders promptly filled - Write 

,- 

PRACTICE SILENCER CO. 
4525 Boulevard Place, Des Moines, Ia. 50311 

SHIP-DELIVERED DELUXE ECONOMY 

0 Trumpet Model $4.95 $3.95 

D Trombone Model $5.95 $4.75 

O Remittance Enclosed D Send Information 
0 CLARINET 0 ALTO SAX D TENOR SAX 
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AD LIB 
(Continued from page 13) 

Gate opposite solo pianist Jaki Byard. 
Byard is teaching at New England Con-
servatory in Boston. Oscar Peterson 
graced Plaza 9, accompanied by Sam 
Jones, bass, and Bobby Durham, drums. 
Marty Napoleon's trio played for the 
dancers. Bobby Timmons made the duo 
scene at Pee Wee's (Avenue A bet. 12th 
& 13th Sts.) with bassist Scotty Holt . . . 
Trumpeter Kenny Dorham did a week-
end at the Port of Call East, aided by 
pianist Danny Mixon, bassists Mickey 
Bass and Bill Davis (dividing chores), 
and drummer Allen Blairman . . . Slugs' 
had three strong shows with Tony Wil-
liam's Lifetime; Kenny Burrell's quartet; 
and Sonny Stitt's unit . . . Bassist Larry 
Ridley headed a trio for an Aquarian 
party at the Needle's Eye . . . The sessions 
at Uncle John's Straw Hat are moving 
right along on Sunday nights. Ray Nance 
fronted a group featuring tenorist Julian 
Dash; and pianist Cliff Jackson and his 
Crazy Kats (trumpeter Johnny Letman, 
clarinetist-tenor saxophonist Herb Hall, 
bassist Al Hall, drummer Manzie Jack-
son) were followed by clarinetist-alto saxo-
phonist Eddie Barefield and his Bearcats 
of Rhythm (Dick Vance, trumpet; Nat 
Pierce, piano; Gene Ramey, bass; Eddie 
Locke, drums) . . . Clark Terry's big 
band did a Jazz Vespers for Pastor John 
Gensel at St. Peter's Church. Howard 
McGhee's band subbed for Terry's at the 
Club Baron in early Feb. . . . The Future 
of the Piano in Jazz, featuring pianists 
Kirk Nurock and Charles Bell with drum-
mer Allen Blairman was presented free 
to the public at New York University . . . 
Benny Powell's sextet did a reprise of the 
Story of Jazz at Judson Hall . . . Judson 
was also the site of a concert by Artie 
Simmons and the Jazz Samaritans, re-
corded by Bush Records . . . Tenor saxo-
phonist Frank Foster's Jazz Workshop 
was in residence every Tuesday in Feb-
ruary at Pete's Elegante in Roosevelt, 
Long Island . . . Pianist Valerie Capers 
performed at a lunch-time concert at 
Mercy College in Debbs Ferry . . . Dollar 
Brand Xahuri gave a solo piano recital 
in Brooklyn, again a benefit for his 
Marimba School of Music in Swaziland 
. . . Vibist Vera Auer did two concerts 
at the Roosevelt Field Shopping Center 
and the Harlem branch of the N.Y. 
Public library, with Richard Williams, 
trumpet; Paul Jeffrey, tenor saxophone; 
Bob Cunningham, bass, and Walter 
Perkins, drums . . . The Connecticut 
Traditional Jazz Society presented a con-
cert at the Holiday Inn in Meriden that 
included old pals Eddie Condon, Gene 
Krupa and Jimmy McPartland . . . 
Pianist Harold Mabern recorded for Pres-
tige with Lee Morgan, trumpet; Hubert 
Laws, flute and tenor saxophone; Buster 
Williams, bass; and Idrees Muhammed 
(formerly Leo Morris), drums . . . Pianist 
Andrew Hill taped a new suite for Blue 
Note with Charles Tolliver, trumpet, 
fluegelhorn; Pat Patrick, alto and bari-
tone saxophone, flute, bass clarinet; Benny 
Maupin, tenor saxophone; Ron Carter, 
bass; and Ben Riley, drums. 

Los Angeles: Now that Bill Cosby has 
become Redd FOWL'S partner, Foxx's ni-
tery will get a much-needed boost in terms 
of jazz names. Monk Montgomery brought 
a quartet into the club, sharing the stand 
with singer Bill Henderson. Muddy 
Waters was due to follow . . . Donte's 
enjoyed a couple of "firsts" during Febru-
ary: Doc Severinsen, in concert with 
Louis Bellson's band; and the first book-
ing of Phineas Newborn, Jr. Howard 
Roberts had his quintet in for weekends 
(Tom Scott, reeds; Dave Grusin, key-
boards; Chuck Domanico, bass; John 
Guerin, drums). Another quintet doing a 
month of Tuesdays at Donte's was Frank 
Rosolino's ( Conte Candoli, trumpet; 
Frank Strazzeri, piano; Monty Budwig, 
bass; Nick Ceroli, drums). Ron Anthony 
and Gabor Szabo fronted combos for 
Guitar Night. Sergio Mendes presented 
his discovery, the Bossa Rio; and there 
was the usual assortment of big bands, 
from Larry Cansler's Soria Big Band 
and Ron Myers "big enuff" band to Dee 
Barton's 27-piece monster, which for spe-
cial occasions sports a second rhythm sec-
tion. In between, Don Rader and Paul 
Hubinon fronted normal-sized bands for 
Donte's Sunday night doings. The Sunday 
matinee experiment with Don Menza's 
combo has ended . . • Although Donte's 
is primarily an instrumentalist's haven, 
singers occasionally work the room. Re-
cently, Geraldine Jones-ex-Clara Ward 
gigged there for two nights, backed by a 
hard rock quartet. Miss Jones recently 
signed with Quincy Jones' new label, 
Symbolic, and Dave Grusin will be pro-
ducing her sessions . . . Lorez Alexandria 
did a command performance in Guyana 
for the Premier and his cabinet on the 
occasion of that tiny nation becoming a 
republic. After returning home, she did 
a concert at La Verne College in the 
Los Angeles area . . . 3,000 students at 
Compton High School recently paid tribute 
to singer Kim Weston for her recording 
of the "Black national anthem", Lift Every 
Voice and Sing. Miss Weston's recording 
is played over the school's public address 
system each morning . . . The Los Angeles 
Rumor Control and Information Center 
(an organization that relies on recorded 
phone messages to cool tempers in the 
ghetto areas) sponsored a Brotherly Love 
Party on Valentine's Day that featured 
Steve Allen, the cast of Hair, Morgana 
King, Eartha Kitt, Peggy Lee, the Watts 
103rd St. Rhythm Band, and Gerald 
Wilson's band . . . B. B. King played a 
one-niter at the Djon Ballroom . . . Sam 
Fletcher returned to one of his favorite 
haunts, Memory Lane, backed by Dolo 
Coker's trio . . . Just opened: the Market 
Club, billed as "the world's largest night 
club." Helping to launch the new spot 
was Les McCann . . . Gene Russell is 
fronting a trio at Ernie's in Hollywood 
on weekends, with Henry Franklin, bass, 
and Steve Clover, drums. Fran Carole is 
featured on vocals . . . Pianist D'Vaughn 
Pershing has a trio at the Spotlight in 
Los Angeles, with Whitey Hogan, bass; 
and Bob Morin, drums . . . Cal Tjader 
played the Lighthouse for two weeks and 
was followed by Mongo Santamaria for 
an entire month . . . Shelly's Manne-Hole 
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Fast and Furious Action 

Rock 'N Roll Strings 

3841 2311U AVENUE 
LONG ISLAND CITY. N.Y. 11105 

Made By LA. BELLA 
in two gauges 

No. 780, 780-S $300 set 
CoNIPF:FITION 
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EA M hill INC. 

D David Baker: Jazz Improvisation  $ 12.50 
D Baker: The II V, Progression  $ 5.75 

Baker: Developing Jazz Improvisation  $ 7.50 
(Based on Lydian Chromatic Concept) 

D Geo. Russell: Lydian Chromatic Concept  $ 18.50 
111 John LaPorte: Guide to Improvisation ( text/ 

3-7" LPs) Indicate C-tr; C-bu; Eh; Bb ea. $ 7.50 
CI LaPorte: Developing Sight Reading Skills 

Indicate C• Eb; Bb   ea. $ 2.50 
Jerry Coker: Improvising Jazz  $ 1.95 

DI Hank Mancini: Sounds & Scores 
(-I- 3 LPs)   $12.50 

D Oliver Nelson: Patterns For Sax  $ 7.00 
(new printing) 

D Dan Ricigliano: Popular Jazz Harmony .$ 6.95 
D Russ Garcia: Pro Arrangers-Composer  $ 6.00 

Chas. Colin: Encyclopedia of Scales  $ 7.50 
D Gordon Delamont: Modern Harmoric 

Techniques Volumes I, il   each $ 12.50 
D Delamont: Modern Arranging Technique ..$ 12.50 
El Wm. Leavitt: Modern Guitar Method 

(Berkleel Volumes I. II   each $ 4.00 
D Leavitt: Classical Studies/Pick Style ....$ 3.00 
12 Leavitt: Melodic Guitar Rhythms  $ 4.00 
D Alan Dawson: Manual For The Modern 
Drummer  $ 4.00 

D Joe Viola: Scale Studies For Sax  $ 4.00 
D Viola: Chord Studies For Sax  $ 5.00 
D Viola/Kohvica: Chord Studies, Trumpet $ 4.00 
D Viola/Wilson: Chord Studies, Trombone . $ 4.00 
CI Wm. Curtis: Mod. Method. String Bass $ 4.00 

Catalog Free With Order Free Pcst.bge Anywhere 
TODAY'S MUSIC! 

Box 169-D • Libertyville, Illinois 60048 

AMERICA'S OLDEST AND LARGEST 
EXCLUSIVE PERCUSSION CENTER 

• Complete stock of famous name brand 
percussion instruments and accessories. • 
Owned and operated by Maure Lishon-18 

Years staff percussionist CBS-WBBM Chicago. 

226 S. Wabash Ave. Chicago, III. 60605 
922-8761 922-1300 

was reverbetating to its own Latin sounds: 
Willie Bobo. His octet followed up with 
a 10-day tour of Argentina. Personnel: 
Steve Huffsteter, trumpet, fluegelhorn; 
Mike Altschul, tenor sax, flute (replaced 
by Ron Starr for the tour); Reggie 
Andrews, electric organ; Barry Zweig, 
guitar; Dennis Parker, electric bass; Mel 
Lee, drums (Frankie Chavez for the 
tour); Orlando Lopez, conga (for the 
tour, Bobo's long-time buddy, Victor 
Pantoja); and Bobo, timbales and vocals. 
Bobo's singing much more nowadays. The 
book shows a strong rock influence. The 
Jazz Crusaders followed . . . The house 
combo at Ye Little Club, led by pianist 
Dick Shreve, with Jim Crutcher, bass 
and Frank Severino, drums, got a brief 
chance to swing backing the most recent 
headliner at Dino's Lodge, Milly Ericson. 
Luckiest house trios belonged to Bill Marx 
at Hogies, backing Ann Richards, and 
Bob Corwin at the Playboy Club, working 
with Spanky Wilson . . . Bill Henderson 
kicked off the new season of irregularly 
scheduled jazz concerts at the Smoke 
House in Encino, backed by Jimmy 
Bowles, piano; Monty Budwig, bass, and 
Stix Hooper, drums . . . Herb Jeffries, 
currently working at the Ruddy Duck in 
Sherman Oaks, took a brief hiatus to gig 
at the Bing Crosby Golf Tournament at 
Pebble Beach. The Ink Spots subbed . . . 
There was more nostalgia in town when 
the Glenn Miller Orchestra gave a concert 
at the Hollywood Palladium. Featured 
guests for the one-nighter were alumni 
Tex Beneke, Ray Eberle, and the Mod. 
ernaires with Paula Kelly . . . Teddy 
Buckner was the featured soloist at the 
most recent session of the New Orleans 
Jazz Club of Southern California, in 
Santa Ana. Backing the trumpeter were 
Bob Onhouse, trombone; Tom Kubis, 
reeds; Hy Seaman, piano; Tom Busse, 
banjo; Dee Woolem, bass; Bob Sumners, 
drums. Buckner will front his own Dixie-
land combo at Donte's each Tuesday dur-
ing March . . . Roger Kellaway scored 
The Shooting Gallery, to be shown on 
NBC-TV's World Premiere. 

Chicago: Five below zero weather did 
not keep away the in crowd from Ramsey 
Lewis' Feb. 3 London House opening. 
With regulars Cleveland Eaton, bass, and 
Maurice White, drums, the pianist was 
cheered by a packed house. He followed 
Hagood Hardy's Montage, led by the 
Canadian vibist-pianist and featuring bass-
ist Dave Young, drummer Gordon Light-
foot, and vocalists Stephanie Taylor and 
Lynne McNeil. Judy Roberts' trio ap-
peared opposite Lewis, and also continues 
to back Lee Konitz on Wednesday nights 
at the Wise Fools . . . The Jazz Institute 
of Chicago's Month of Sundays at Sloppy 
Joe's got off to a swinging start with bass 
trumpeter Cy Touff's quintet (Jay Peters, 
tenor saxophone; Eddie Higgins, key-
boards; Jim Atlas, bass; Marty Clausen, 
drums). Higgins played a combination of 
Hohner clavinet and Fender electric piano 
. . . Little Brother Montgomery is doing 
Fridays and Saturdays at the Shrimp Walk 
in suburban Highwood . . . Sonny Terry 
and Brownie McGhee performed at the 
new Quiet Knight, and another folk haven, 
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jazz improvisation 
A Comprehensive Method of 
Study for All Players by David 

Baker, Foreword by Gunther 
Schuller. Chicago: 1969, db/ 
Music Workshop Publications, 
184 pp. ( 104 music plates). 81/2 
x 11, spiral bnd., $ 12.50 
 now in second printing  

Educator's "examination" copies availa-
ble on 10-day approval basis if request 
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 Ill. 60606 

Please send 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 surface postage to any address 
in the world when order is accompcmied by 
remittance. Add 75c for Special Delivery any-
where. Make payment in U.S.A. funds only. 
Sorry, no C.O.D. 
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2nd Annual 

FAMOUS 
ARRANGERS 

CLINIC 
at 

LAS VEGAS 
(Univ. of Nevada) 

Your choice of studying for one or 
two weeks with top professionals. 

June 21 to July 3. 

MARTY PAICH, Director 

(Conductor and arranger for Glen Campbell Show) 

Faculty will include arrangers such as Dee 
Barton, Louis Bellson, Billy Byers, Don Ellis, 

Dan Haerle, Wes Hensel, Henry Mancini, 
Keith Moon, Oliver Nelson, and others as 

available. 

Special course available for music educators. 
Two hours University credit. 

Write today for free brochure and application. 

FAMOUS ARRANGERS CLINIC 

P.O. Box 221, South Bend, Ind. 46624 
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It's Here (6455 N. Sheridan), featured the 
duo of Tom and Lee Gillespie . . . 
Blood, Sweat&Tears, hampered by caver-
nous McGaw Hall, presented a concert at 
Northwestern University Jan. 30 . . . The 
AACM was heartened by the return from 
Europe of reedman Anthony Braxton, 
fluegelhornist Leo Smith, and drummer 
Steve McCall. All three participated in a 
Feb. 6 concert at the Blue Gargoyle in 
Hyde Park . . . Singer Lorez Alexandria 
was a held-over hit at Lurlean's . . . The 
Ramada Inn in nearby Dolton has inaugu-
rated a once-a-month big band policy. The 
Lee Castle-Jimmy Dorsey orchestra was 
the debut attraction with Count Basie 
slated to appear Feb. 26 . . . Altoist Lou 
Donaldson was in town for four nights at 
the Keymen's Club . . . Drummer Red 
Saunders' big band, with guests Lil Arm-
strong and bluesman Mighty Joe Young, 
presented an Evolution of Jazz concert re-
cently at Evanston High School . . . Art 
Hodes and the Salty Dogs appeared in 
concert in Mendota, Minn. as part of an 
exchange agreement which saw the Hall 
Brothers appearing here in December. 
The Riverboat Ramblers filled in at 
Sloppy Joe's for the Salty Dogs. 

San Francisco: On Feb. 15, at San 
Leandro High School, a concert was given 
by the stage bands of Bancroft Junior 
High School and San Leandro High 
School (respectively directed by Nicholas 
D'Augelli and Joe Zowistoski) and the 
Don Piestrup Orchestra . . . During Jan-
uary, the Both/And presented the Bobby 
Hutcherson-Harold Land Quintet (Hugh 
Lawson or George Duke, piano; Ron 
McClure, bass; Oliver Johnson, drums). 
Herbie Hancock's group opened at the 
club Feb. 3 . . . The Altamont raceway 
festival which drew roughly 300,000 people 
to hear the Rolling Stones, Crosby, Stills, 
Nash & Young, the Flying Burrito 
Brothers, and Santana was so chaotic that 
it defied musical evaluation. There was 
excellent music, but because of shoddy 
production and planning and the violence 
of the Hell's Angels, what could have been 
another Woodstock became a mob scene 
with musical accompaniment. All the 
groups turned in excellent sets, although 
the sound system permitted only a fraction 
of the crowd full enjoyment. CSN&Y 
soared, and the Stones were magnificent 
but, as Mick Jagger and the boys rendered 
Sympathy for the Devil, their rent-a-cops, 
the Angels, climaxed their inhumanities 
toward the audience with a fatal knifing; 
all vestiges of a concert had vanished. 
It was the darker side of Woodstock Na-
tion . . . Bill Graham's bookings for 
February included the Doors, Cold Blood, 
Doug Kershaw, and Commander Cody 
and His Lost Planet Airmen at Winter-
land. At Fillmore-West, it was the Grate-
ful Dead, Taj Mahal, Big Foot, Country 
Joe & the Fish, the Sons, Area Code 
615, Delaney & Bonnie & Friends (with 
Eric Clapton), the New York Rock & 
Roll Ensemble, and Golden Earings. At 
Berkeley's Community Theater Graham 
presented, on Jan. 24, singer-composer 
Laura Nyro and, on Jan. 31, Tom Rush 
and The Band . . . The Family Dog on 
the Great Highway, closed for a couple 

BOOKS 

RICHARD DAVIS, 1968-69 Poll Winner has written a 
book, " Walking on Chords for String Bass and Tuba". 
Send $3.50 to RR & R Music Publishers, Inc., P.O. 
Box 117, Planetarium Sta., N.Y., NY 10024. 

IMPROVISATION METHODS 

A NEW APPROACH TO JAll IMPROVISATION 
Guidebook/LP record for all- instruments. 

12" LP contains eight tracks of modern rhythm sec-
tion accompaniment—all different. Guidebook con. 
tains musical illustrations and suggestions for all 
stages of improvisation, chord progressions to LP 
and needed scales. 

Check/M.0. ...$6.95 Canada add _ 51.00 
JAMEY AEBERSOLD 

1211 Aebersold Drive New Albany, Indiana 47150 

JAZZ PLAYERS 
EMILE DeCOSMO HAS CREATED THESE BOOKS 

GUARANTEED TO MAKE YOU HEAR PROGRESSIONS, 
PLAY BETTER JAZZ LINES THROUGH THE 

POLYTONAL RHYTHM SERIES. 
D THE CYCLE OF FIFTHS  $1.50 
D THE IF if, PROGRESSION  $2.50 
D THE BLUES SCALE  $2.00 
D THE LYDIAN MODE  $2.00 
D THE TRITONE CYCLE  $2.00 
D THE DORIAN MODE  $2.00 
] THE MIXOLYDIAN MODE  $2.00 
] THE BYZANTINE SCALE  $2.00 
] THE IONIAN MODE  $2.00 
D THE DIMINISHED SCALE  $2.00 
D THE AEOLIAN MODE  $2.00 
11 THE POLYTONAL GUITAR  $1.50 

Send check or money order to: 
EDC PUBLISHING Dept. D8-8 

1611 Kennedy Blvd. North 19ergen, N.J. 07047 
Foreign Orders ADD $1.00 PER Book FOR Air Mall 

INSTRUMENTAL METHODS 

THE G. C. ROBINSON SCHOOL OF MUSIC. Box 60 A, 
Burnsville N. C., Rt. 2, 28714, has to offer the follow-
ing books: Modern Guitar One String Lead, $2.00; Guitar 
Chord Manual, $2.00; Child's DO- RE- ME Coloring Book, 
$2.00. 

DRUMMERS 
"THE SOUNDS OF ROCK AND ROLL" 

BY RALPH C. PACE 
VOL. I The Truth about Rock and Roll Drum-

inIng  $3. 
II What Every Drummer Should Know about 

Rock and Roll  $3. 
II-C International Rock and Roll for the 
Drummer  $3. 

Ill Rock and Roll Coordination for the 
Drummer  $3. 
DRUM BOOK MUSIC 

Box 63, North White Plains, NY 10603 
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PSYCHEDELIC CATALOG of Lighting, Posters, Jewelry, 
etc. Send 25c. HOLE IN THE WALL, 6055-D Linker. 
shim, North Hollywood, Calif. 91606. 

BACK ISSUES of Down Beat and similar publications. 
Bought, traded, sold. William J. Haskett, 3 E. Main, 
Mooresville, Indiana 46158. 

MAKE FRIENDS WORLDWIDE through international cor-
respondence. Illustrated brochure free. Hermes, Berlin 11, 
Germany. 

THINKING MAN'S BUMPERSTRIP: " Eschew Obfuscation," 
2/$1.00; 6/52.50. Wry Idea, Rye, N.Y. 10580. 

THEORY 

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

WHERE TO BUY 

BONGOS, CONGAS, COWBELLS, 
AFUCHES, VIBRA-SLAP 
All the BIG GROUPS use ours. 

LATIN PERCUSSION 
P.O. Box 88, Dept. D8 

Palisades Park, N. .1. 07650 

write for free catalog 
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RECORDS & TAPES 

FAST RELIABLE JAZZ record service—many rare items 
—foreign orders welcome—send for FREE LP sale list. 
HARRY FROST, Box 4935-4930 DEIJ•IAR, ST. LOUIS, 
MO. 63108. 

THOUSANDS OF JAZZ LPS at fantasticady low prices. 
You want proof? Send today for our FREE catalog. Sell-
ing Jazz LPs exclusively for 25 years. MVE-ON-JAZZ. 
Box 42664, Dept. C, Evergreen Park, III 60642. 

JAZZ BY SABA/PRESTIGE. Outstanding German Jazz 
Albums, International Artists. SABA U3A—Allentown, 
Pa. 18102. 

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

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

DIXIELAND, MAINSTREAM LP's. Bill Dodge, 24 Honeoye, 
S.W., Grand Rapids, Michigan 49508. 

WHISTLES & CALLS 
Largest U.S.A. Stock 
write for free catalog: 

CARROLL SOUND, INC. 

P.O. Box 88, Dept. DB 
Palisades Park, N. J. 07550 

WHERE TO STUDY 

STUDY DRUMMING PRIUTELY 

from 

PAUL CAPOZZOLI 
Famous teacher—composer—author—performer. 

315 W. 53rd St. New York City, NY 10019 
Tel.: 212—LT 1-1480 

DRUMMERS! 
How can you pick a qualified private teacher of 

drumming? It is really a difficult que- tien because 
anyone may claim to be a teacher of drumming, 
for there is no issuance of a teaching license or 
supervision by the States as in other professions. 
If you already play in a group and have experi-
ence, you are in a far better position to lodge the 
ability of a teacher, for in my opinion you should 
begin to feel an actual carry over in o your play-
ing within 4 to 8 weeks of instruction. ( I assume 
that you do have an aptitude for music, and are 
without a past history of learning problems.) The 
judgment has nothing to do with whether or not 
you move the sticks faster on a pad, coordinate 
more, or read faster. It has only to do with a feel-
ing of expanded confidence when you play with a 
band. 
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 513th Street kat 7th Ave.) Dept. 233 

New York, N.Y. 10019 Phone 246-5661 
Foreign inquiries are invited 

SUBSCRIBERS! 
Please include a down beat ad-
dress label whenever you write 
us about your subscription. The 
numbers on your address label 
are essential to insure prompt 
and accurate service. 

CHANGE OF ADDRESS 
Please let us know six weeks before 
you move. 

send to Subscribers Service 
down beat 

222 W. Adams Street 
Chicago, III. 60606 

of weeks during January, came back with 
the Jefferson Airplane and Osceola on 
the last weekend of the month . . . 
Creedence Clearwater Revival and Book-
er T. & the MGs appeared at the Oakland 
Coliseum Jan. 31 . . . Big Mama Thorn-
ton was the attraction at the Jazz Work-
shop the first two weeks of January. Then 
came the Three Sounds (pianist Gene 
Harris, bassist Henry Franklin, and drum-
mer Carl Burnett) for a week. Jimmy 
Smith and Les McCann were to do two 
weeks apiece. Art Blakey's Jazz Mes-
sengers are scheduled for March . . . 
During the last week of January, the 
University of California, Berkeley, pre-
sented B. B. King at Zellerbach Audi-
torium, Tim Hardin at King Hall, and 
the local Black Messengers at the Bear's 
Lair . . . Judy Collins' itinerary included 
San Francisco's Civic Auditorium Feb. 20, 
and the San Jose Civic Auditorium and the 
Berkeley Community Theater on the two 
days following . . . The roster at Keystone 
Corner (San Francisco) for January in-
cluded Charlie Musselwhite's blues band, 
Mike Bloomfield and Nick Gravinites, 
Grand Canyon, the Fourth Way, Om, 
and Lamb . . . Through the end of Janu-
ary at Jack's of Sutter, the Bob Drew 
Trio played each night except Tuesday and 
Wednesday and at the Sunday jazz-at-dawn 
sessions . . . During January, Mandrake's 
(Berkeley) featured Anonymous Artists 
of America (with reedman Bert Wilson) 
and the Loading Zone, who have a new 
drummer, Al Coster, and a new album, 
One for All, on their own Umbrella label. 
Copies may be ordered directly from the 
group's manager, Ron Barnett, 5842 Val-
lejo Street, Oakland, Cal. . . . At the end 
of January, Oakland's Black Knight was 
featuring Johnny Turk & the Annex. 
Organist-trumpeter Turk once played with 
Johnny Hodges . . . On Feb. 6, at San 
Francisco's California Club, the newly-
formed Bay Area Jazz Society presented a 
concert by a quartet comprised of altoist-
flutist Frank Strozier, pianist George 
Duke, bassist John Heard, and drummer 
Dick Berk. Anyone interested in the So-
ciety can reach KJAZ disc-jockey Gene 
Miller at 522-3122 or Jerry Karp at 
387-2589. 

Detroit: Milt Jackson did a weekend 
with pianist Harold McKinney's group 
at the Black Horse. McKinney's band has 
become a sextet with the addition of trom-
bonist Patrick Lanier, but the music pro-
gram at the east side club has been cut 
back to two nights a week . . . Detroit's 
newest jazz club is the Chateau, on the 
northwest side. Pianists Barry Harris and 
Hugh Lawson, and drummer George 
Davidson, currently with the Four Tops, 
were among recent visitors. The house 
band is led by drummer Hindal Butts, 
and includes trumpeter Gordon Camp, 
tenorist Donald Walden, pianist James 
Cox, and bassist Dedrich Glover . . . 
Pianist Teddy Harris, currently with the 
Butterfield Blues Band, sat in with trom-
bonist John Hair's quintet at Clarence's 
Bluebird. Hair also hosted a new face in 
town, altoist Tom Mason, a Berklee 
School graduate currently on the faculty 
at Eastern Michigan University in Ypsi-
lanti . . . Wayne Walker's Lounge, located 

THE PROFESSIONAL'S BOOK 
By CAROL KAYE 

Soul, Boogaloo, How To Use The Pick, 
Studio Bass Lines, Facts About Your Bass 

E In Big Demand Now At:  $5.00 
E 2 Practice LPs for above book  $3.50 
El ELECTRIC BASS LINES NO. 1 (Soul, Boogaloo, 

Latin- Rock, Double- Stops)  $3.50 
Ei 2 Practice LPs for above book  $3.50 

Records great for drummers too! 
GWYN PUBLISHING CO. 
P.O. Box 2030 No. Hollywood, Callf.91602 

Sorry, No C.O.D.:— Foreign, add 50c 

Name 

Address _ 

City — 

State _ zip _ 

WORLD'S ONLY 

STEVENS t COSTELLO 
EMBOUCHURE CLINIC 

Roy Stevens, Dr. of Emb., Associate Instructor, 
Teacher's College, Columbia Univ. 

Embouchure trouble, lack of range, endurance, power. 
Damaged chops treated privately. 
Phenomenal (TRIPLE- C•) embouchure technique 
course for all playing and non-playing teachers. 
Graduate students can register at Teacher's College, 
Columbia Univ. for two (2) credits towards their 
Master's Degree. 
STEVENS-COSTELLO FOR INFORMATION 
EMBOUCHURE CLINIC CALL OR WRITE 
1576 BROADWAY 212—CIRCLE 7-4092 
NEW YORK CITY, N.Y. 10036 

rm.mplimm....mgm•••••1 

send for free 
HARMUNY 

GUITAR 
color catalog 

BEAUTIFUL 
MODELS 

MADE IN 

AMERICA 
• * 

THE HARMONY COMPANY 
4604 S. Kolin Ave., Chicago, III. 60632 

NAME AGE 

ADDRESS 

CITY 

Ammo,» 1m ay 

STATE ZIP 

March 19 D 41 



jazz improvisation 
by David Baker 

David Baker is head of jazz studies at 
Indiana University, a recording and per-
forming artist ( trombone, cello, bass); 
and an internationally renowned ar-
ranger-composer of contemporary music. 

jazz improvisation is a Compre-
hensive Method of Study for All 
Players. Foreword by Gunther 
Schuller, Chicago, 1969, 184 
pp. ( 104 music plates) 81/2  x 
11, spiral bound, $ 12.50. 
Contents include: Chord charts/Founda-
tion Exercises/Dramatic Devices/Pro-
gressions/Scale Constructions/Cycles/ 
Turnbacks/How To Swing/Lists of 
Tunes: Bebop, Standard, Jazz, Blues/ 
Constructing Melody Solos Analyzed/ 
Chord Substitution/Ear Development/ 
Advanced Concepts/Each of the 20 
chapters contain discography with par-
ticular solos referred to chapter content. 

Remit $ 12.50 for each copy of 
jazz improvisation, free postage 
anywhere. Free catalog enclosed 
with each order. 

Free Catalog — Free Postage 

NEW SOUNDS IN MODERN MUSIC 
315 W. 53rd St. 

New York, NY 10019 

AROUND THE DRUMS 
"Out of Sight" Drum Books 

by Paul Ca pozzoli 

AROUND THE DRUM SERIES 
EI Book I Around the Drums with 

Triplets $2.00 

Li Book II Around the Drums with 
Open Rolls $2.00 

D Book Ill Around the Drums with 
Rhythm $2.00 

Book IV Around the Drums with 
Paradiddles $2.00 

FREE — with any or all orders 
''Rudimental Practice Guide" by Paul Capozzoli 

Free Postage- Free Catalog—Anywhere 

NEW SOUNDS IN MODERN MUSIC 
315 West 53rd St. New York City, N.Y. 10019 

POPULAR & JAZZ HARMONY 
by DANIEL A. RICIGLIANO 

For COMPOSERS, ARRANGERS, 
SONGWRITERS & PERFORMERS 

Containing a thorough study including 

• Chord Construction 

• Basic and Substitute Chords 

• Voicing and Superimposition 

• Rock n' Roll- Modal Harmony 

• Blues 

• Harmonizing Melodies 

• Use of Non- Harmonic Tones 

• How to Revise Sheet Music 

• How to Revise Fake Books 

200 pages Price $6.95 

NEW SOUNDS IN MODERN MUSIC 

315 West 53rd St., New York, N.Y. 10019 

Free Postage — Free Catalog anywhere. 

in the Gold Key Inn in the New Center 
area, featured the rather unusual combina-
tion of pianist Claude Black, drummer 
Ed Nelson, and trumpeter Willie Wells, 
with no bassist, over the holidays . . . 
The interesting quintet co-led by drummer 
Doug Hammon and guitarist Ron Eng-
lish has assumed the name Focus Novi, 
and is seeking concert bookings around 
the country. Other members are trombon-
ist Patrick Lanier, altoist Bill Wiggins 
and bassist John Dana. 

Cincinnati: Tenorist Jimmy MeGary 
is leading a new quintet at New Dillys 
Pub. Members of the group are Jerry 
Tyree, trumpet; Wilbert Longmire, gui-
tar; Pete Bettiker, bass; Ron Enyeart, 
drums and Popeye Maupin, vocals . . . 
The College Conservatory of Music at the 
University of Cincinnati presented a two-
day jazz festival featuring baritonist Gerry 
Mulligan. Several jazz groups represent-
ing surrounding universities participated in 
the festival, which also included a jazz 
workshop with Mulligan . . . Guitarist 
Bugs Brandenburg is fronting a quartet 
at the Flaming Pit . . . The Dee Felice 
Trio, having closed a long engagement at 
Jerry's Place, is now working at the Buc-
caneer Lounge.. . Trumpeter Don Rader, 
with pianist Dick Cumberland, led a jazz 
workshop in Nelsonville, Ohio for high 
school students. H.A.P.S.E.C. sponsored 
the program; and Doc Severinsen, trum-
peter Ernie Bastine, and trombonist Ola 
Hanson were on hand to assist Rader and 
Cumberland . . . The Lee Stolar Trio is 
being featured at the Black Rose Lounge 
in the Imperial ilouse Motel. Bassist Alex 
Cerin and drummer Phillip Paul are 
Stolar's sidemen . . . Appearing at a 
neighboring Imperial House Motel near 
Dayton was the Bud Hunt Trio, consist-
ing of Hunt, bass; Ted Saunders, piano, 
and Grover Mooney, drums . . . Herbies 
Lounge, following an engagement by the 
Roy Merriweather Trio, presented the 
Eagle Eye Quartet . . . The Lookout 
House Restaurant recently hosted the 
Glenn Miller-Buddy DeFranco band, be-
ginning a series of name band attractions 
scheduled to include Buddy Rich, Count 
Basie, and Woody Herman. 

Paris: The 4th Midem (International 
Record & Music Publishing Market) took 
place in Cannes Jan. 18 to 23. Among 
U.S. participants: Al Bennett and Lee 
Mendel (Liberty Records), Larry Newton 
and Dave Berger (ABC), Bob Thiele 
(Flying Dutchman), Nesuhi Ertegun (At-
lantic), etc. Quincy Jones and Ray Brown 
came to make contacts for their new 
company, Symbolic. Jack Lewerke, who 
attended Midem as owner of Vault Rec-
ords, spent a few days in Paris to show 
TV people the first programs in his Jazz 
on Stage series . . . Baritone saxist John 
Surman leads his own trio in Paris (Barre 
Phillips, bass; Stu Martin, drums). They 
played the Gills Club and recorded an 
album for a new label, Futura. Reedman 
Michel Portal and percussionist Jean-
Pierre Dronet were added for the recording 
. . . The Cameleon has temporarily been 
turned into a discotheque . . . George 
Wein's next annual Newport in Europe 

tour (Oct.-Nov.) will present the Buddy 
Rich Big Band, singer Joe Williams, the 
Modern Jazz Quartet, Tony Williams' 
Lifetime, Dave Brubeck and Gerry Mul-
ligan, and the groups of Pharoah Sand-
ers, Sonny Rollins and Earl Hines . . . 
During the recent Ellington tour, Paul 
Gonsalves recorded an album in Paris for 
the Riviera label backed by a group led 
by trombonist Francois Guin. Ellington-
jans Chuck Connors, bass trombone, and 
Norris Turney, flute, were among the par-
ticipants . . . Violinist Jean-Lue Ponty 
rejected Gary Burton's offer to join his 
group . . . Eddy Louisa, organ; René 
Thomas, guitar, and Kenny Clarke, drums, 
recorded an album for an independent 
producer, taped a color TV show, and 
played Le Chat Qui Peche for three weeks. 
At the same time, organist Lou Bennett 
was at Les Trois Mailletz and trombonist 
Slide Hampton at Le Cameleon . . . Jazz 
Magazine celebrated its 15th anniversary 
with two concerts on Dec. 11 and 15. The 
first presented the Thad Jones/Mel Lewis 
Orchestra, Jeremy Steig, Jimmy McGriff, 
Kenny Burrell,  Freddie Hubbard and the 
Guy Lafitte Quintet; the second had the 
Thelonious Monk Quartet (Charlie 
Rouse, tenor saxophone; Nate Hygelund, 
bass, and a 17 year-old drummer, Paris 
Wright). Philly Joe Jones sat in for a 
couple of tunes . . . Rick Colbeck, Robin 
Kenyatta, Byard Lancaster and Frank 
Wright signed an exclusive contract with 
Byg Records . . . The Apollo Club (Blue 
Note) opened Jan. 24 with Jimmy McGriff 
and trio. Phil Woods & his European 
Rhythm Machine, who also played a 
concert at the TNP hall in Paris Jan. 26, 
followed McGriff at the Apollo for two 
weeks . . . During his stay here, Archie 
Shepp recorded an album for the Musidisc 
label with (among others) Clifford Thorn-
ton, trumpet; Earl Freeman, bass; Sunny 
Murray, drums. For another label, Shepp 
recorded a few tracks on solo piano. The 
other tracks present pianist Bobby Few. 

London: Tenor saxophonist Ronnie 
Scott debuted his new sextet at his own 
club in January. The band played oppo-
site Rahsaan Roland Kirk and the Vibra-
tion Society. Blossom Deane followed 
Kirk into the club for one week, sharing 
the stand with the newly formed Nucleus, 
led by trumpeter Ian Can.. Stan Getz 
followed Miss Deane for four weeks start-
ing Feb. 9, sharing the bill with the dy-
namic Esther Marrow, best known for 
her contribution to Duke Ellington's In 
the Beginning, God . . . Drummer Louis 
Moholo debuted his own combo Jan. 12 
at 100 Club. Moholo plays drums on pian-
ist Chris McGregor's forthcoming LP re-
lease on Polydor . . . Trombonist Mike 
Gibbs, whose compositions are frequently 
performed by Getz and Gary Burton, 
headed his own groups in an evening de-
voted to his writing, sponsored by the 
London Jazz Society at the London School 
of Economics Jan. 15 . . . The most disas-
trous concert this correspondent has ex-
perienced was promoted by Sonny Lester 
at Royal Festival Hall. Jimmy McGriff, 
Kenny Burrell, Freddie Hubbard, Jere-
my Steig and the Thad Jones/Mel Lewis 
Big Band bored us to tears. 
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Send for this FREE photo of Buddy Rich! 

SLINGERLAND DRUM CO. 
6633 N. Milwaukee Ave.; Niles Illinois 60648 

Please send me free photo of Buddy Rich, as shown here. 
I enclose 25e for postage and handling. (PLEASE PRINT) 

DB 3-1 9 

NAMF  

ADDRESS  

CITY STATE ZIP 

Stàuifedand 

I The drums with the SET-0-MAT IC tom holder. Set it and forget it! 



...as always Avedis ZILDJIAN 
makes the difference! 
Ginger Baker's Avedis Zildjian cymbal set-up. 

A. Ginger's hi- hats are 15" Avedis Zildjian New-Beat. 
B. & C. A double decker crash combination. Top is 18 
Bottom is 17". Both are medium thin. 

,p7;611 

• ....-
AN./Eels 

ZILDJIAN CO. 
/c, GENUINE 

ee'sfr 

D. An 8" splash ... bloody thin and fas' 
E. & F. Here's another double decker. A 19 medium 
ride on top with a 16" medium crash below. 
G. & H. Double decker number three with a 17" medium thin 
crash topped with a new Avedis Zildjian 20" pang. 

AVEDIS ZILDJIAN COMPANY 
39 Fayette Street. North Quincy, Mass. 02171 




