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Gene Ammons

Louis Armstrong
The Band
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Louis Beflson

Art Blakey

Blood, Sweat & Tears
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Randy Brecker
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Butterfield Blues Band
Jaki Byard
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Fancy Boland

Al Cohn
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Buddy Collette
John Coltrane
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Sonny Criss
Miles Davis

Jack De Johnette
Delaney and Bonnie

and Friends
Wilbur de Paris
Paul Desmond

Eric Dolphy

Lou Donaldson
Doors

Kenny Dorham
Okey Duke

Charles Earland

TITLE

County Preacher
*Quintet & Orchestra

w. Coltrane

Calling Out Loud

Back Country Suite

Jug & Sonny, w. Stitt Chess 1445

The Boss Is Back
*. .. and His Friends
The Band
At Newport,
w. Williams
*Basie on the Beatles
Beatle Bag
Best
Standing Ovation
Hey Jude
Immortal
Thunderbird
w. Thelonious Monk

Blood, Sweet & Tears
*3

Harlem Nocturne
Score

Blues

Jazz Immortal

Say It Loud
Blues Roots,

w. Mulligan
Quintet, w. Coltrane
County Roads &

Other Places
Keep on Moving

*Solo Piano
In Paris
Impressions of

Ellington
Blues For Night

People
Let It Be
Bass on Top
Best of Ray Charles
Doing His Thing

*My Kind of Jazz
Chicago
Viva Tirado
Vibrations
Solo Flight
Paris Bebop Sessions
Fire, Heat,Soul

& Guts
*Let’s Face The Music
Cohn’s Tones
New York 1s Now
Nice Day
Giant Steps
Now He Sings,

Now He Sobs
Rockin’ in Rhythm
Bitches Brew (Dble)
Filles de Kilimanjaro
Milestones
Sketches of Spain

*Complex

On Tour
*Over & Over Again
From the Hot
Afternoon
At the Five Spot,
Vol 1

Down Home
Morrison Hote!
Whistle Stop
Songs & Singing of
Okey Duke
*Black Talk
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HOW TO JOIN: If you are now a paid-up
down beat subscriber, just add $3.00 to your
first down beat/RECORD CLUB order, OR
add $8.00 and your present subscription will be
renewed or extende(i) for an additional year. In
either case your down beat/RECORD CLUB
membership remains in force for as long a time
as your subscription is paid. (Be sure to affix
your present down beat subscription label, or
facsimile in the space indicated below.)

If you are not now a subscriber then send
$8.00 payable to down beat, which guarantees
you a fuﬁ year of 26 issues, plus full member-
ship in the down beat/RECORD CLUB for as
long as your subscription remains in force.

SAVE MONEY! The down beat/RECORD
CLUB discounts one-third off list price on all
LP's, cassettes, and 8-track tape cartridges.

(Note: non-subscribers may purchase recordings
from the db/RC at list prices only, plus 50c

ABSOLUTELY NO REQUIRED PUR-
CHASE OR OBLIGATION! You choose only
the records or tapes you want. The only record-
ings you receive are those you order. To further
protect you, shipments will not be made unless
full payment accompanies order.

You receive prompt and accurate service. All
orders processed immediately.

Just a 50c per order postage charge is made
regardless of the number of LP's or tapes you
order. Shipments made only to the United States,
A.P.O. addresses, and Canada.

HOW TO ORDER: Fill out (print or type) the
order form below; mail with your remittance to
down beat/RECORD CLUB. (For your protec-
tion, no shipment made without remittance.)

This is a partial listing of the more than 375
titles available through the down beat/ REC-

postage per order.)

LABEL  STEREO CASSETTE 8.TRACK
NO. LP TAPE TAPE ARTIST
Cap 404 4.98 6.98 6.98 Duke Ellington
Cap 484 4,98 6.98 6.98
Lime 86009 5.98 6.98 6.98
A&M3017 5.98 6.98 6.98
Prest 7091 4,98 X x
4.98 X x
Prest 7739 4,98 6.98 6.98
Fly 12009 5.98 X X
Cap 132 4,98 6.98 6.98 Don Ellis
Verve 68560 5.98 X x Herb Ellis
Hap-Tig 1007 4.98 6.98 6.98 Booker Ervin
Verve 68659 5.98 X 6.98 Bill Evans
2-Dec 7170  9.58 X X
Dot 25938 4,98 6.98 6.98 Roberta Flack
Apple 385 5.98 6.98 6.98 Erroll Garner
Reprise 96076 4.98 X x Dizzy Gillespie
Impulse 9107 5.98 X X Jimmy Giuffre
At 1278 5.98 X x Paul Gonsalves
Col 9720 4.98 6.98 6.98 Benny Goodman
Col. 30090 5.98 6.98 6.98
King 1048  4.98 6.98 6.98 Dexter Gordon
Solid 18051 5.98 x x Grand Funk Railroad
Enc 22017 5.98 x x Lionel Hampton
Pac Jazz
20139 5.98 X x Herbie Hancock
King 5/1047 5.98 6.98 6.98
John Handy
Col 9749 4.98 x 6.98 .
Prest $-7532 4.98 x 6.98 Eddie Harris
Vic 4098 4.98 x x Hampton Hawes
Elek 74053 4.98 6.98 6.98 i
Pres 7686 4.98 x x Coleman Hawkins
Prest 7598  4.98 x x Isaac Hayes
Mer 16397 1.89 x x Jimi Hendrix
Woody Herman
Savoy 12116 5.98 X x
Col 1053 4.98 x 6.98 Ear! Hines
Blue 81569 5.98 X x Johnny Hodges
At 1543 5.98 6.98 6.98 Billie Holiday
ABC 695 4,98 6.98 6.98 Hollins & Starr
Tan 1512 4.98 6.98 6.98 Groove Holmes
Col KGP24 4,98 7.98 7.98
Kapp 3632 4,98 6.98 6.98 John Lee Hooker
Ov/14-06 4.98 6.98 6.98
CBS 62-581 4.98 x x Paul Horn
Prest 7605  4.98 x x
Prest 7634  4.98 X 6.98 Lena Horne-G. Szabo
Pres 7699 4.98 x x Freddie Hubbard
Savoy 12048 5.98 X x Helen Humes
Blue 84287 5.98 x x Bobby Hutcherson
Contem 3531 5.79 X x Milt Jackson
At 1311 5.98 6.98 6.98
SS 18039 5.98 X x
Prest 7610  4.98 6.98 6.98 IMinois Jacquet
Col 26 5.98 7.98 7.98 Jefferson Airplane
Col 9750 4.98 X 6.98 Blind Lemon Jefferson
Col 9428 4.98 x x
Col 8271 4.98 X x J. 1. Johnson
Mile 2022 4.98 X x Jazz Crusaders
Ateo 33-326 4.98 6.98 6.98 James P. Johnson
At 1552 5.98 x x
A&MSP Elvin Jones
3024 5.98 6.98 6.98 Thad Jones
Thad Jones/Mel Lewis
Prest 7611  4.98 X x Orch.
Sun 5258 1.89 X x Quincy Jones
Elek 75007 5.98 6.98 6.98
Blue 84036 5.98 X x Wynton Kelly
Stan Kenton
Ov/14-01 4.98 6.98 6.98
Pres 7758 4.98 X x

ORD CLUB.

TITLE
Back to Back w.

Hodges
Mother Called Him
Bil

NO.
Verve 68317 5.98

TAPE

X

LABEL ~ STEREO CASSETTE 8-TRAC:
P TAPE

X

I Vic 3906 4,98 X 6.98
70th Birthday

Concert $S 19000 5.98 x x
Side by Side w.

Hodges Verve 68345 5.98 X x
Electric Bath Col 9585 4,98 x x
Goes Underground Col 9889 4.98 X x
Guitar, w, Byrd Col 9130 4,98 x x
Heavy Prest 7499 4,98 X x
Alone Verve 8792  5.98 6.98 6.98
Live at Montreux Verve 68762 5.98 6.98 6.98
First Take AT 8230 4.98 6.98 6.98
Up in Erroll’s Room MGM 4520 4.98 6.98 6.98
Cornucopia SS 8061 5.98 6.98 6.98
Jimmy Giuffre 3 At 1254 5.98 X x
Way It Is Impulse $-55 5,98 X x
Carnegie Hall Jazz

Concert 2-Col 160 11.96 x x
Tower of Power Prest 7623  4.98 x x
Grand Funk Railroad Cap 406 4.98 6.98 6.98
Jazz Man For All

Seasons Folk 2871 5.98 X x

*Fat Albert Rotunda  War 1834 4.98 6.98 6.98
The Prisoner Blue 84321 5.98 6.98 6.98
Monterey Jazz
Festival Col 9262 4.98 X x
Best of Eddie Harris At 1545 5.98 6.98 6.98
*Come On Down At 1554 5.98 6.98 6.98
All Night Session 3-Contem
7545/7 17.37 x x
Desafinado Impulse S-28 5.98 x x
Isaac Hayes

Movement Ent 1010 4.98 6.98 6.98
Smash Hits Reprise 2025 5.98 6.98 6.98
Heavy Exposure Cadet 835 4.98 X 6.98
Light My Fire Cadet 819 4.98 6.98 6.98

*Fatha Blows Best Reprise 6354 4.98 6.98 6.98

*Three Shades of Blue Fly 120 5.95 X X
Lady Day Col 637 4.98 X x
Sidewalk Talking Ov/14.07 4.98 6.98 6.98
Workin’ on a Pac Jazz

Groovy Thing 20153 5.98 x X
If You Miss 'Im

... 1Got'Im Blues 6038 4.98 X 6.98
In India, w. Shankar World 21445 5.98 X 6.98
. .. and the

Concert Ensemble  Ov/14-05 4.98 6.98 6.98
Lena & Gabor Skye 15 5.98 6.98 6.98

*Red Clay CT1 6001 5.98 6.98 6.98
Sings Contem 7571 5.79 x x
Tota! Eclipse Blue 84291 5,98 X x
Bags & Trane, w,

Coltrane At 1368 5.98 6.98 6.98
Milt Jackson Quintet

featuring Ray Brown Imp 9189 5.98 X X
Soul Explosion Prest 7629  4.98 6.98 6.98
Volunteers Vic 4238 4.98 6.98 6.98
Blind Lemon

Jefferson Mile 2004 4.98 X x

*Israel A & M 3008 5.98 6.98 6.98
Best of Jazz

Crusaders World 20175 5.98 x x
Father Of the

Stride Piano Col 1780 4.98 X x
The Ultimate Blue 84305 5.98 X x
Featuring Ruth Brown SS 18041 5.98 x x
Centra!l Park North  SS 18058 5.98 x X

*Gula Matari A &M 3030 5.98 6.98 6.98
Walking In Space A&M3023 598 6.98 6.98
Full View Mile 9004 5.98 x x
Compositions of

Dee Barton Cap 2932 4.98 x x
Greatest Hits Cap 2327 4.98 x x



LABEL  STEREO CASSETTE 8.TRACK LABEL  STEREQ CASSETTE 8.TRACK
ARTIST TITLE NO. LP TAPE TAPE ARTIST TITLE NO. LP TAPE TAPE
Barney Kessel *Feeling Free Contem Art Pepper Meets Rhythm
$7618 4.98 x x Section Contem 7018 5.79 x x
*Hair [s Beautiful At 8235 5.98 X x Oscar Peterson Canadiana Suite Mer $-16351 1.89 X x
B. B. King Completely Weil Blues 6037  4.98 6.98 6.98 . Soul-0! Prest 7595  4.98 6.98 6.98
Live and Well Blues 6031 4.98 6.98 6.98 Dave Pike *Doors of Perception  Vor 2007 5.98 x x
Roland Kirk Funk Underneath Prest 7450  4.98 X x Jean-Luc Ponty Electric Connection World 20156 5.98 x x
Vounteered Slavery At 1534 5.98 6.98 6.98 Bud Powell Amazing Blue 81504 5.98 x x
Eric Kloss In the Land of the Andre Previn Double Play w.
Giants Prest 7627  4.98 x x . . Freeman Contem 7011 5.79 x x
Lee Konitz Duets Mile 9013  5.98 x x Django Reinhardt Immortal Reprise 96075 4.98 X x
*Peacemeal Mile 9025  5.98 x x Buddy Rich *Best of Buddy Rich  World 20169 5.98 6.98 6.98
John Lewis 2 Degrees East, Pac Jazz Rolling Stones Let It Bleed Lon 4 5.98 6.98 6.98
3 West 20144 5.98 x X Sonny Rollins Worktime Prest 7246  4.98 x x
Ramsey Lewis Best of R. Lewis Cadet 839  4.98 6.98 6.98 George Russell Jazz in Space Age  Dec 79219  5.98 x x
*The Piano Player Cadet 836 4.98 6.98 6.98 Pharosh Sanders Jewels of Thought Imp 9190 5.98 X 6.98
Lighthouse Peacing [t All Santana Santana Col 9781 4.98 6.98 6.98
Together Vic 4325 4,98 x x Lalo Schifrin Insensatez Verve 68785 5.98 6.98 6.98
Charles Lioyd At Monterey At 1473 5.98 X 6.98 Tom Scott *Paint Your Wagon Fly 114 5.95 I3 x
Herbie Mann Best of Herbie Mann At 1544 5.98 6.98 6.98 George Shearing Best, Vol. 2 Cap 130 4.98 6.98 6.98
Live at Whiskey Archie Shepp Way Ahead Imp. 9170  5.98 X x
A Go Go At 1536 5.98 6.98 6.98 Dick Schory Movin’ 0Ov/14.03 4.98 6.98 6.98
Memphis Carnegie Hall Ov/14-10 4.98 6.98 6.98
Underground At 1522 5.98 6.98 6.98 Wayne Shorter Schizophrenia Blue 84297 5.98 x x
Stone Flute Embryo 520 5.98 6.98 6.98 Super Nova Blue 84332 5.98 X x
Shelly Manne At Manne Hole 2-Con Horace Silver Best Blue 84325 5.98 6.98 6.98
7593/4 11.58 x x Blown' The Blues
*Outside Contem 7624 5.79 x x i Away Blue 84017 5.98 x x
John Mayall Turning Point Pol 244000 4.98 6.98 6.98 Nina Simone Black Gold Vie 4248 4.98 x x
Les McCann Comment AT 1547 5.98 6.98 6.98 Zoot Sims Waiting Game Imp. 913 5.98 x x
Les McCann- Bessie Smith Story 4. Col 855/8 19.92 x x
Eddie Harris Swiss Movement AT 1537 5.98 6.98 6.98 Jimmy Smith *Groove Drops Verve 8794  5.98 6.98 6.98
Jack McDuff est Prest S-7703 4.98 X 6.98 Ron Steele Chicago Guitar 0v/14-08 4.98 6.98 6.98
Sergio Mendes Best of Brazil At 1480 5.98 6.98 6.98 Jeremy Steig This Is $S 18059 5.98 x x
S. Mendes & Sonny Stitt Deuces Wild At 3008 5.98 X 6.98
Brazil '66 Greatest Hits A& MA4252 4.98 6.98 6.98 Gabor Szabo Gabor Szabo 1969  Skye 9 5.98 6.98 6.98
Helen Merril! Feeling |s Mutual Mile 9003 5.98 X x Art Tatum Genius 2-Verve
Charlie Mingus Mingus Ah Um Col 8171 4.98 X x N 5 68036/7 11.96 x x
Hank Mobley w. Byrd, Morgan Blue 81540 5.98 X x Billy Taylor A bientot-Touch Prest 7664  4.98 X x
Modern Jazz Quartet Best of the MJQ At 1546 5.98 6.98 6.98 Clark Terry Mumbles Main 6066  4.98 x x
Space Apple 3360 5.98 6.98 6.98 v s Power Main 6054  4.98 x x
Thelonfous Monk Genius Prest 7656  4.98 x x Toots’’ Thielemans  Guitar & Strings &
Wes Montgomery Eulogy Verve 8796  5.98 x X Things Com 918 5.98 x 6.98
Greatest Hits A& MA4247 4.98 6.98 6.98 Leon Thomas Spirits Known and
James Moody The Biues and Unknown Fly 115 5.95 X x
Other Colors Mile 9023 5.98 6.98 6.98 Traffic Last Exit UA 6702 4.98 6.98 6.98
Joe Morello Another Step Jethro Tull Benefit Reprise 6400 4.98 6.98 6.98
Forward 0Ov/14.02 4.98 6.98 6.98 This Was Reprise 6336 4.98 6.98 6.98
Lee Morgan Caramba Blue 84289 5.98 6.98 6.98 McCoy Tyner *Expansions Blue 84338 5.98 x x
Jelly Roll Morton Immortal Mile 2003 4.98 x x Various Artists Three Decades of Jazz:
Uncle Meat Biz 2-2024 7.98 9.98 9.98 19391949 Blue 89902 5.98 x x
Gerry Mulligan Genius Pac Jazz 1949.1959 Blue 89903 5.98 X x
20140 5.98 x x 1959-1969 Blue 89904 5.98 X x
Meets Johnny Hodges Verve 68536 5.98 x x Joe Venuti Once More With
Oliver Nelson Black, Brown & Feeling Ov/14-04 4,98 6.98 6.98
Beautiful Fly 116 5.98 X x *Violin Summit (with Stuff Smith Jean-Luc
Phineas Newman, Jr. *Please Send Me Ponty, Stephane Grappelli, Svend Asmussen) Prest 7631  4.98 X x
Someone To Love  Contem 7622 5.79 x x Mirroslav Vitous Infinite Search Embryo 524 5.98 6.98 6.98
Lennie Niehaus Vol. 4, Quintets & Fats Waller Handful of Keys Vic 1502 4,98 X x
, Strings Contem 3510 5.79 X x Dinah Washington This |s My Story 2-Mer
Red Norvo Orig. 1933-38 60788/9 9.96 6.98 9.98
Recordings Enc 22009 5.98 X X Muddy Waters *Fathers & Sons Chess 127 5.98 X x
Laura Nyro New York Tendaberry Col 9737 5.98 6.98 6.98 Bob Wilber *The Music of Hoagy
Anita 0’Day Incomparable Verve 68572 5.98 x x Carmichael Mon-Ev 6947 4.98 3 x
King Oliver Immortal w. Tony Williams (Turn It Over) Pol 24-4021 4.98 6.98 6.98
Armstrong, Morton  Mile 2006 4.98 X x Phil Woods Round Trip Verve 68791 5.98 x x
Charlie Parker Story -Verve World's Greatest Proj 3 PR
68000/2 17.94 x x Jazz Band Extra! 5309 5.98 6.98 6.98
Duke Pearson Now Hear This Blue 84308 5.98 X x Attila Zoller ~ GypsyCry _ Embryo 523 5.98 6.98 6.98
Mail with your remittance to down beat/RECORD CLUB
Use this Discount Chart to con- | [URLITVILY L BN 7 I i inoi
vyf!td “3.' prices) to db/R::o S 222 West Adams Street, Chicago, lltinois 60606
third discount. Please rush me the recordings | have indicated:
List db/RC Price  db/RC
Price  Price List p,/“,. Artist & Title Label No. (LP or CA or 8T) db/RC Price }
(34.98) $3.33 ($ 9.98) $6.66
($5.98) $3.99 ($10.98) $7.33 I
($6.98) $4.66 ($11.98) $7.99 I
($7.98) $5.33 ($13.98) $9.33 |
—® X C |
228 L
8BE
830 |
FCR ] 3
L oS0 I
353
2o § |
s g3 |
gEe>
ag*a I
« 00 a I
2o
'§ 2382 - |
n g e % (Use a separate sheet for additional items) !
~ &3
]
_g £ § o Total db/RC price: $— .
o o
; s 5 < 'g O Send me free db/RC Catalog Postage: 50
E] — —_—
.s o g-g g ] Send me free db/MWP Catalog (llinois residents |
w= % 0 . R . . add 5% sales tax:
3E— = 8 Fill out if you are a new subscriber or changing address.
g 5 - S. N db/RC membersh g
xg8 . & e
E% 2 3 Address
“ b 4 Total Remittonce: $— |
<6 %SE City State Zip ———
10-15-70 (payable to down beat in USA funds)
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Baldwin PR-200

and you’ll never go back to whatever
it was you were playing before!

Open your ears and your mind to
the exciting new sounds of the
Baldwin "“Pro” Organ, the organ
that turns you loose to explore a
whole newworldofmusicalvariety.
Of course, there's still a solid
foundation of those good old
sounds that have been around for
years. But—for the first time—you
won't be limited to sounding just
like everyone else every time you

play Best of all...although the
Baldwin “Pro” has twice as much
as other organs, it costs only
half as much as you might think.

For the full story on the Baldwin
“Pro” Organ, write to: Dept. DBM-
10, Baldwin Piano & Organ Com-
pany, P.O. Box 2525, Cincinnati,
Ohio 45201. Or see your local
Baldwin Dealer today.

BALDWIN
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5/ THE ARST CHORUS

By CHARLES SUBER

SEVERAL ISSUES AGO (db, Aug. 20) this
column cited some faintly humorous ref-
erences to the rock festival hype. The mail
response has been interesting and reveal-
ing. Here is a sampling of what some db
readers have to say.

What do you and down bheat have
against rock? Nothing. We plumb for good
music whatever the code name and so, in
passing, pin-prick illusions about artificially
sustained reputations and “culture”.

You must never have gone to a rock
festival. Their (sic) beautiful. Yes, I've
been, but a more accurate generalization
would be they’re boring.

When down beat embraced rock noises
it by-passed the gutter and fell directly
into the sewer. The next logical step is
for db 1o push dope, as it goes hand-in-
hand with rock. The soundness of your
argument is only exceeded by the logic of
your position.

What right does db have to criticize
tion. A sad thing, though, is that the hype
in all forms of music as there is in rock.
The truth of your second sentence pro-
vides most of the answer to your ques-
tion. A sad thing, thought, is that the hype
in music—as in other forms of human en-
deavor——exists because the audience either
doesn’t know better, or worse, does nothing
about it.

I think db should defend rock concerts
from suppression, not only because it is
the good thing to do, but because this
suppression is a danger to jazz as well.
We'll go on fighting suppression of any
kind just as we will go on proselytizing for
better, more honest conditions for the
learning and performance of music.

(Jazz) elitism was partially responsible
for the birth of rock. You have a valid
point. Jazz has suffered from its cultists
and some far-afield sorties from roots. It
remains to be seen if rock can withstand
somewhat the same thing to which it is
now being subjected. I suspect that rock
—at least in its comic-book form—is
doomed to continued forced feeding and
artificial breeding by its self-appointed
guardians. The more musical elements of
rock have been, and are, passing back to
the roots from which they came. And
thus blues, country music, and jazz are
being revitalized.

While it is true that rock promoters are
cashing in, your jabs at the music and the
rock press are totally unprovoked. At least
the promoters are avowedly after the buck
and can be easily spotted for what they
are. I wish for your sake that many of the
rock musicians and their camp followers
were as honest as the promoters. The rock
press in particular does something infinitely
worse than promoting concerts for a profit.
It pushes and glorifies drugs under the
guise of supporting young people in their
quest for personal freedom. Jazz, and this
magazine, are no strangers to the effects
of drugs on musicians, “straight” people
and society. And from this experience I
say strongly that is the worst hype of all:
the lie that drugs substitute for talent or
there is an hallucinatory shortcut to under-
standing. We've seen too many talents
busted by their own habits and deserted by
the hypes who thought the scene so cool.
But the so-called rock press goes even
further, it gives off the illusion that to turn
off would be traitorous to a Woodstock
nation. What a hype that is!



Bigger than the big-beat . . . Paiste’s exclusive new
Giant-Beat Cymbals bring new color and a completely
different shape of overtones to rock.

Comes on strong with a clean, pure sound that
can compete with any amplifier. Brilliant. Penetrating.
It's a whole new concept in big beat effects. Machine
hammered to bring out the basic sound pattern; hand
hammered to bring out the color. Swiss-crafted to

Soullds
Of The
Seventies

e s

oIvIsIon o~

within 1/100th of a millimeter and built super-hard
for super-hard use.

Carmine Appice of the Cactus has already discov-
ered the Giant-Beat. So has "Sweet Louie”” Smith of
the Checkmates. So will you, once you give it a listen.
Available in 15" hi-hat, 18" crash, 20" and 24" ride
models. Sold in sets or individually at vour Ludwig
dealer now.

DRUMN CoO.

LUDW/IIG INDUSTRIES

1728 North Damen Avenue ¢ Chicago, lllinois 60647




THESE GREAT

AM-0AK

DRUM STICKS
CAN

take ct/

they'll give you

3 times the service
of ordinary sticks
under normal
playing conditions

® HERE’'S A REALLY NEW
stick, made with two layers of
hard oak laminated to a center
core of bamboo. Designed to
give you perfect balance and
the strongest, straightest,
most durable stick ever made.
Available in models GK-L,
5A-L, 7TA-L, and 2B-L

$3.00 rer pr

Stingerland

DRUM CO.

6633 N. MILWAUKEE AVE.
NILES, ILLINOIS 60648
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A Forum For Readers

Speaking For Us, Too . . .

1 can’t help wondering what’s at the
root of Leonard Feather’s statement con-
cerning the irrelevancy of a clarinet cate-
gory in jazz polls. Is his disaffection based
on the failure of critics and fans to return
the clarinet crown to Buddy DeFranco
after the passing of Pee Wee Russell?

Whatever the reason, I suggest that
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down beat conduct a survey to determine
which is more irrelevant to the Jazz Scene
1970—the clarinet, or Leonard Feather’s
comments on the clarinet.

You might start off by asking Benny
Goodman, Russell Procope, Tony Scott,
Jimmy Giuffre, Roland Kirk, Eddie Dan-
iels, Albert Nicholas, Perry Robinson, Herb
Hall, Louis Cottrell, Rolf Kuhn, the cats
at AACM, Barney Bigard, Woody Her-
man, Frank Chace. . . .

Speaking only for myself, I would hate
to see clarinets up there next to the ban-
jos and C-melody saxes in the pawn shop
window.

Wayne Reed
Chicago, Ill.

Spacey

There are many things I can say against
down beat, but instead I think it would
be better to offer suggestions that could
possibly improve future issues of this in-
formative and interesting magazine.

I have just read the Critics Poll (db,
Aug. 20) and although bothered by some
of the choices I realize they are simply
opinions and I am sure many people
would disagree with mine. 1 was happy
to see Johnny Hodges elected to the Hall
of Fame. I, like all who have heard him,
just wish he was still here to continue his
work.

My main regrets as far as this poll
goes are the absence of many names. I
truly can’t understand why names such as
Cal Tjader, Terry Gibbs, Louis Bellson,
the Don Ellis Band, Joe Farrell (on flute
and tenor), Illinois Jacquet, Armando
Peraza, Grant Green, Herb Ellis and so
many others were not listed. I was also
sorry to see the relatively low positions of
Urbie Green, Paul Desmond, Stan Getz,
Oscar Peterson, Gerry Mulligan, and most

surprisingly, Buddy DeFranco.

Perhaps after this lengthy list of talent,
one might wonder what my suggestion is.
It is simply this. When this year’s Readers
Poll and future polls come out, the entire
ratings would be issued down to those who
received one ballot. It may be a rather
spacey article but 1 am sure that there
are a number of other readers that feel
as I do.

T honestly hope you will do this—there
is nothing as important, at least as far as
I am concerned, as people’s opinions.
After all, this is what makes jazz different
from all other music.

Marshall Zucker
Rosedale, N.Y.

Polling DeMicheal’s Leg

Considering Don DeMicheal’s known
and proven qualifications as a jazz critic,
it is deplorable that he was not included
in the 1970 Critics Poll. Furthermore, 1
do not believe there is a bass player named
Rufus Reid.

Richard J. Hutchinson

Washington, D.C.

For those who may have missed the
point of the above, Don DeMichael did
indeed vote in the Critics Poll but re-
stricted his choices to one musician—
Rufus Reid—who not only exists but
who has become one of the most in-demand
bassists in Chicago.—Ed.
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BOOKER ERVIN
1930-1970

Tenor saxophonist Booker Ervin, 39,
died Aug. 31 in Bellevue Hospital in New
York City, a few days after surgical re-
moval of a diseased kidney.

Born Booker Telleferro Ervin Jr. in
Denison, Tex. Oct. 31, 1930, he played
trombone in high school and later studied
tenor at the Berklee School of Music. He
played in a U.S. Air Force band on Oki-
nawa in the early °50s, then settled for
some years in Dallas, touring with the
Ernie Fields band, and later was active in
Denver and Pittsburgh.

Ervin came to New York in 1958 and
worked and recorded with Horace Parlan,

but it was his association with Charles
Mingus (from 1958-62) that brought him
to international prominence. During this
period, he also often worked with Randy
Weston, with whom he appeared in Lagos,
Nigeria in 1960.

Ervin was in Europe from 1964 to 1966,
working in Scandinavia, France, Germany,
Spain and other countries, and again visited
in 1968, Intermittently, he led his own
groups in the U.S.

One of the strongest and most individ-
uvalistic of contemporary tenorists, Ervin
never achieved the popular recognition
that was his due, though his work was
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much admired by serious jazz followers
throughout the world. He was an uncom-
promising artist, but his highly emotional
style communicated readily to the listener.

His big, powerful sound, which had in
it some of the characteristically Texan
“cry,” was the perfect vehicle for his pas-
sionate, unceasingly inventive music. His
playing was charged with energy, and he
was a master of constructing long, flow-
ingly coherent statements, often utilizing a
personal approach to polyphony. Ervin
was a magnificent blues player and a
master of the art of the jazz ballad. At his
best, he had few peers.

Ervin recorded with Mingus (No Pri-
vate Income Blues), Parlan, Jaki Byard,
Weston (Berkshire Blues), Don Patterson,
and Dexter Gordon (Settin’ the Pace),
and led dates of his own on Savoy, Can-
did, Prestige, Fontana, Blue Note, and
Pacific Jazz.

The greatest of these was the “Book”
series on Prestige, on which producer Don
Schlitten provided Ervin with ideal set-
tings. These include The Cook Book, The
Blues Book, The Freedom Book, and The
Space Book, with the latter two perhaps
outstanding.

Singling out individual tracks is made
difficult by the high standards maintained
throughout, but two from Space Book, 1
Can’t Get Started and the second version
of Mojo, the best-known of Ervin’s own
compositions, rank high in the legacy of a
truly outstanding artist.

Memorial services were held Sept. 4 at
St. Peter’s Lutheran Church in Manhattan.
James Moody, with Bobby Pierce on the
church organ, performed Mike Longo’s
Travel On. Additional tributes were ren-
dered by trumpeter Richard Williams,
baritone saxophonist Cecil Payne and pi-
anist Jaki Byard, and by bassist Bill Wood,
who performed an oud solo. Many musi-
cians, including Don Byas, Ornette Cole-
man, Charles Mingus, Kenny Burrell, Rah-
saan Roland Kirk, and Lenny MoBrowne,
attended the services. Pastor John Gensel
delivered the eulogy.

Ervin is survived by his widow, the
former Jane Wilkie; a son, Booker, a
daughter, Lynn, his parents, and a brother
and sister.

HEAVY SOUNDS CLOSE
JAZZMOBILE SUMMER

The New York Jazzmobile concluded
its successful summer season of free street
concerts with a special week of perform-
ances by high-powered attractions, leading

Due to an unfortunate oversight, drum-
mer Wilbur Campbell was omitted from
the Critics Poll listings showing musi-
cians who received 10 points or more.
Campbell had a total of 15 points,

—Ed.

off with a concert by Duke Ellington and
his orchestra on 129th St. between 5th and
Lenox Avenues in Harlem.

Ellington was presented with an award
citing him for “his many years of dedi-
cated service to the music of the black
experience, jazz” at the Sept. 6 event.

The other performances, held on con-
secutive evenings in the Harlem area, fea-
ured Les McCann Ltd., the Horace Silver
Quintet, the Charlie Mingus Jazz Work-
shop, the Jazzmobile Workshop (a stu-
dent band) with guest soloists Don Byas
and Billy Taylor and instructors Joe New-
man, Lee Morgan, Benny Powell, Jimmy
and Kuumba (formerly Albert or Tootie)
Heath, Billy Gault, and Richard Davis,
winding up with Art Blakey and the Jazz
Messengers Sept. 11.

DISCOGRAPHERS FORM
INTERNATIONAL GROUP

An international group of discographical
researchers, dedicated to the pooling of
ideas and information and the informal or-
ganization of research has been formed.

The International Discographers Asso-
ciation (IDA) has already initiated sev-
eral projects, including the compilation of
corrections, addenda, updatings, etc., of
standard discographical reference works,
and the collection of data concerning tran-
scriptions, piano rolls, and jazz on film.

IDA’s officers include John R. T. Davies,
George W. Hulme, Malcolm Walker, Wal-
ter C. Allen, and Karl Emil Knudsen. IDA
would like to hear from any persons en-
gaged in jazz research, and is seeking vol-
unteers to assist with the various projects.
Those interested should write c/o Story-
ville Publications, 63 Orford Road, Wal-
thamstow, London E 17, England.

Other good news for collectors and dis-
cographers is that Vol. 1 of the long-await-
ed new edition of Brian Rust’s Jazz Rec-
ords, A-Z, 1897-1942 (A-Kar) has recently
been published. It is available only from
the above address. Volume 2 is due about
November.

POTPOURRI

Pianist Randy Weston, a resident of
Morocco for the past several years, has
opened his own club in Tangiers, the Afri-
can Rhythms Club. To the best of our
knowledge, it is the only jazz club in
North Africa.

Louis Armstrong and Pearl Bailey, a
new and potent team, opened a two-week
stand at Las Vegas’ International Hotel
Sept. 8. Though they have worked together
on television, this was the first joint night
club date for the two stars, and also
Satchmo’s first lengthy engagement since
his return to action, and also the first



time he played his horn again in public.

Tranquility reigned at three rock-jazz
concerts produced by Bill Graham of
Fillmore fame at the Berkshire Music
Center in Tanglewood, Mass. this summer.
A total of 51,000 well-behaved people
attended to hear groups including The
Who, Miles Davis, Santana, Jethro Tull,
It’s A Beautiful Day, the Preservation
Hall Jazz Band, and Chicago.

The fifth anniversary of the Jazz Ves-
pers at St. Peter’s Church, Lexington Ave.
at 54th St. in Manhattan will be cele-
brated Oct. 11 with a 12-hour marathon
jazz festival, starting at 5 p.m. Among
those scheduled to perform are Clark
Terry and his big band, Alice Coltrane,
Joe Newman, Kenny Burrell, Howard
McGhee, Eddie Bonnemere, and singer
Ruth Brisbain.

The 31-date, 6-concert 1970 Schaefer
Music Festival in New York’s Central
Park, which concluded Aug. 23, was the
best of five seasons for the annual event,
both in terms of attendance and luck with
the weather. For the first time, not a single
concert was rained out. Many well-known

jazz artists were among the performers in
the series.

Cliford Thornton’s recent six-week
trip to Europe and North Africa included
appearances at festivals in Tunisia and
Antibes with Archie Shepp’s group, a
Paris record date with Shepp, and a stint
at the French Festival Avignon with his
own band. Thornton was scheduled to re-
turn to Europe in early October for con-
certs, club dates, and radio and TV work
with a quartet co-led by drummer Rashied
Ali.

.

Philadelphia’s most active jazz club these
days is the Aqua Lounge, where Dexter
Gordon recently made his last U.S. ap-
pearance prior to returning to Denmark.

An interesting new group, the New York’

Art Quartet (not to be confused with the
defunct group of the same name co-led by
John Tchicai and Roswell Rudd), was
scheduled to make its debut there Sept. 14
through 19, with Wayne Shorter, soprano
and tenor saxophones; Sonny Greenwich,
guitar; Ron Carter, bass, and Joe Cham-
bers, drums. Shorter has not been seen
much since leaving Miles Davis, and
Greenwich, a truly remarkable Canadian

musician who briefly worked in the U.S.
with John Handy some years ago, is a
legend among his contemporaries, who
seldom leaves home.

STRICTLY ‘AD LIB

New York: Jonah Jones and his Quar-
tet, featuring Cozy Cole, was back at the
Rainbow Grill for a three-week stint be-
ginning Sept. 8. The trumpeter followed
Duke Ellington . . . Multi-reedman Ken-
neth Terroade was in from Europe for
the month of September . . . Jazz in the
Garden, the Museum of Modern Art Se-
ries, concluded with Jimmy McGriff and
his organ trio plus Jam Factory Aug. 27
. .. The East Village “In” featured singer
Joe Lee Wilson Aug. 26-30, backed by a
band including Monty Waters, alto sax;
Danny Mixon, piano; Bob Cunningham,
bass; Rashied Ali, congas, and Al Hicks
or Marvin Petillo, drums. The Kenny
Dorham-Hank Mobley Quintet followed
Sept. 2-6, and Roy Ayers’ group Sept.
9-13 . . . The Suffolk Jazz in Greenport
program featured the Benny Powell Sex-
tet with singer Joe Carroll Aug. 30 . . .
Charles Mingus continued at the Top of

/Continved on page 39

THE
NAME
OF THE
GAME

By LEONARD FEATHER

POLARIZATION SEEMS TO be the name
of the all-American game, whether on
the national level or simply on the music
front. In the latter area, I was astonished
to read, in Jet magazine’s People Are

ing paragraph:

(People Are Talking About) . . . “the
second fiddle trumpeter Miles Davis is
playing to Johnny-come-lately white rock
groups in recent concerts where he has
fronted a combo that is far from Black.
Not only is The Great One listed in
small print as an ‘extra added attraction,’
but he comes on first instead of holding
down the star’s spot.”

This is the kind of arrant nonsense
that not only misleads the reader fac-
tually, but tends to foment trouble in an
already explosive area.

Although the writer named no specific
event or events, he could have had in
mind a concert at the Hollywood Bowl,
for which The Band was the main at-
traction, with the Miles Davis Quintet
appearing in a supporting role.

It is common knowledge to all but
the most ignorant or willfully nearsighted
observer that rock acts, particularly those
that have attained massive record sales
as has The Band, have tremendous box

Talking About gossip column, the follow-

office drawing power, compared to which
even the greatest jazz names are, from
the promoter’s viewpoint, relatively lack-
ing in potency. It’s a Barnum and Bailey
world, a world in which Jimi Hendrix,
the Who, the Guess Who and the God
Knows Who are playing at giant bowls
and forums with close to 20,000 capacity,
earning staggering five-figure nightly fees,
while Freddie Hubbard, Gary Burton,
the Modern Jazz Quartet, Bill Evans,
Dizzy Gillespie and a hundred other jazz
giants never get to see the inside of
such places, let alone top the bill there.
It’s a matter of rock outgrossing jazz,
not white demoting black.

The fact that Miles Davis did land a
booking at the Hollywood Bowl, while
no other jazz artist played any major
evening concert there during the entire
season, was cause for rejoicing in many
circles, and was attributed almost en-
tirely to the fact that Bitches Brew had
sold in unexpectedly large quantities to
what was believed to be a predominantly
youthful, rock-oriented audience.

As for Davis’ place on the show, it
has been a well-know fact for many
years that he always prefers to go on
first, whether he is the star or not, sim-
ply because he likes to be able to get
away early. Jer's reporter could have
checked that out with anyone who has
been to a concert in which Miles has
taken part.

The same news item fans the flames
still further by reporting that the most
outspoken criticism of Davis has come
from Eddie Harris, “who put down
Miles’ new ‘white image’ in a New York
press conference, adding that these same
non-Black musicians currently playing
with Miles soon will be cutting Black
brothers out of gigs they should have.”

Whether Harris actually said this or
not, the manner in which it is reported

is shoddy and misleading. The use of
such terms as “far from Black” and “non-
Black” is Jef’'s way of getting around
the fact that Davis’ group at that time
included musicians of Afro-American,
Puerto Rican and Brazilian origin as well
as a couple of whites, one English and
one American.

Nobody who has ever known Miles
Davis, has read his acidulous comments
through the years, is aware of his con-
structive militancy and his basically hu-
manistic, non-racist attitude, can possibly
believe such scurrilous absurdities. For
Eddie Harris or Jer or anyone else to
level charges of this nature with any
justification, positive evidence would have
to be adduced that there was a sinister
motive in his hiring of these musicians.
Of course, it couldn’t be done. Dave
Holland, Airto Moreira, Jack De John-
ette, Chick Corea and Steve Grossman
gained their jobs with Miles’ combo (and
Joe Zawinul and John McLaughlin were
added for his album) because they were,
in his mature opinion, best suited to a
particular group sound he had in mind.

We are going through a period of un-
paralleled agony in our society, with
hatreds mounting on either side of an
ever-higher racial fence, while white crit-
ics try to outrace one another in a sort
of “Tom-Uncle” attempt to show a more-
militant-than-thou face to black musi-
cians. Clearly this is the worst of times
for unfounded, ill-researched tattling.

If he designed to talk to them, I'd like
to hear what Miles Davis might offer by
way of a response and lecture to these
messengers of ignorance. Since he must
certainly find the accusations unworthy
of reply, we are not likely to enjoy this
particular pleasure. If he ever did decide
to sound off, his answer would emerge,
in these nerve-wracking times, as a des-
perately needed sound’ of sanity.
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GRASS ROOTS JAZZ PROTEST HITS TV

When Rahsaan Roland Kirk and Lee
Morgan led a group of some 60 musicians
and friends of jazz in a demonstration
which interrupted the Aug. 27 taping of
the Merv Griffin Show at the CBS studios
in New York (db, Oct. 1), they initiated a
movement for more jazz and black music
on television that shows promise of gath-
ering effective momentum.

The decision to invade a nationally
known talk-show and peacefully demon-
strate on behalf of jazz was not made on
the spur of the moment. For some time,
Kirk and other jazzmen have attempted
to obtain guest shots on shows of this
nature through conventional channels, but
these attempts invariably resulted in a
“not interested” response. So they decided
to use an unorthodox approach.

On Aug. 27, the people who had assem-
bled at 6th Ave. and 47th St. were greeted
by Kirk with a wooden flute and instructed
to blow hard on it when given the signal.
Each person was also given several peti-
tions to hand out to the audience. The
demonstrators then moved on to queue
up for the Griffin show. Tickets had been
passed out but up to then nobody knew
exactly what show was to be struck. Every-
one filed in in orderly fashion and pro-
ceeded to observe the taping.

About a half hour after the taping had
begun, Kirk rose, aided by Joe Texidor,
and made his way to the stage, playing his
horns. The demonstrators accompanied him
from their seats with flutes and police
whistles and started to pass out the peti-
tions.

Several younger musicians and students
displayed signs with slogans such as “This
protest is just the beginning”, “Stop the
whitewash now, hire more black artists on
TV”, etc. Meanwhile, the house band
played Lover, louder and louder. But even
a whole studio band couldn’t cope with
the demonstrators—above it all, Kirk cut
through loud and clear. The band finally

gave up.
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Now, Lee Morgan joined Kirk on stage,
followed by Ron Jefferson. Some people
in the studio audience made comments
like “In Russia, they would have put you
in jail five minutes ago”, and “How can
they do this to poor Merv!”

The object of their affections, meanwhile,
was making such comments as “We're
stopping the taping. Everyone please go
home . . . we've got Dick Gregory and
an ambassador from Africa on the show
tonight . . .”

In the interim, various demonstrating
musicians had taken to the stage and
were talking to the audience and to wire
service and television reporters who had
arrived quickly. Billy Harper led a discus-
sion on stage while Kirk and Morgan were
talking privately with Griffin staffers back-
stage. Harper politely explained the aims
of the demonstration.

Morgan and Kirk returned to the stage
reporting they had been reassured that the
talent booker for the show would make
an effort to hear and consider jazz talent
for the show. The demonstrators left peace-
fully after being assured that their repre-
sentatives would be contacted for further
discussion by network spokesmen.

The net result two weeks later had been
a series of discussions with Griffin staff-
ers and other CBS personnel. At presstime,
the negotiations had yielded a promise of
more jazz on the Griffin show which is
shortly moving its operational base to Los
Angeles.

However, the Griffin show is not the
prime target of Jazz And Peoples Move-
ment, as the thus far loosely-structured
organization headed by Kirk calls itself.
At a meeting held Sept. 8 at the Village
Vanguard (the fourth such at the club,
which has donated its premises for the
purpose). Kirk said that Griffin was mere-
ly *a symbol of TV”, and that the move-
ment’s aim was to obtain across-the-board
recognition for jazz and black music on
television and radio.

UP1 PHOTO

Among the stated demands of the JPM
are the appointment of a board of jazz
musicians to coordinate production of at
least three to four jazz specials per season,
designed to educate the public to jazz,
r&b, gospel, etc., to expose deserving talent
(not always established names), and pre-
sent the music in its historical context;
using hosts or presenters knowledgeable
about the music and qualified to discuss it
rather than “personalities”; more highlight-
ing of black musicians on regular TV pro-
grams (i.e.. talk shows, game shows, se-
rials, etc.); more visibility and credit for
jazz musicians on network staff bands
such as Clark Terry on the Tonight Show,
etc.; options for musicians appearing in
guest spots to also participate in discussion
panels or be interviewed by the host; ade-
quate promotion including advertising in
black media, and the hiring of black pro-
ducers. directors, talent coordinators, etc.
by television networks.

At the Vanguard, some 125 persons,
including many musicians, discussed strat-
egy for implementing these demands. The
discussion ranged far afield, but while all
present agreed that pressure on behalf of
jazz should be brought to bear in many
areas. it was decided to concentrate on the
TV and radio targets for the present.

Since the first demonstration had proved
effective, especially in terms of national
publicity, it was decided to attempt another
“invasion”, and a tentative date was set for
late September (for obvious reasons the
exact date and name of the show were not
made public). The legal ramifications of
such tactics were debated, with advice from
a lawyer present, and while it was thor-
oughly understood that there could be risks
involved (arrests for breach of the peace,
etc.), the majority opinion was to go
ahead. (“There’ll be a demonstration if I
have to demonstrate by myself,” Kirk said
at one point.)

However, it was also agreed that regis-
tered letters and/or telegrams stating the
aims of the movement and requesting
meetings should be sent to top-echelon
executives at all major networks prior to
the next demonstration to prove that nor-
mal channels had been exhausted.

Committees were formed to draft letters,
research existing coverage of jazz by the
broadcast media, set up press conferences,
etc. Among those present were a number
of persons involved in various fields of
communications including advertising and
the music business, some of whom volun-
teered their services.

It was the substance of the discussion
that the movement should not be based on
a narrowly racial platform and should take
an artistic rather than political approach.
Those present represented a broad spec-
trum of views, but consensus was readily
obtained.

Among plans discussed for the future
were petitions to the FCC, especially in
cases involving renewals of licenses for
radio and TV stations, coordinated on a
nationwide basis (it was pointed out that
numerous local movements working in this
direction already exist); campaigns directed

/Continved on page 39



LES M¢CANN:
an appreciation

I RECALL FIRST HEARING Les McCann
several years ago on a Sunday night
Saint Louis jazz radio program I often
taped—playing, I remember faintly, Con
Alma,

But why I recall that particular mo-
ment rises not from any memory of a
spectacular McCann performance, but
rather because my recording of that
nonetheless good piece ultimately stim-
ulated a great revelation for me: that
despite the pleasure (because I had
never then heard of Les McCann Ltd.,
although immediately intrigued by the
group title), I began speculating wheth-
er his music was worth keeping! And
suddenly, with that question, I recog-
nized a rather virulent esthetic hypoc-
risy within myself: that I had been far
too long appreciating the image, or
more ridiculous the name, of my favor-
ite artists, rather than sincerely listening
to their music—ard this attitude, of
course, remains a constant poison of
pop culture today. Therefore, after such
a caustic internal cohfession, Con Alma
or whatever McCann had played (the
tape is long since demised) remained,
for the first time perhaps because the
music was simply fine and not because
McCann moved or did not move the
heavy dudes of the day.

But somehow I never.heard McCann
again until college, when from a series
of collusions in that popular divetsion
of bilking record clubs, I was able, to
procure a “free bonus” copy of Les
McCann Plays The Shout (Pacific Jazz
T-90055). And once again I was im-
pressed, although once again the im-
pression seemed initially extra-musical:
that the warm communication McCann
created with his audience was a charm
more engaging than any I had ever
previously witnessed. His introduction
to tunes, his casual rapping, the verita-
ble stage presence of the man-—and this
all on a record!—described the currency
of an uncommon performer.

Yet I had not overlooked the music
as before, but became more conscious
the more I listened of how McCann
could translate this personal appeal, the
time-worn charisma, into his musical
context. And this perhaps became my
first comprehension of the affective
powers of self in art, even my first
critical judgment—for in a club en-
vironment as on The Shout (live at
The Bit on Sunset Strip), one does not
generally command any great constant
attention, especially for *“cocktail” jazz
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or whatever category poptilar songs and
booze define. Yet he proved a com-
mander at the gate, most remarkably
midway into the first number, But Not
for Me, when a passage of absolute
silence happened, Les descending softly
to piano whispers and then to the pure
human tension among the players sans
volume or even sound, without losing
the audience involvement. Thus, the
McCann energy playing this kind of
music, usually deemed quasi-hip Mu-
zak, the landscaping for on-the-town
tavern frivolity, more so exposed a very
special talent.

Furthermore, The Shout also fea-
tured my favorite bop tune, Night in
Tunisia, among the stellar repertoire,
and eventually seduced my drumming

by mike bourne

urge to play along—so that by prac-
ticing my timekeeping and conversation
attitudes, even through such a limited
one-way directive as a record, 1 could
soon touch the McCann style much
more intimately than merely hearing.
And therefore later, after my fascina-
tion for Les thrust me after copies of
Les McCann Plays The Truth (Pacific
Jaz: T-90462) and Les McCann Plays
The Shampoo (Pacific Jazz ST-90480),
and finally the excellent Afro-soul Mc-
Canna (Pacific Jazz PJ-84), having
actually purchased two of them, my
practicing and ardent listening rapidly
evolved to a point of knowledge at
which I might have joined Les McCann
Ltd. without rehearsal, so close did I

/Continued on poge 37
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by Harvey Siders

Jimmy Smith: A New Deal For The Boss

EVER TRY TO TALK to Jimmy Smith? I
mean really rap with the guy? We got to-
gether recently in an unlikely setting: a
Chinese restaurant on the Sunset Strip.
Between bowls of Won Ton, dry noodles,
almond cookies, and a couple of gallons of
tea, we talked of many things: jazz, rock,
Miles, Denny McLain, astrology, down
beat, Baldwins and Hammonds, and cab-
bages and kings.

Actually, I listened. Jimmy talked. Well
actually, Jimmy choreographed the con-
versation. He was as restless as a bubble-
gummer at Woodstock. Talking to him
was like watching an acrobat work out on
a trampoline. No wonder he’s so thin. As
a matter of fact, the Smith physique is on
the treadmill to extinction. When Jimmy
was discharged from the Navy in 1947,
he weighed in at 155. The now Smith tips
the scales at 146 soaking wet. “Keep
sweating,” he advised. “That’s what takes
it off.”

Of course the conversation had to begin
somewhere, I decided to use the sophis-
ticated approach. “What the hell’s a
mojo?’ When he straightened me out and
informed me that it was a “spell—like a
hex,” he proceeded to enlighten me about
the new direction that his was taking.

“When you become tops in your field,
they tend to put you aside. People take
you for granted. Oh sure, I keep winning
in down beat and all the polls, but you
don’t have to prove yourself anymore. In
1955 1 had to prove I could do it. I
played all the clubs—all the joints and all
the top clubs—and my records did real
well, But I reached the top. 1 proved 1
was the genius and that’s when they start
taking you for granted.

“Well, what’s wrong with leveling off at
the top of the heap? ‘Genius’ sounds like
a nice platean to stay on.” )

“That’s just it,” Smith replied the chal-
lenge is gone. Now I have to prove that
I can play with these kids. This is the new
direction I'm going in.”

“Where’s the challenge in that direc-
tion? You can play rock with one hand
and one foot.”

“Aha.” And that was the signal for a
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balletic leap worthy of Nijinsky. “These
kids plays such simple things that I find
it difficult. Dig? I had to practice to play
Bridge Over Troubled Water. You hear
me? It was so simple I had to practice.
Man, you talk about a gap: they can’t
play jazz, but we can’t play rock. Don’t
let nobody kid you.”

At this point the table became his man-
uals and the floor became his pedals. He
screwed his hands until they resembled an
arthritis poster.

“See—here’s what the kids play: C-E-G.
Just a simple triad. Now watch.” And his
hands stretched until they practically em-
braced the 88 imaginary keys. “Full
chords—aaargh.” And he pounded out
some 11ths and {3ths, singing the tension
in a manner that defies spelling, but it
seemed to delight the other patrons while
astonishing the waiters.

“You know something about the kids
today? They may not know it, but I can
hear it. They’re all heading towards jazz.
Where is the young jazz musician coming
from today? He’s coming out of the rock
groups. And you know how to prove that?
Find out what the kids are listening to
these days. Find out who they’re trying to
imitate, Monk, Miles, Trane.”

Which led Smith to one of his favorite
dreams: establishing a school of music,
either in San Diego or in Los Angeles.
“I’ve had that in the back of my mind for
years. A school like Berklee. They really
need one out here. I want to teach these
kids the right way to approach music—
especially jazz. What I mean is, you can’t
teach a kid to improvise, but you can get
inside him and give him the fundamentals.
You know, harmony, theory, and his in-
strument. I'm telling you—simple as these

kids are, they’re heading right toward
jazz.
“Another thing about today’s Kkids,”

Smith continued. “They help each other
out, the way jazz musicians used to. The
rock kids jam together and show each
other runs and changes. But did you ever
see young jazz musicians do that?’ On this
cue, he slouched down in the booth, near-
ly out of sight. With most of his wiry
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torso hidden below the table, he peered
at me furtively over his shoulder. I looked
around self-consciously, but the incredible
one, the uninhibited one was in one of his
acting moeds and he was putting body
English - into every pronouncement “See
here? Here’s the young jazzman today.
They hide their knowledge.”

I tried to get him back to a normal,
upright position with some biographical-
type questions.' He not only got uptright; he
got uptight.

“I hate interviews. No, some are Ok, but
they’re usually so boring. They’ll start off
by saying, ‘Oh, Mr. Smith, you uh, played
a Bp, uh’”—and Jimmy began walking
around the table holding up an imaginary
pad. Then he was off on a related tangent.

“Tell me something. Why is it so many
artists get so much attention when they
die? Why do you fellows have to wait un-
til it’s too late to honor a musician. I say
give me the honors, the memorials now
while I'm alive, I can use the money to
start a school. Don’t wait until I'm gone.”

Now he was cooking—just like one of
of his up-tempo blues solos. Thoughts
overlapped as if a Pandora’s Box of gripes
had been opened.

“Anothet thing. Why should the readers
pick the musicians for your polls? How
would a non-musican know if someone is
good or not? People rely on down beat
for expert opinion. Why doesn’t your
magazme puf together a panel of musi-
cians to pick the poll winners. Y’know,
like ballplayers picking the All-Star team,
dig? That way Stan Getz wouldn’t keep
winning on tenor. Write that down. A
panel.” At which point, Smith’s nose was
about six inches from my notebook.

“And here’s another thing you can
write: I’'m the first organist to make your
cover. And it’s about time. Mind you I'm
not angry. In fact, make sure you thank
the head man at your magazine for the .
honor. It’s just that I know I'm a genius,
man.”

Coming from anyone else, the self-
evaluation “genius” would make me nause-
ous. But there is something about his use
of the word that sounds accurate. It
doesn’t derive from believing his own bill-
ing. It’s more a question of knowing what
his capabilities are and proclaiming it as
matter-of—factly as he would “Jimmy Smith,
musician.” No one would deny that as a
]azz orgamst he is a genius. And if you
could -see. "him under ideal conditions,
e.g. emotmg in a Chinese restaurant, you
wouldnt call him conceited; merely self-
conﬁdent Completely his own man. “I'm a
Saglttarms you know. I'll do whatever I
think is_right and I dom’t give a
whit others think or say. I'm the genms
I'm the artlst people have to respect.”

His not .caring about others’ reactions
was really in response to a question about
“selling out.” Smith made it clear that by
changing his direction he was not playing
down to the kids—rather keeping up with
them. He likened himself to Miles Davis
on that Score. “You can’t say Miles is
selling out can you? He’s keeping up with
the kids, playing all those modal things.
That’s what a lot of the rock groups are
playing nowadays: modes.

“Another thing about Miles. He doesn’t




snub the people. When he turns his back
on them, it’s to give his sideman a chance
to blow. Anyway, he's Gemini. But that
doesn’t change the picture as far as the
public is concerned. They’re obliged to
understand the artist.”

Smith finds more understanding from a
college audience than a club audience.
“People come in clubs, ask for a tune” he
said. “You play it. The guy is either mak-
ing out or eyeing the waitress, then later
he asks why you didn’t play his request.
Burns me up. Anyway clubs are noisy and
there’s too much activity. College audi-
ences really pay attention.

“You know, for a while people thought
I was away from the scene because I
didn’t record. Hell, I was just touring,
playing clubs. And I don’t mind telling you,
I'm sick of playing The Cat, Virginia
Woolf, Hoochie Kooche and Walk On the
Wild Side. You know something else? A
lot of black folks consider those white
tunes.

“] learned one thing from this tour:
Duke was right. If you don’t record, peo-
ple have to come to the club and hear
you.”

Now with this “new direction,” Jimmy
Smith has been more than anxious to re-
cord. Under the musical direction of
Johnny Pate and the benevolent prodding
of his new manager Lola Ward, Jimmy
has fashioned two new albums for MGM:
The Other Side of Jimmy Smith (all
ballads); and Jimmy Smith Gets It To-
gether (all rock).

“The ballad album is the best thing
I’'ve ever done. As for the rock album, it’s
a bit more sophisticated even though the
heavy rock beat is behind me.”

What's really behind Jimmy at the mo-
ment is Lola Ward, San Diego’s empres-
sario of jazz. What ever Lola wants, Lola
usually gets, and she has three important
things in her favor: looks that would
give Lena Horne competition; her attor-
ney-husband Bob who adds a dimension
of legal security; and a passionate love for
jazz going back to the time she owned San
Diego’s top jazz club, Ward’s Jazzville.

That's where she met Smith and their
relationship blossomed to the point where
she is is now exercising her persuasive
charms to mold his revitalized career. He
tries to give her a hard time (he recently
disconnected his phone when he simply did
not wish to be bugged), and she displays
infinite patience, chalking up all his trans-
gressions to his artistic temperament.

They both have high hopes for the new
image, and while Lola has already final-
ized plans for a near-future tour of Japan
and Australia, Jimmy wants a crack at
Las Vegas. “I want to take a show into
one of those lounges. I know I can satisfy
both the old fogeys and the young ones
too. That is, if the album clicks. And
there’s no reason why the rock album can’t
be another Biiches Brew.”

“Any static from guitarist Ed McFadden
or drummer Candy Finch on the new di-
rection?,” 1 asked.

“Hell no. They want to make money
just as much as I do.” And Smith can use
it right now; he's going through an ex-
pensive divorce proceeding. What will
probably result in some meaningful loot
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is being worked on at this very moment.
The Baldwin Company is hoping to give
Hammond a run for its money, and the
focal point of their plans is Jimmy Smith.
The Baldwin factory is currently re-styling
the model it made for Jimmy to his spec-
ifications.

“You know one way to make this
Sagittarian angry? Mention the name
Denny McLain, Would you believe that
a company gave McLain a fortune and
put him in Vegas to endorse their organ?”
(It so happens I heard a recording by the
Detroit Tigers’ pitcher and by way of re-
view, let me say that Jimmy’s anger is
completely justified. On the entire album
there were no hits, no runs, and the only
error was in allowing McLain to record
it.)

Trying a change-up (that’s a basebail
pun) after the McLain bit, | asked him
about his personal tastes in jazz. The first
thing he said did not surprise me at all.
“I don’t like to listen to other organists.
No—wait. there is one. Only one: Les
Strand. He was the Tatum of the organ.”

When he said “Tatum,” I asked, “Well,
what about him?”

“Well of course. I usually start with
Art Tatum, then I go to the underdogs.”
He flashed a boyish smile and confessed,
“I hope Oscar Peterson doesn’t read this.
I don’t mean to slur him. I have to in-
clude Oscar and Ahmad Jamal. Now they
are truly great pianists.”

When Smith talked about the “truly
great” jazz men, he seemed to betray a
certain longing for the proper recognition
of jazz artists. He paused momentarily,
played with some noodles, then leaned
over toward my notebook once again.
“Hey, write this: why do jazzmen have
to play rock in order to communicate?”

I thought it was going to be a rhetorical
question, but suddenly he volunteered the
answer: Because people still don’t know
) about jazz—especially those young,
know-it-all hippy jazz cats.”

It was one of the most serious moments
in an otherwise spastic conversation. Sure
Smith had it up to here playing The Cat,
et al, but he’s still a pure, unadulterated
jazz man, cut from the same cloth as the
heavyweights he listed: Tatum, Oscar, Ja-
mal, Les Strand.

A new direction can be most beneficial
—even exciting, but Jimmy and lLola Ward
will have to do considerable soul-search-
ing to make sure it’s the right direction.
A jazz gemus could easily become a flawed
rock.

Considering the fact that “the future”
was on both our minds at the time, it’s
remarkable that neither of us bothered to
read the fortumes inside the cookies. I can
imagine that Jimmy’s might have read:
“Pull out all the stops for your new under-
taking.” Mine would have predicted: “A
mojo man will come into your life and you
will have a talk on the wild side.” FIS
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by John Hasse

ROLAND HANNA: INSIDE INSIGHT

Born in Detroit in 1932, Roland Hanna
is one of the up-and-coming pianists in
jazz today. He is perhaps best known for
his work with Charlie Mingus and his
present position as pianist for the Thad
Jones-Mel Lewis Jazz Orchestra. 1 have
come to know him as a sensitive person,
an excellent teacher, and an exciting pian-
ist. Deciding that he is one of the most
underrated musicians in jazz, 1 felt that
publication of an interview with him would
help to remedy this situation.

J.H.: When did you first play piano?
R.H.: When I was about five years old in
Detroit, I used to play games in an alley
in the wintertime and once I found a book
of music. I took it home, dusted off the
snow, and started to teach myself to play
the piano. When I was two years old, my
father had taught me to read and write,
so finding a book at five was nothing for
me because I could read it.

I taught myself for years. By the time 1
was 8, I could play Bach preludes and
inventions, Chopin noctures, a little Mo-
zart, a couple middle Beethoven sonatas.
It wasn’t until I was 11 that I got a piano
teacher.

During the first two or three years in

high school, I also played alto sax a lot.
At Northern High School in Detroit, 1
used to skip all my classes and practice the
piano from 7 a.m. until 11 p.m. I'd be in
the auditorium all day. If 1 had music
class, I'd go; if the class was academic,
I’d skip it. The janitor got to know me so
well that on certain days he’d give me a
key to the front door of the building.
J.H.: When did you first become inter-
ested in jazz?
R.H.: Until T was 13, I didn’t like jazz.
It wasn’t until I met Tommy Flanagan, a
classmate of mine. I used to stand behind
him and listen to what Bird, Lester,
Young, and Coleman Hawkins played in
their solos. He had a great ear; he played
with such facility and technique that I
became interested in jazz.

At the same time, during the summer
we used to go up to a place called Bird-
hurst where Major Holley was Recreation
Counselor. Birdhurst was a school which
in the summertime was a community cen-
ter. And we used to get “blues conversa-
tion” from Major Holley—how to play
the blues. So those things coupled together
started my interest in jazz. And since that
time, there hasn’t been much of anything
else.

During the years 1945-1950 unti! I
went into the service, the kind of musi-
cians I came in contact with were of the
highest quality. For example, in 1945,
after I got this interest in jazz through
Tommy Flanagan, I used to go to Freddie
Guinyards’ and listen to Willie Hawkins, a
pianist. Willie was a very good friend of
Art Tatum, and every time Art was in
town, he would come to Guinyards’ and
play, starting at 2 or 3 a.m. and not fin-
ishing till 6 or 7. Sometimes we’d sit
there and listen to him all night. So this is
how Art became my biggest influence. By
my saying that he is my biggest influence,
I'm not saying that I try to sound like
him, but that I try to carry on in the tra-
dition that he started—in the tradition of
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piano playing that Tatum actually began.
That tradition is 10 compose at the mo-
ment one is actually improvising.

Charlie Parker carried on in that tradi-
tion, Coleman Hawkins carried on in that
tradition, Dizzy Gillespie carries on in
that tradition, Miles Davis carries on in
that tradition, and so does the Thad Jones-
Mel Lewis Jazz Orchestra. I try to do this
in my playing too. After I came out of the
army, I realized how important it was to
have a thorough background in the classics.
I decided to go to the Juilliard School of
Music. But first, I went to Eastman, and in
order to support myself I played in night
clubs. One in particular was Joe Squeez-
ers’. At that time, Eastman didn’t have a
liberal faculty, as they do today; and the
instructors, who recognized me as one of
the students at the school, told me the next
day that they didn’t allow their students to
play jazz in public or in private. That was
16 years ago.

I left Eastman right away quick! I went
back to Detroit. Then in 1955, I went to
Juilliard and got the classical training I
wanted.

During the time 1 was at Juilliard, I
began playing with various groups around
the city and formed my own trio, which
was very fine. George Tucker and Bobby
Thomas were a part of that. Then I was
called to go out with Benny Goodman and
I worked with Benny for a year, did the
Brussels World’s Fair and a tour of Europe.
After that, I was with Charlie Mingus for
about a year. I was still in Juilliard all this
time, having had a leave of absence while
in Europe.

In 1960, after finishing at Juilliard, I
went with Sarah Vaughan, which in a
sense was my introduction to being an
accompanist. And there I met Richard
Davis and Percy Brice. Richard and Percy
both became close personal friends. I
learned many new musical directions from
Richard, a true innovator.

After gaining some practical experience
with Sarah Vaughan, I worked with Al
Hibbler for a couple of years and I gained
a different approach to the experience of
accompanying. It is my belief that the
experience one gains from accompanying
an excellent singer is invaluable in relation
to performing with other instrumentalists—
knowing when to listen, what to listen for,
and how to interpret what you're listen-
ing to.

J.H.: About this time, didn’t you renew an
old acquaintance with Coleman Hawkins?
R.H.: In 1963, when I had my trio at the
Five Spot working opposite Thelonious
Monk, I renewed an acquaintance I'd had
with Coleman Hawkins. During the years
1959 and 1960, I used to play a TV show,
Art Ford's Jazz Party, and would often
play with Coleman Hawkins; I was on the
show at least 12 or 13 times. Coleman
would often appear as a guest, and we
became friends. Then, at the Five Spot, I
met him again and began to work with
him on various jobs around the country.

Coleman Hawkins was a musician with-
out peer, and I feel that it was not until
my contact and relationship with him as a
friend that T was able to put to use all the
materials of music that I had previously
learned. He was probably the only musician

I have met who I could feel complete
empathy with because of his background
and love for classical music. And through
him, it became even more possible for me
to use many of the classical techniques 1
had learned in my expressive playing. (I
don’t want to categorize it, because it’s not
“jazz improvisation.”)

We spent many hours listening to the
Bach cello sonatas, and the Ravel, De-
bussy, and Bartok string quartets. As a
matter of fact, Coleman’s record library
was so extensive in terms of the classics
that he had almost everything that was
needed for the complete musical reper-
toire—such as the Beethoven and Mah-
ler symphonies, Richard Strauss, and of
course Bach, Mozart, Schumann, Ives—
anybody who was supposed to be anybody,
he had them. Not only did he have a
complete record library, but he had an
extensive library of literature on music,
which was a great deal more accessible to
me than the library at Juilliard. Not only
scores, but also treatises and discourses on
the composers and their works.

The most important thing I think I
learned from Coleman is that the real mu-
sician who intends to perform in any way
must learn to listen to other music as
much or more than he intends to play.
J.H.: Didn’t you work on a project in
Japan with Thad Jones about this time?
R.H.: In 1964, I was asked to do a score
for a movie by some people from Japan.
Although I didn’t actually do the com-
plete score, I did several of the important
compositions for it. I took a group with
me of Thad Jones, Ernie Farrow on bass,
Albert Heath on drums, and myself on
piano. We made the soundtrack for the
movie, and in addition we played several
concerts in and around Tokyo. I don’t
know how successful the movie was, but
the concerts were fairly successful. While
working with Thad on this project, I
strongly urged him to form his own big
band, but it wasn’t until 1966 that he
finally made up his mind. Now I'm a part
of that band.

J.H.: It seems to me that you're busier
than ever before.

R.H.: 1 participated in a clinic at Wash-
ington University in St. Louis held by
Oliver Nelson and Ron Carter. I also
recorded what I consider my first classical
recording—the music of Erik Satie. . . .
I'm with the New York Jazz Sextet, and
we've been quite active doing concerts
around the country for the last four years.
The Sextet has four regular members:
Billy Cobman, Hubert Laws, Ron Carter,
and myself. Besides the Sextet, I've been
very active with my own trio (Buddy Cat-
lett and Eddie Locke), playing jobs at the
Half Note, Club Baron, in and around
New Jersey, and concerts in Long Island.
We were also the rhythm section for the
last recording that Coleman Hawkins
made.

Besides the four albums I've done with
Thad Jones-Mel Lewis, I've recorded with
Elvin Jones, Ray Nance, Eddie Daniels,
Eddie Lockjaw Davis, Les McCann, and
Herbie Mann. Among others, I did a TV
commercial for the Pittsburgh Paint Com-
pany with my trio, and its a jazz commer-
cial—not nonsense—it’s really jazz. This



commercial was seen on the Liberace Show.
It sounds incongruous, doesn’t it? In addi-
tion to that, 1 teach piano privately at my
own studios in Manhattan. 1 spend a lot
of time composing—writing tunes. But the
real work comes in the arranging of these
tunes.

J.H.: Earlier you mentioned composing at
the exact moment you’re improvising. Could
you elaborate a little?

R.H.: When you write the printed note
on a page, that note is there. It is sup-
posed to be there as long as the paper
lasts, you know? It’s supposed to be just
s, just right. If you play a C7 chord on

the piana, C E G B-flat, you hear the
notes and they sound—ping. If a band
plays a C7 chord, it's got to be voiced a
certain way. If it’s not voiced a certain
way, it's not going to get a quality. And
in order to learn what quality you want,
you have to work a long time listening,
trying to understand how the instruments
play the notes, what kind of overtones they
give, and how the notes work together.
So it’s the same thing when you’re play-
ing spontaneously at the moment, when
your’e actually performing; you have to
hear in your mind the notes that you
want to perform. You have to know exact-

ly what sounds you want in a given struc-
tural composition or song. The notes de-
velop—your mind is constantly working,
thinking of how you want these notes to
move—and the notes develop and you
begin to hear things that actually create
mental images or pictures or whatever.
And if you have developed yourself to the
point where you are playing everything
you hear, then the music starts to flow and
your playing makes logical sense to some-
one listening.

The tradition I was talking about is that
with Charlie Parker you sense and you
hear and you know—after many repeated

listenings, of course, because everyone who
plays music doesn’t hear it the same way
but develop so that it all goes in the same
direction—you hear in listening to some-
one like Charlie Parker that the sounds
he makes have been well-coordinated in
his mind before he’s produced them. And
having as many avenues of movement as
he has through all the years of practicing
and working and listening to himself, he’s
able to move through all the channels of
music that he makes.

This tradition, again, that I'm talking
about is in the sense of Bach, Mozart,
Beethoven, Schubert, Brahms—any of the
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great classical, romantic, baroque, impres-
sionistic, or modern composers. It’s in that
tradition because the composer who sits
down to write music has to hear in his
mind before he puts it on the paper ex-
actly what he wants. He has an advantage
over the musician who’s improvising be-
cause he has time to correct the notes if
they aren’t exactly what he hears in his
mind. You see—he’s got all the time in
the world to put the notes down and then
change them. If it's an F he hears, and
then he reworks the chord or the sound
of the whatever and the F isn't right for
that instrument, he can change it to make
it right. Whereas the improviser must be
able to hear that right then and there,
and strive to reach the same point that
the composer or arranger or orchestrator
is working for and has the time to work
for.

J.H.: So it’s a lot more than having a
good ear; it's being able to hear it in your
mind—hear it ahead of time. It’s kind of
a good ear in advance.

R.H.: Much more. It’s like having a
thought or an idea, having no words for
the idea, and then taking your time and
letting the thought come through, evolve,
so that it comes through coherently.
J.H.: How did you develop this ability
to compose at the moment you’re im-
provising? Did you work on it systemati-
cally, or did it just evolve and then you
realized it had come? How would you tell
a young player that he could develop this
—is there any set way, or one day do you
just realize that you're doing it?

R.H.: No, there isn’t any set way because
each person has to approach this kind of
thing in his own way. But that person
must study and constantly be aware of
what he’s doing. He must always be listen-
ing not only to the notes, but to the un-
heard tones—the ones that don’t produce
vibrations on your eardrums—the sounds
that you “hear” that are not even there.
You have to listen and listen and listen—
learn to recognize, just as you’d learn to
recognize people. Out of the three billion
people on earth, I imagine if you met
10,000, and you really got to know them
by spending a day with each one of them,
in your 10,000 days you’d know 10,000
different faces.

Well, in music you meet 10,000 different
combinations of notes. And consequently,
you have to recognize them. You have to
learn to know what sounds will make what.
When the police are trying to trap a mur-
derer and someone has seen that person
and he describes that person’s face, the
police make a composite of noses, mouths,
eyes, chins, hair and everything else, and
they produce the face of the person. Out
of the thousands and thousands of noses,
colors of eyes and whatever, the police
produce the face that looks like the one
the witness saw. Not the exact face, but its
close facsimile.

Well, the same thing happens with the
piano. You put all these combinations to-
gether, and you choose and pick until you
can select the right one. And it’s only
through that constant effort of trying to
develop your inner ear to the point that
you hear it inside before its played—it’s

/Continved on poge 34
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THE WORLD OF TOMMY FLANAGAN

by Elliot Meadow

It is among the many ironies of the
contemporary jazz scene, that one of the
music’s greatest pianists has been active
for most of the past seven years as an
accompanist to singers—from 1963 to 1965
for Ella Fitzgerald, then for Tony Ben-
nett, and currently again with Ella.

Backing such great singers is an exact-
ing and demanding task, and Tommy Flan-
agan handles it superbly. Yet is seems a

pity that such a gifted improviser should
be so restricted in exposing his talents.
The only LP under Flanagan’s name cur-
rently available is a reissue, on Prestige,
of a 1958 trio date. This summer, he played
on a Dexter Gordon session for the same
label—his first jazz date in many a moon.

When you meet Tommy Flanagan, the

18 [ DOWN BEAT

impression is of a calm, thoughful, witty
and warm human being. It is not easy to
draw him into talking about himself—his
career or his future. Modesty is an almost
forgotten virtue today, but not in Flana-
gan’s case.

Flanagan’s early influence, when he was
growing up in Detroit, were Teddy Wil-
son, Art Tatum, Bud Powell, and Hank
Jones. At that time, Detroit was over-

flowing with young musicians who were
destined to exert a great influence in years
to come. Along with Flanagan, there were,
among others, Hank, Thad, and Elvin
Jones; Donald Byrd, Pepper Adams, Ken-
ny Burrell, Yusef Lateef, and the late
bassist, Doug Watkins. Flanagan recalled his
last days in the Motor City. “I had been

GIUSEPPE PINO

working with Thad, Billy Mitchell, and
Kenny Burrell. Kenny and I left together
for New York early in 1956. Most of the
opportunities had been exhausted in De-
troit and it was time for a change.”

Flanagan’s talents were quickly ac-
cepted in New York, though he “had to
pay the usual dues.” During the late 1950s,
he established himself as a potent force on
the New York scene, playing with a large
cross section of musicians. He participated
in many recording sessions, including dates
with John Coltrane (most notably on the
famous Giant Steps date on Atlantic),
Coleman Hawkins, Gene Ammons, Art
Farmer, Donald Byrd, Kenny Burrell,
Sonny Rollins, James Moody, and Gerry
Mulligan.

Never one to stay in one place for too
long a time, he spent 1958-’59 on the road
with J.J. Johnson. The Johnson quintet
had a stable personnel most of that time—
Nat Adderley or the late tenorist-flutist
Bobby Jaspar as the front line horn and a
rhythm section of Flanagan, bassist Wilbur
Little, and Elvin Jones.

“We had a good team there,” Flanagan
recalled. “That music, it was good, but it
would probably have hardly any place
right now. It would be dated.”

Preferring to speak of the present in-
stead of the past, Flanagan referred to the
current jazz scene. *As far as the avant
garde is concerned, it’s really a matter of
taste whether you like it or not. You
know, it’s pretty hard to describe some-
one’s playing as angry if they did not tell
you it was supposed to be anger. It’s like
Death and Transfiguration. If it didn’t
have that title, you wouldn’t even think of
it in that context.”

Flanagan does admire many of the in-
fluential younger musicians today. “Look
at the pianists who have come up. Herbie
Hancock and Chick Corea are marvelous
musicians who have taken the piano a step
further harmonically and lyrically. The
lines they play are highly involved and
highly developed.”

Asked if he felt the great musicians lost
to the jazz world in recent years (Johnny
Hodges, Trane, Coleman Hawkins, Wes
Montgomery), though irreplaceable, could
be followed by equally talented performers
from today’s ranks, Flanagan said: “You
mean at that high level? I guess it would
be hard to do it. Hawk, Rabbit—they
laid the ground work even for the Tranes.
That consistently high level that they
reached would be hard to come by. You
know, much as we love certain players,
you might not always be satisfied with
their consistency. Yet, on the other hand,
there are some players today, Freddie Hub-
bard for example—he has established him-
self as far as T am concerned. Herbie
Hancock, again, is another one who has
made it, both as a pianist and a writer.
So maybe . . . T am hopeful that there

/Continved on page 37
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ALBERT AYLER

MUSIC IS “THE HEALING FORCE OF THE
UNIVERSE—Impulse AS-9191: Music is the
Healing Force of the Universe; Masonic Inborn,
Part 1; A Man is Like a Tree; Ob! Love of
Life; Island Harvest; Drudgery.

Personnel: Ayler, tenor saxophone, bagpipes,
vocal; Bobby Few, piano; Henry Vestine, guitar;
Bill l-olwell acoustic and Fender bass; Staﬁorci
Jamels. bass; "Muhammad Ali, drums; Mary Maria,
vocals 0

Rating: & V>

This album is an almost unlistenable dis-
aster and in itself doesn’t call for much
comment. Miss Maria chants tautological
slogans and in comparison to Spiritual
Unity, Bells, and Ghosts Ayler’s playing
is so crudely simplified that one can hard-
ly believes this to be the same man. It
seems likely that the absence or suppres-
sion of an inner censor enabled Ayler to
“hear through” fifty-odd years of musxcal
sophistication and magnificently rediscover
(as Max Harrison has put it) “the pre-
harmonic ‘innocence’ of jazz”, but that
same quality has led to such sorry efforts
as this LP.

Either there are extra-musical factors at
work or Ayler is simply unable to judge
the virtues of his own music. Certainly
the elaborate motivic constructions, the
sudden contrasts of emotion, and the soar-
ing melodies that once distinguished his
playing are nowhere apparent here. It is
always unwise to write off men who haye
done major work since they can unex-
pectedly renew themselves, but it may be
that, in telling us through works of great
strength that the jazz past is not only "a
history but a presently usable language,
Ayler has done all one could ask of him.

If the future of jazz lies (as I think it
does) with men whose musical sensiBilitie§
are as sophisticated (consciously or in-
stinctively) as Avyler’s is innocent, that
future will nonetheless owe him a great
debt. —Kart

ANDY BARTHA

AT THE OCEANIA LOUNGE—Art ALP 41:
Muskrat Ramble; Beale Street Blues; The World
Is Waiting For the Sumise; Sobbin’ Blues; ‘l;yal
Garden Blues; Bill Bailey; Just A Closer Walk
With Thee; St. James In rmary, When the Saml!
Go Man‘bmg in.

Personnel: Bartha, cornet; Ed Hubble, trom-
bone; Larry Wilson, clarinet: Billy Hagen, piario;
Larry Schram, banjo; Gene Dragoo. bass: Joe
Powers, drums.

Rating: w % %

AT THE MOONRAKER RESTAURANT—Art
ALP 86: Take Me To the Land of Jazz; Blues
My Naughty Sweetie Gives To Me; Memphis
Blues; Milenburg Joys; Careless Love; Bye Bye
Blues; The Word Got Around; Melancholy; Wol-
verine Blues.

Personnel : Bartha, cornet; Ray Brooks, trom-
bone; Larry Wilson, clannet John Dengler. bass
saxophone; Billy Hagcn piano; Larry Shramm,
banjo: Chuck Karle. bass; Carl Pettica, drums.

Rating: & & & 2
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Bartha, a capable journeyman cornetist
and little known outside his years of asso-
ciation with Pee Wee Hunt, has been lead-
ing a moderately commercial jazz band for
years in Florida (the first album was done
in Miami in 1965; the second in Ft. Laud-
erdale in '69), apparently with no little
success.

Both sets claim to be “live”, with Bar-
tha's announcements included. Those have
fortunately been trimmed to a minimum
on the newer disc. Each album offers the
compulsory banjo number and: One Jazz-
man You've Heard Of (Hubble and Deng-
ler, respectively), but the second takes the
edge with a far less hackneyed program.
(Word, incidentally, is Hagen’s composi-
tion and is sung by him.)

There are faults to be found with the
rhythm section, individually and collec-
tively, on each record, but that would re-
quire a separate thesis. Mostly it has to
do with disinterested and/or insensitive
“drumming, and neither drummer was with
the group at last word. In any case, the
band is more than adequate as a jazz band,
and appear to have sufficiently pleased the
tourists to secure their gig. The ratings
take into consideration the quality of the
jazz, as well as its commercial appeal.
The first LP, with all those groundhog
numbers that the conventioneers think
they want to hear, rates four stars in that
department; Sobbin’ kept it from five.

+ It should be noted,. perhaps, that the
second group, if not the first, is an aug-
mented one: three men were added for
recording to beef up the working quintet.
Both records are stergo, and may be or-
dered from Art Records Manpfacturing

Co.. Ft. Lauderdale. Fla. 33310. —Jones
BONZO DOG BAND
KEYNSHAM—Impenal LP-12457: You Done

ll’/ Brain In; Keynsham; Quiet Talks & Summer
alks; Tent; We Were Wrong: Joke Shop Man:
The Bride Stripped Bare by ''Bachelors’’; Lnak
at Me, I'm Wonderful; What Do You Do?; Mr.
Slater's Parrot; Srmrl, I' Want to Be with Yau,
Noises for the Leg; ""Busted.”’

Personnel: Vivian Stanshall, Dennis Cowan,
Neil Innes, Legs Larry Smith, Roger Ruskin-
Spear, Rodney Slater, various unspecnﬁed instru-
ments and weirdness. .

Rating: % % & %

"In the midst of the program pop boom,
during which countless attempts at rock
concerto/opera/suites revealed a basic lack
of wit and dramatic sense, the Bonzo Dog
Band has consistently proven itself a unit
of masterful satirist-musicians. Like the
quasi-Dada of Captain Beefheart and the
Mothers, their comic oratorios, mostly
written by Vivian Stanshall and Neil In-
nes, offer bizarre esoterica or often the
simplest mad fancy, all of which is then
synthesized in an efficient musical context:

that is, very much like Zappa. The dialogue
and miscellaneous freakery become inte-
gral elements to the composition—with the
innuendos of the playing as subtie or as
overt as those of the script.

Mixing a curious flavor of the English
music hall with tastes of campy jazz and
rock, and reinforced by a bent liner nar-
rative, Keynsham purports to relate some
sort of absurd goings-on in some sort of
absurd territory (of the brain perhaps)—
as witness a random sample: “On the wall
the Rabbit showed forty-five films describ-
ing Don Quixote in 17 posjtions in marble,
celluloid and plaster bas-relief; lectured on
the Symbolism of Trousers in Renaxssance
Thought, the Importance agf F in Art &
followed with a short quiz accompanying
himself on the euphoniu .” Yet how
such silly prose unites wit the'silly songs
and other assorted nonserse lS never read-
ily apparent, unless preelpxtated to some
berserk internal logic, nope of-which makes
sense (if it could, if mdeed sense is im-
portant, which it is no; at ~least when
appreciating the Bonzg Dog Band).

And really, to wntness ‘Keynsham is not
so easy an experience as that for most
albums (of any genre). The perspective
progressxvely alters: at first merely laugh-
ing at the comedy, which soon wanes like
any comedy repeated more than once or
twice. Then you’re suddenly aware that
the music is far better than initially no-
ticed, which soon Waxes like any music
more and more familiar, until you're ulti-
mately wigged by the whole and the
brilliance never qune expected.

Several moments deserve special note,
even though citing individual parts cannot
truly illuminate the excellence of Keyn-
shamn as a total piece: the burlesque ditty
of Mr. Slater’s Parrot; the stoned ’50s
&b of We Were Wrong (*“In all kinds of
weather, we Rhino ‘together’ ”); the elfin
waltz of the title cpt; the neanderthal
r'n’r of Tent and You Done My Brain In,
plus bursts of parody, strange instrumental
flurries (a theremin on Noises for the
Leg). with a mixed variety' of interjections
and perverse continuities.

Finally an album of the disarming ridic-
ulous, Keynsham offers a delightful diver-
sion from the muck of recent witless poop,
but with a sad air since the Bonzo Dog
Band no longer exists. —Mike Bourne

KENNY COX AND THE
CONTEMPORARY JAZZ
QUINTET

MULTIDIRECTION—BIlue Note 84339: Spell-
bound; Snuck In; Sojourn; Multidirection; W hat
Other One; Gravity Point,

Personnel: Charles Moore, trumpet;

Leon Hen-
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Tape No. 199
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JOE MORELLO OV/14-02

MR. DRUMS at his swingin’, rockin' best with a
whole new bag for the sound of the 70's—Ampex
Tape No. 197

PAUL HORN OV/14-05

MR. TOGETHER presents ciassics, jazz, rock,
and pop, all in happy contrast or in unity—
Ampex Tape No. 293
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great "oldies” and now treatments of the great
“‘newies’'—Ampex Tape No. 198
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unique style of the best in pop, R&B, country,
and jazz standards and originals—Ampex Tape
No. 382

RON STEELE OV/14-08

MR. CHICAGO GUITAR in his record debut
presents outstanding renditions of 12 current
heavy hits—Ampex Tape No. 379
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derson, tenor saxophone; Cox, piano; Ron Brooks,
bass; Danny Spencer, drums.
Rating: % % %

This is a pretty typical 1960s Blue Note
product, much influence of Tony Williams,
Hancock, Miles’ ESP band, the New York
modal school. It is, of course, a very skill-
ful, sophisticated music, primarily depend-
ent on the rhythm section for its unity of
effect.

The rhythm section is an embryonic
Hancock-Carter-Williams. It starts, stops,
changes tempo, time, and key almost con-
tinually and abruptly in an effort to unite
individuals in a group music. Some of the
routines are self-defeating. Snuck’s unity is
enforced by repeating one note over ap-
proximately four measures, followed by
four measures or so of improvisation, all
up-tempo, then a sudden very slow held-
note measure. The soloist must run this
obstacle course several times until his
freely-defined chorus is completed. The
Sojourn routine has every several measures
of improvisation separated by several
measures of rest and a drum cadence. But
in the other routines (Gravity has a re-
curring background cadence, What moves
from 3/4 to 4/4, the title track changes
tempo and time continually), soloists can
play through, asserting control over their
solos.

This control is important to Moore, who
tries to construct solos in layers, struc-
tural elements being length of sequences,
reintroduction or slight development of
chosen thematic phrases, and ascent. The
failure of his solos derives not from this
highly calculated structuring but from his
inherent melodic weakness: often ideas are
devoid of content other than their struc-
tural importance. It's an original and
rather subtle style, but the essential mate-
rial is slight and a bit shopworn since
Miles in the 1940s.

Henderson is a better, and far less dar-
ing or original musician. He is all hard
bop but unaggressive—something like Har-
old Land with Hutcherson’s impressionists
—and lends himself readily to the languid
air Cox casts over the group. The acro-
batic routines make him stumble now and
then, for he is too bound to the bass
drums’ specific time to play freely in this
context. His best solo is his flowing lyric
work in Spellbound; elsewhere his con-
tinuity tends to break. His tenor style is
not at all like brother Joe's.

Cox is in the contemporary tradition of
Evans, Tyner, Hancock—especially Han-
cock: note Spellbound, Sojourn, What,
Cox’s lines (Moore wrote the other, some-
what academic, themes). There is con-
siderable understated harmonic and dy-
namic variation—harmonies, of course,
straight from the land of the lotus eaters.
Rare, momentary spots of angular playing
suggest that his severe rhythmic deficien-
cies are a result of choice, not nature. Al-
most all the time those pretty notes and
chords fall in triplets or else in right-on-
the-beat fashion. His free-moving struc-
tures mix single-note lines with various
chord densities, and it all moves quickly.

This is an enjoyable LP, there’s inter-
esting music happening here. The hangups
in the group’s unifying methods are not a
serious obstacle. More important is the
feeling of persistently hearing hip varia-

tions on the tone of Herbie Hancock’s
Maiden Voyage, and there’s a lot of that
going around these days. —Litweiler

COLEMAN HAWKINS

THINK DEEP—Riverside RS 3049: Cbhant;
Juicy Fruit; Think Deep; Laura; Blue Lights;
Sanctity.

Personnel: Idrees Sulieman, trumpet; J.J. John-
son, trombone; Hawkins, tenor saxophone; Hank
Jones, piano: Barry Galbraith, guitar; Oscar Pet-
tiford, bass: Jo Jones, drums.

Rating: % % % % 4

1957, the year this record was made,
was a very good year for Coleman Haw-
kins. Nearing his mid-50s, he seemed to
reach a plateav of playing even more
forceful and vigorous than any he had
scaled before. He contributed some of the
best work of his career on two Jazztone
sessions that year (The Big Challenge date
with Rex Stewart and Cootie Williams and
the famous Fletcher Henderson reunion
album), at the Newport Jazz Festival with
Roy Eldridge (on [ Can’t Believe that
You're in Love with Me), on a Felsted
session in England for Stanley Dance early
the next year, and on this LP recorded in
March,

In addition to Hawkins, the success of
this LP owes more than it can repay to
Jo Jones, who in 1957 was the smoothest,
most streamlined timekeeper in all of jazz
—and recent evidence suggests nothing
has changed in that regard.

These two elements come together most
effectively on a brisk riff figure, Sanctity,
which opens with a bracing Basie-like intro
by Hank Jones and the rhythm section.
Then the ensemble spells out the melody,
which is the usual 32-bar AABA chorus
but is unusval in that the release is iden-
tical to the riff used in the first 16 bars
except played in a different key. And it’s
a simple swinger, too, propelled by Jones’
swift and subtle stick work and perfectly
punctvated by well-tuned rim shots.

Bean is inspired, opening his solo with
three nerve-racking, tension-stretching as-
censions, each one building to a certain
height and then dropping back part way
to begin another climb, and ending with a
throbbing wail that breaks the suspense
with a jolting catharsis.

The Chant and Juicy are a bit less
kinetic but offer equally exciting Hawkins.
A note held for three choruses by Sulie-
man is strictly grandstanding, however.
Two ballads, Laura and Think, find Hawk
in a reflective mood. The playing is lush
and full bodied, although less than in-
spired.

Johnson and Sulieman contribute a mod-
ern feel to the session, the latter playing
in a cool, dry tone not unlike Miles Davis
in the early '50s. Happily, the superb
rhythm section includes a guitar, some-
thing that seems to have fallen from
fashion in recent years. —McDonough

CHARLES McPHERSON

McPHERSON’S MOOD-—Prestige 7743: Ex-
plorations; McPherson’s Mood; Opalescence; My
Cherie Amour; Mish-Mash-Bash: 1 Get A Kick
Out Of You.

Personnel: McPherson, alto saxophone; Barry
‘I:llarris. piano: Buster Williams, bass; Roy Brooks,
rums.

No Rating
I cannot and will not put down a group



of fine musicians just because I do not
happen to dig their styles.

McPherson is an excellent musician and
jazzman and his cohorts are among the
finest on their respective instruments one
is apt to find. But they are not among my
personal favorites and T find it difficult to
get excited over their fairly typical but
rather lackluster performance here.

Recorded on another day, I have little
doubt that this LP would have provoked

a more enthusiastic review. This is a mid-
dle-of-the-road record with some fine,
workmanlike playing on it. It also could
have been recorded in 1949.

McPherson plays with a light, breathy,
reedy sound and his lines remind me of
both Sonny Stitt and Dick Johnson (a fine,
Boston-based altoist who worked and re-
corded with Buddy Morrow and Herb
Pomeroy and recorded two albums on his
own-—one each on Mercury and Riverside
circa 1957).

If you enjoy the work of any or all of
the artists on this LP, regardless of the
level of inspiration, you’ll be somewhat
pleased with this. If you’re looking for
scintillating, adventuresome music, how-
ever, look elsewhere. —Szanior

SONNY SIMMONS

RUMASUMA—-ComemEorary 7623: Rumasuma;
Back To The Abble; Reincarnation; Ior Pos-
terity.

Personnel: Barbara Donald, trumpet; Simmons,
alto saxophone; Mike Cohen, piano; Jerry Sea-
lund, Bill Pickens, bass; Billy Higgins. drums.

Rating: w %

About half of this LP is a fairly typical
1960s Blue Note product. The title track
is another Maiden Voyage thing: languid
theme, solos that float over the rhythm
with flurries of grace notes to conclude
each key’s (mode’s) sequences, rhythm
section-induced climaxes, etc.

Simmons does little of his New York
post-Coltrane thing. Instead he plays, well,
sort of like Joe Henderson might play if
Joe Henderson had listened to Ornette in-
stead of to Coltrane. This style is good
for Rumasuma and Back; on side 2, then,
Simmons is back into early Ornette for
the most part, with predictably enjoyable
results. Simmons very well understands
the surface character of his strong style.
His sensibility is by no means Ornette-
like, but his imaginative dynamics and
inner structural methods result in a jittery,

low-grade Ornette-like music.

Barbara Donald is a more consistent
player, again. Her art and artifice come
straight out of the second-line Gillespie-
influenced trumpeters of the 1940s. This
style gets along well in this kind of semi-
free music. In Rumasuma her solo is struc-
tured in sequences along the same gen-
eral lines as Simmons’ solo—brief phrases,
spaced, very fast longer lines then, and
finally longer-note lines—and hers is the
better solo for being more decisive. Her
roughness, determination and swing are
attractive, and her bop-derived sense of
structure is convenient.

Modern pianists are unfailingly influ-
enced by Hancock and/or Tyner and/or
Cecil Taylor. This is true of Cohen, in-
cluding the and/ors, in a style that’s nei-
ther stabilized or original. The bassists are
good enough (one is a LaFaro man, the
other a more familiar type). and neither is
heroic. Billy Higgins is okay also. though
and Tony Williams’ 1966 style might have
been more appropriate. Simmons and Bar-
bara Donald are the principals, the others
support.

Back, then, has a theme built of bits
and pieces and a carefully structured trum-
pet solo. Reincarnation uses Parker frag-
ments to make a fragmentary-seeming blues
theme. Simmons’ solo immediately aban-
dons the blues chords for free playing, and
Miss Donald reintroduces blues to open
her solo. For hgs the LP’s fastest tempo,
free solos. and an extended trumpet-alto
duo improvisation.

Simmons in the early 1960s was one of
the first altoists to get Ornette Coleman’s
message. Since then he has neither found
an original style or exhaustively probed
others’ musics. This is an indecisive LP,
skillful in its way, however, and enjoyable,
as Simmons’ music usually is. —Litweiler

SONNY STITT

STARDUST—Roulette SR 42048: Star Dust;
Jumpin’  with Symphony Sid: What's New?;
Cocktails for Two: Georgia; Mame; Morgan’s
Song; Fever; Round About Midnight; World on
a String; If 1 Didn’t Care; The Beastly Blues.

Personnel: Joe Wilder, Eddie Preston, trum-
per: J. J. Johnson. trombone; Stitt, Varitone alto
and tenor saxophone; Illinois Jacquet, tenor saxo-
phone; George Berg, baritone saxophone; Ellis
Larkins. piano; Ernie Hayes, organ; Mike Mai-
nieri, vibraharp: Les Spann. guitar; George Du-
vivier or Jan Arnet, bass; Walter Perkins. drums.

Rating: % % %

Stitt fans will recognize this repack-
aged and retitled album as identical with
What's New, recorded and first issued in
1966.

This was the first recorded sample of
Stitt’s employment of the Varitone device,
which since has become his trademark.
It doesn’t sound substantially different on
record than it does live. While it delivers
a heavier, less intimate sound than the
unamplified horn, it does give the musi-
cian the opportunity to use a variety of
effects (octave-divider. echo, etc.). Stitt in-
sists that the device will add a full 10
years to his playing career.

While Stitt has become more skilled in
the use of the Varitone during the inter-
vening years, the music itself is fine, with
the emotional Star Dust and free-wheeling
Fever outstanding.

The sidemen heard from most frequently

“One only needs to hear this music to experience
just the love that ‘Freedom and Unity' brings
about in the lives of all who wish to exist in this
form of being.”

Ornette Coleman

*Thornton’s brooding trombone is a constant re-
minder of the bitter-sweetness of the black real-
ity. You will find textures in this album . . .
deep mind blowing things of which you never
dreamed. This album is both a winner and an

omen!’
Archie Shepp

“This music—black, beautiful, and full of vernal
fire- -blooms into an experience in ‘Freedom and
Unity'! It is mew music with roots in the black

man’s deep past.”
Chris Albertson
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are Mainieri, whose graceful vibes spice
Beastly and String, and guitarist Spann.
Wilder’s trumpet is open on Beastly and
muted on String. J. J. Johnson’s only solo
statement is on Symphony Sid.

The balance of the LP is a showcase
for Stitt. —McDonough

ROCK BRIEFS

BY ALAN HEINEMAN

FOUR FROM BRITAIN, one from . .
sia?

The Aynsley Dunbar Retaliation has
split up, which is too bad for two reasons:
it was a good group, firstly, and secondly
it never had the recognition it should have
had and now will never have.

The problem with ADR was that the
band wasn’t dynamite. They never blew
people out of the room, like the Who, or
out of their minds, like Dr. John or Hen-
drix. What they did was play British blues,
play it maybe better than anybody, but
they played it low key and dirty. They
had no instrumental virtnosi; they were
simply *four polished, subtle and inventive
musicians. The leader, drummer Dunbar,
is a Mayall alumnus. Not a brilliant
technician, he is nonetheless skillful, orig-
inal and consistently underrated. Guitarist
John Moorshead comes out of B. B. King
by way of some of the country players;
his is one of the most personalized styles
among the legion of guitarists a la King,
but, like Dunbar, because he is quiet and
tasteful, he goes unnoticed.

Their last album, To Munm, From
Aynsley and the Boys (Blue Thumb 16),
isn’t their best, but, like the others, it’s
quite impressive, and, like the others, it
won’t sell. The band has weakened itself
by adding Tommy Eyre on piano and
(mainly) organ. Victor Brox, who does all
the vocals, used to be the organist and
while he wasn’t as strong as Eyre, he was
considerably more original and incisive.

Anyway. Mostly blues on the album,
except for Unheard, introduced by Dunbar
on mallets and sustained in an airy, free
piano solo by Eyre—his best playing on
the date. Other good things: the lonely,
melancholy Journeys (sic) End, with Eyre
unaccompanied doing Bach things on or-
gan and sliding into some blue phrases and
finally into a full-fledged blues. A sensitive
dialogue between organ and guitar en-
sues. Dig also the lyrics to Don’t Take the
Power Away, especially those of the first
chorus, Moorshead’s understated guitar on

. Rus-

Sugar on the Line, and his series of re-

marks (rather than a full-fledged solo) on
Leaving Right Away. On that cut, Eyre
begins with some fine gospel-tinged blues
piano. Reminiscent of Timmons, but with-
out the latter’s sense of drama, so that the
solo begins to wallow a bit. But quite a
nice album, all told.

A regrouped Small Faces, featuring Rod
Stewart, has released First Step (Warner
Bros. 1851). Stewart’s solo album, released
some weeks earlier, is better. Small Faces’
album is varicgated and interesting, well
and cleanly performed, but it’s too studio
—not enough sparks flying. Stewart’s vo-

cals are greatly more subdued here. He
can be, in much the same way, nearly as
exciting as Joe Cocker, but First Step con-
tains few transcendent moments.

Some nice cuts, chiefly Srone, a blue-
grass thing, alive and joyful, with Stewart
contributing resonant banijo work: Around
the Plynth, with Ron Wood playing im-
pressive steel guitar, which souunds just
slightly distorted, so that the piece both
snakes around itself and, because of the
Kicking rhythm, is propelled strongly; and
Looking Out the Window, a fine, medium-
rock tune with innovative organ by Ian
McLagan, sensitively and strongly sup-
ported by bassist Ronnie Lane.

David Bowie has gained enormous pop-
vlarity in England. His debut album
(David Bowie, Mercury 61246) shows
him to be a sensitive lyricist, a reason-
ably effective singer in the soft-voiced,
plaintive Hardin-McCartney mold, and an
imaginative if sometimes over-dramatic ar-
ranger.

The lyrics of Space Oddity, Unwashed
and Somewhat Slightly Dazed, God Knows
I'm Good and The Cygner Committee are
all first-rate. Oddity is especially poignant
in view of our most recent orbital dis-
aster; Dazed has grotesquely imagistic
lyrics, strong but somewhat marred by the
narrator’s smugness about his own ability
to shock the uptight straights; Good is
touching, a chronicle of a True Believer
trapped by poverty in a materialistic cul-
ture. She is basically good, so when she
shop lifts, “God may look the other way,”
but when she’s caught, and faints, “Surely
God won’t look the other way.”

Cygnet is complex, dense—and quite
simply sensational. It is the statement of
a leader/god-figure after the “Love” rev-
olution has been accomplished, sowing not
love at all, of course, but tyranny and
death. He speaks one especially poignant
line: “Because of you (the revolution-
aries) I need to rest,” which is an ironic
and effective way of reconsidering the
Seventh Day. Bowie’s vocal begins in a
wistful vein and becomes progressively
more anguished and strident, ending in a
big bolero crescendo (which is somewhat
hampered by the two drummers’ lack of
togetherness). Altogether one of the finest
contemporary songs I have heard, ever,
although this may not be its definitive
performance.

[t is not a great album: too much easy
irony, a trifle self-indulgent (though Bowie
is less culpable in this regard than many
others in the field), and musically far
from innovative. (Memory of a Free Fes-
tival, for instance, is a thinly disguised
reworking of Hey Jude, a sad-happy bal-
lad ending with a long, long, long chant
in the white soul mode.) The instrumental
backing is competent but unspectacular.
Yet Bowie is a sometimes superb lyricist,
and Cynget makes hearing the album a
necessity.

Van Morrison is another unique and orig-
inal songwriter; his second album (Moon-
dance, Warner Bros. 1835) contains enor-
mous variety, and Morrison delivers his
compositions, some Motown-oriented, some
jazz, some subdued rock, in a refreshingly
casual manner, though evincing the neces-
sary punch in reserve.



His lyrics aren’t poetic, but they usu-
ally get the job done effectively and eco-
nomically; his melodies aren’t self-con-
sciously new, but you haven’t heard most
of them before—which is a larger claim
than it may appear, given the current
scene. Stoned Me and Glad Tidings are
incurably joyful. The title track is set to
a bubbly jazz rhythm, with Colin Tillton
weaving bouncily behind Morrison’s vocal.
Into the Mysuc will be famxhar to AM
listeners, since Johnny Rivers covered: it.
Needless to say, Morrison’s version is hoth
less polished and immensely more authen-
tic, although the song itself isn’t one of
his strongest.

My favorite on the session is Everyone,
which has a Bach-like clavinette intro by
Jeff Labes, who supports Morrison’s vocal
intricately and interestingly. Nice lyrics,
nice melody.

Morrison, a refugee from Them and the
composer of some hard rock classics,
among them Gloria creates the same sort
of effect as John Sebastian—not that the
contents of their music are similar, but
rather that both sneak up from behind
and become your friends before you even
know you like them.

Finally, Troyka, a trio (what else?)
consisting of drummer-vocalist Mike Rich-
ards, guitarist-mandolinist Bob Edwards
and bassist Rumor Lukawietsky, the only
echt Russky in the bunch.

The album (Troyka, Cotillion 9020)
is mainly hard rock, much of it in the
leering, evil bag of the Doors, and most
of it quite good. There are several intro-
ductory and concluding interludes of elec-
trified Russian folk tunes; if there’s a
message there, I missed it.

Natural has Richards being pretentiously
evil, but the instrumental build climaxing
in a free section before the tune winds
down is awfully well done. Early Morning
is a pretty, wistful carny tune on organ
(played by whom?); the next cut, Life’s
0.K., is a rock setting—hard—for a March
of the Tin Soldiers concept. The next two
tracks are more evil stuff, the second of
them with nonsense lyrics. The side ends
with a Russian folk melody.

Side two begins wgh another 30-second
folk line, followed by an original in the
Who Do You Love tradition; Edwards’
guitar is deriyatively S.F. on this number.
Dear Margaret is an Eastern European
tune with English lyrics, and the last full
track, and the best, is a medley of two
songs, beginping with a conventional rock
tune‘ and moving into a sort of freaky
circus rhythm that Edwards, on guitar,
rides over, playing countryish guitar but
going atonal at several junctures and play-
ing off-key phrases at others. This segues
to a misterioso passage led by Richards
using sticks on the rims of the drums.
The cut ends with a brief reprise of the
original thematic phrase.

A lot of the album, as I've indicated,
is somewhat overblown, but the musician-
ship is good, some of the concepts are
new and intriguing, and the band plays
well together. If they can do as much with
the eclectic elements they’'ve chosen to
work with as, say, Kaleidoscope, Troyka
may come off as quite an impressive
group. db)

Hello,'m Johnny Cash.

| want to tell you about
the sound of the Hohner
harmomca.

‘EJ

It’s asound that’s as much a part of
America as the lonesome wail of a freight
train in the night.

A sound that was first heard back
in the 1850’s when Hohner harmonicas
soothed restless mountain men, homesick
sailors and weary plantation workers.

During the Civil War, the sound was
JohnnyReb playing “Dixie” at Shiloh
and Lookout Mountain. While across the
lines Union soldiers played “John Brown’s Body.”

Cowboys broke the prairie stillness with Hohners. Railroad men kept
them in their overalls as'the great iron beast pushed west. Wichita,
Pocatello, Sacramento.

The sound went with boatmen up from New Orleans. Lumberjacks
in Coos Bay. Miners in Cripple Creek. Farmers in Dyess, the little town
in Arkansas where I grew up.

I remember hearing it back then. Good times or bad, the humble
harmonica has been in America’s hip pocket as we grew up.

- And it’s still there today.

Because it’s a sound that’s simple and true.

Happy and sad. A reflection of life, past and present.

It’s not surprising that today Hohners fit so
naturally with any kind of music. Blues, Folk and Rock.
In fact, Hohner makes over 160 different kinds of
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even a neck holder so you can play harmonica and guitar at the same time.

Me? I use the good old Marine Band for songs like “Orange Blossom
Special.” It gives me just the sound I want. Pure and honest.

You can get the same sound I do. Just make sure that when you
get a harmonica, you get the very best.

Hohner.

Get yours today wherever
musical instruments are sold.

M. Hohner, Inc., Hicksville, N.Y. 11802
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BLINDFOLD TEST

JOE ZAWINUL

1. JOHN MURTAUGH. The Sine Wave's Con-
nected to the Pulse Wave {from Blues Current,
Polydor). Murtaugh, composer, Moog synthesiz-

er; Herbie Hancock, piano; Gerry Jemmott,
electric bass; Bernard Purdie, drums,

RMcC: I really have no idea who that
was. I like the feeling that the bass player
and drummer get, especially the drummer;
he really knocked me out with that rock
feeling. I'd like to take a guess and say
that’s Bernard Purdie, because he’s doing
a lot of things like that now, he’s very
popular. The feeling was very good al-
though I didn't particularly like the com-
position. It sounded like someone was just
trying to make a rock tune. I really have
no idea who it is, but I'll give it two stars
for Bernard Purdie, if that was him, be-
cause I liked the feeling he got there.

JZ: First of all, the musicians seemed
very capable, especially the drummer. The

melody was a very watered-down thing -

.. . I didn’t care for it that much.

LF: Did you know anything about the in-
strumentation?

JZ: 1 haven’t heard too many things done
in that way, but at one point is sounded
like it could have been done with a syn-
thesizer. Today it’s difficult to tell because
you can do so many things in the studio,
but it could have been a Moog. However,
I didn’t care for that record. They’re very
good musicians; very good musicianship,
but a very light composition. One star,

2. KARL BERGER. From Now On (from Tune
In, Milestone). Carlos Ward, alto saxophone;
Berger, composer, vibraharp; Dave Holland,
bass; Ed Blackwell, drums.
JZ: That sounds nice. I like the tune, it
sounds like a tune that Ornette is writing.
The bass player could have been David
Holland. I don’t know who the vibra-
phone player was, but I like the whole
feeling very much. They got into some
nice exciting moments in there. That might
have been a European vibraphone player
. just a guess, because I haven’t heard
hxm too much it could have been’ Karl
Berger. I'd give it four stars.
LF: Why did you say European? What is
there about it that makes it sound that
way?
JZ: It’s a certain feeling. There’s nothing
wrong with it. That wasn’t said in a nega-
tive way at all,
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JOSEPH L. JOHNSON

RMcC: I like the feeling of the record
too. I like the way they were playing
around with the tune, tpe time feeling in
the rhythm section, against what the tenor
player was doing. I don’t recognize who
it was . . . the bass player—this would
really be a wild guess because I haven’t
heard him in a long time—reminds me of
the way Henry Grimes used to play. I'd
give that three stars.

JZ: The drummer is really beautiful, too,
and the saxophone player . . . alto, wasn’t
it? I think I recognjzed David because I
had a chance to play with him with Miles.
And the tone and the concept of wa}!cing.

3. ELVIN JONES. Yes. (from Poly-Currents,
Blue Note), Fred Tompkins, flute, composer; Joe
Farrell, bass flute; George Coleman, tenor sax-
ophone, Wilbur Little, -bass; Jones, drums.
RMcC: That sounds a bit like Elyin Jones’
new group. Sounds' like Joe Farrell play-
ing flute and maybe overdubbed tenor.
The feeling was good, although I didn’t
particularly like the tune. I couldn’t hear
the bass player at all. Was he playing? Joe
sounded good, he” has a nice sound on
flute, it’s clear. I'll give that two Stars.

JZ: 1 agree with Roy. It sounded in the
beginning like Elvin used to play a while
ago. You know, if’s kind of difficult to
rate anything, really. But that was a nice
little tune. Usually when I listen to Elvin
Jones I get more fire, but I know how it
is on recordings; you cannot get it over.
But for him, and for his musicians, al-
ways ten stars. We just had the good for-
tune to hear him in person, and it was
just unbelievable. So, anyway for the tune
and the feeling, I'd rate that three and a
half stars.

RMcC: I've admired Elvin for years, and
he’s one of the nicest guys I know. When
I first came to New York and was with
Art Farmer’s band, it was guys like Elvin,
Art Blakey, Max Roach, that took me
aside and showed me what was happening
with the drums. I don’t know if guys do
that any more, but they really were a big
influence on me.

4. TOM SCOTT. Be-in (from Hair To Jazz,
Flying Dutchman). Scott, flute; Roger Kellaway,
piano, harpsichord; Chuck Domanico, bass;
John Guerin, drums.

JZ: 1 don’t know what that was at all.

by Leonard Feather

In the past two or three years (that is to say, since the initial
impact of Mercy, Mercy, Mercy began to wear off), Joe Zawi-
nul has managed to establish a public image more fully repre-
sentative of his total potential.

To most observers who have followed his progress during
almost a decade with Cannonball Adderley, he is respected not
simply as Vienna’s No. 1 Soul Brother, but as the writer of
such outside works as Rumpelstiltskin, as leader of a small combo
that produced the splendid session on Atco (S-3004) and of the
more ambitious group heard on Vortex (2002) in his remarkable
Rise and Fall of the Third Stream.

His collaboration with William Fischer on the latter’s album
led to a major participation in Adderley’s recent “Quintet-and-
Orchestra” album, for which Zawinul and Fischer co-composed
and the latter conducted the much discussed Experience In E.

Following is the first part of a joint Blindfold Test with his
Adderley colleague drummer, Roy McCurdy, concluding with a
fecord by Yusef Lateef, who was a member of Cannon’s 1962-4
sextet. Zawinul’s last solo Blindfold was in the 6/1/67 issue.

It sounds nice. I didn’t particularly care
for the harpsichord.

RMeC- It really sounded like chamber
music in the begmmng—and it sounded
like rock musicians too.

JZ: Isn’t that from the musical Hair? 1
like the flutist and also the piano player.
1 don’t know who that could be. Soynded
at times a little like Roger Kellaway. It
even sounded at one point like Monk, but
it wasn't Monk. I enjoyed when 'they
started getting into it more than at the
beginning. It sounded too contrived in that
German classic sense that I don’t like too
much. It’s an enjoyable track and I would
say three and a half stars.

RMcC: It’s good for what they were try-
ing to do.

JZ: 1 don’t particularly care for music
when it just completely changes character
in the middle of one tune.

RMcC: I don’t have anything else to say
about it, because I don’t recognize any-
one at all. I think I’d rate it three stars.

5. YUSEF LATEEF. Back Home (from The Blue
Yusef Lateef, Atlantic). lLateef, composer, tenor
saxophone; Cecil McBee, bass; Roy Brooks,
drums.

RMcC: We both recognized that as Yusef,
and I love Yusef, I can’t say enough about
him. He’s my man—and my neighbor. I
didn’t recognize anyone else playing with
him, in the rhythm section. I know he
used to have James Black with him, but
that didn't sound like him, especially in
that rock-type beat. Because it was Yusef,
I'll give it three stars.

JZ: To me Yuself is always so pure in
his ways that I always love his music.
First of all, though, I didn’t like the sound
of this, I couldn’t hear bass. It seems”like
the bass is not right up. I was just for-
tunate to make an album with Yusef and
every tune is so together, so prepared.
He’s such a spiritual and wonderful hu-
man being, all his music has to be the
same. I would have to rate that, for Yusef,
four stars at least. It was really a beauti-
ful experience for me to work with Yusef
in Cannon’s band. He always was—and
still is—trying to do new things all the
time,

RMcC: He’s a beautiful man, The sound
he gets on all his instruments is fantastic.



CAUGHT IN THE ACT

Tommy Vig

Caesars Palace, Las Vegas, Nev,

Personnel: Louis Valizan, Merv Harding, Wes Nicholas,
Jim Fuller, Walter Joh Red Rodney, trumpets;
Archie LeCoque, Gus Mancuso, Dan Trinter, Hoot
Peterson, trombones; Ted Snyder, tuba; Dick Pal-
adino, Charlie Mclean, Rick Davis, Tom Hall, Willy
Perry, reeds, flutes; Adelaide Robbins, piano; Vig,
Emil Richards. vibes; John Worster, bass; Elek Bacsik,
guitar, electric viola; Sandy Savino, drums; Richards,
Roger Rampton, Vig, percussion.

Catching musicians “in the act” is down
beat’s not-so-furtive way of letting read-
ers know how certain groups sound in
live, spontaneous situations that cannot be
erased, overdubbed, edited, or most im-
portant, taken again. Some musicians are
unaware of the curious ears and note-
taking on the other side of the lights.
Others, versed in the advantages of public-
ity—favorable or otherwise—practice per-
sonal p.r. and invite critics to “catch” them.
Still others, miles outside the social main-
stream, couldn’t care less about their press.

Then there’s Tommy Vig, the “Magyar
mother,” the “Hungarian hurricane,” who
disposes of convention the way he would
a plate of goulash. You couldn’t put him
in any of the above categories and expect
a perfect fit; he is a category all by him-
self. Thus, for his Fifth Annual Tommy
Vig Concert, we had the spectacle of yours
truly on the stage of the Circus Maximus
behind a desk with a huge down beat
sign. (Leave it to Vig: even the lower
case logo was accurately duplicated.)

There was as much method as there was
madness to the scene. Vig not only pro-
vided me with a seat close to the band;
he saw to that I had a desk, writing par-
aphernalia and credit. My task was to
review his musical offering, and enlighten
the audience when Tommy wanted certain
numbers introduced.

As the curtains parted, I wondered how
Vig planned to begin his concert. At last
year’s affair, he made a “swinging” en-
trance on a rope. Two years earlier, thin,
wiry, deadpan Tommy, clad in a flowing
Mandarin robe, ran across the stage to
take a hefty swat at the biggest suspended
gong this side of J. Arthur Rank.

Vig did not disappoint me or the over-
flow crowd this year: on cue, all 22 side-
men stood up and came forward, lining
up according to height with instruments
at port arms, while a photographer clicked
away. Another cue, and another pose—
this time yearbook style, with “shorties”
crouching down front.

The next cue was a down beat, and for
the moment, the Tom-foolery was over,
despite the fact that the opener belonged
to Johann Strauss. The You and You
Waliz is one of Tommy’s most characteris-
tic swingers: plenty of barking brass; tight
concerted writing at a brisk 3/4; and
every time you turn around, the chart
modulates. Intense big band excitement,
goosed by Savino and sparked by out-
standing solo work: first the alto of Mc-
Lean: then back-to-back and simultaneous
vibes solos by Vig and Richards, while
guitarist Bacsik comped with Montgomery-
type riffs.

The next tune, Memories, was written
by Tommy’s father, violinist George Vig,
who was in the audience. He must have
enjoyed hearing his flowing melody with
piccolo doubling the brass lead (a bal-

ladic trademark of the younger Vig). And
he must have appreciated Harding’s sensi-
tive fluegelhorn solo.

Long Short Plus turned out to be an
aptly named up-tempo orginal named after
“the typical American jazz phrasing of
long-short.” The chart was riddled with
trochaic meter. In the midst was a mem-
orable trumpet solo by Valizan, and it all
ended on an upward brass sweep once
known by the onomatopoetic phrase “doit.”

Displaying as much virtuosity on vibes
as he does in planning a well-paced pro-
gram, Vig spread out four mallets for an
unaccompanied Here’s That Rainy Day.
The tempo was free, the mood pensive,
the harmonies luxurious. He also made
fine use of the damper pedal while “re-
leasing” one note way on top to contrast
against the oscillations.

With a pause just long enough to set
the tempo, Vig launched the rhythm sec-
tion into What, and took a long solo over
the cooking foundation. McLean soloed,
using his biting alto tone to show his
mastery at developing idea upon idea.
When the rest of the band caught up with
the rhythm section, the momentum built
to a number of powerful climaxes.

Paladino was featured in an overly long

JOHN BENNETT

Angel Eyes. His tone was sensuously beau-
tiful, but one got the impression that no
signal had been pre-arranged between Pal-
adino and Miss Robbins. (The backing
was rhythm section only.)

The (surireal Tommy Vig manifested
himself during the first-half closer, Collage
Two. After taking great pains in adjusting
Bacsik’s seat in front of the band, it be-
came clear that the guitarist was not about
to play one note. There were no notes for
the rest of the band either as they stood
motionless. At this point, yours truly had
to read at random from a dictionary. 1
never did understand my contribution, but
it didn’t matter: Vig was throwing sounds
on his highly personal musical canvas, and
the collage included a fine straight-ahead
jazz solo by trombonist Mancuso; trumpet
swipes a la Woody with Richards on
bongoes and Rampton on kettledrums; wild
brass riffs on a line you would ordinarily
expect to hear from a bass; vibes glissandi
by Richards and cymbal crashing by Ramp-
ton. Then. with the changes strictly blues,
McLean, Mancuso, Davis, Hall and Perry
blew their way off stage in single file.

Musicians will be musicians, and part
two of the concert found some late-comers
straggling back self-consciously—all except

Vibes Vortex: Emil Richards (I) and Vig
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Davis. The tenorist took the best way out
and marched right up on stage blowing,
making it look like a film of Collage Two
run backwards.

The number he and the others were
playing was one of the big band high-
lights: Vig’s C-Side, featuring an excellent
piano solo by Miss Robbins plus some
booming bass lines by Worster, who lent
a feeling of double lime to the relaxing
chart.

Gypsy In My Soul provided the ethnic
and electronic high points: Bacsik did
some things on electric viola that they
said couldn’t be done, while his com-
patriot tantalized him with some remark-
able tambourine playing. After Vig switched
to vibes, the pair exchanged fours at a
frantic tempo, ending after each had con-
tributed a dazzling cadenza.

Another way-up chart heard McLean
and a highly responsive Red Rodney on
Pick Yourself Up. Following a fine Savino
explosion, the theme could be heard in the
brass as a slow counter-point to the saxes,
the whole affair ending unresolved on a
minor seventh—like a dancer with one
foot in the air.

Rodney returned and distinguished him-
self on a haunting ‘Round Midnight, be-
traying his love for the bop idiom. More
bop was heard as Richards was show-
cased on vibes with Well You Needn't.
Vig was on drums for this one and nearly
stole Emil’s thunder as he turned a small
hole in Savino’s snare into a rim-to-rim
crevice.

Back to the big band sounds for Hap-
piness, a Vig original that revealed some
of the composer’s fingerprints: tight, bop-
oriented writing; wide-open chords at the
end of jagged brass phrases. Brief solo
honors went to Mancuso, McLean and
Savino. And as the curtain descended for
the last time, Vig called for a reprise of
the You And You Waltz.

In sum, it was an outstanding concert,
and the sidemen and featured soloists were
really “up” for the affair. To give some
indication of the reading ability of these
hand-picked musicians, all five regular
trumpeters (Rodney was added) are lead
men in five different hotels on the Strip!

While Vig’s programming was excellent,
he scheduled too much, and some solos
became as wearying as they were well-
played. Finally, a highly technical point:
from my vantage point (I was practically
in the rhythm section) I could see and hear
a conflict of voicings between guitar and
piano—and, in some jam situations, differ-
erent substitutions. Perhaps Tommy should
indicate root tones in case these non-com-
plementary instruments should meet in fu-
ture rhythm sections.

Here’s hoping Vig’s annual orgies never
end. Thanks to his dedication and the co-
operation of AFM Local 369 and Caesars
Palace, the cream of Las Vegas’ jazz-
starved musicians have an outlet they can

gamble on, knowing they’ll come out
ahead. —Harvey Siders
Jimmy Heath

Jazz Tagskaegget, Aarhus, Denmark

Personnel: Heath, soprano, tenor saxophone; lars Ager-
baek, piano; Palle Laursen, bass; Jorn Elniff, drums.

Heath is a no-nonsense musician. With-

out much fanfare or publicity, he came
to Aarhus, unpacked his horns, and scored
a solid, personal success.

Maybe he was a little underrated be-
forehand. Danish listeners tend to con-
sider him the third of the Heath brothers.
Drummer Albert is well known and pop-
ular here, has been featured at the Mont-
martre in Copenhagen and played at the
Tagskaegget on numerous occasions. Bass-
ist Percy is known by all as a member of
the Modern Jazz Quartet. But who have
heard of Jimmy Heath?

The little, intense 43-year-old musician

VALERIE WILMER

caught us off guard and blew his way into
our hearts.

The combination of American saxophon-
ist and Danish rhythm section has been
heard on many occasions during the last
10 years, but sometimes it is still worth
hearing. This time the rhythm was not up
to the soloist, especially the unsatisfactory
bass playing of Laursen.

Pianist Agerbaek has been working quiet-
ly in Aarhus for several years, and he is
still making progress. Using the Red Gar-
land-Wynton Kelly tradition as his basis,
the young piamist still tends to pack too
much into the phkrases, but he is on the
way to becoming a good and tasteful
accompanist.

Drummer Elniff, 32, is the enfant ter-
rible of the Danish jazz world. Very close
to the late giants, Oscar Pettiford and Bud
Powell, Elniff perhaps received too many
laurels at too early an age and seemed
too cocksure for his not always too broad-
minded colleagues in Copenhagen. But the
public in Aarhus is happy to have this
Oliver Hardy-looking drummer in town,
and when he is in the right company, he
is still by far the best drummer in the
country. His technique is flawless, his imag-
ination works small wonders behind the
soloists, and the swinging balance of his
cymbal playing is of such rare quality that
he almost can make the listener forget a
sloppy bass player.

Heath is primarily a tenor saxophonist.
He played only an average of one number
a set on soprano, using it on medium-
tempo tunes—for instance, Autumn Leaves
—and although he seemed to be most
daring and unconventional in his impro-
visations on this instrument, it was his



playing on tenor that inspired the audi-
ence.

Utilizing direct rhythmic phrases and
staying in the natural register of the tenor,
he was able in medium and moderate up-
tempos to bring the rhythm section into
a unit, after all, and with masterly support
from Elniff’s drumming, the music at
times became inspired jazz. When that
happened, Heath often left the usual tenor
register and used flageolet notes or the
bottom register with an almost surprising
power. In these numbers his four-and/or
eight-bar chases with Elniff were pure
rhythmic joy.

He also played some ballads, on open-
ing night especially a tender version of
Autumn in New York, and again, Jimmy
Heath proved himself to be much more of
an artist than many in the audience had ex-
pected. —Finn Slumstrup

Stan Kenton

Left Bank Jazz Society,
Famous Ballroom, Baltimore, Md.

Picking up on the new Stan Kenton
band is a little like picking up a book you
enjoyed as a teenager—nostalgic but dis-
appointing.

Understand, I’'m not criticizing Kenton
for not having the same effect on me as
he did when I was in high school in New
Jersey and we used to catch the band at
Birdland and at the Steel Pier and buy the
45 albums and go to see Blackboard
Jungle to groove to Sal Salvador and
Maynard Ferguson playing [nvention for
Guitar and Trumpet (from the New Con-
cepts album—remember?), while all the
other kids were digging Bill Haley or
somebody. I know you can’t go home
again.

I am criticizing Kenton for fielding a
band whose main distinction is its ability
to reproduce the Kenton sound of 15
years ago, stylistically at least, but without
the substance and soloists of those great
bands—and it seems to me that they were
great. Kenton, in short, is no longer in-
novating; he is, if anything, recapitulat-
ing.

There are plenty of new faces in the

band (saxophonist/arranger Willie Maiden
was the only old-timer I recognized) but
no one—perhaps it’s asking too much—to
compare with the Rosolinos, Candolis,
Konitzs and Simses of yesteryear. Arrangers
like Bill Holman and Bill Russo have gone
on to other things, and no one has taken
their place—if indeed anyone could. The
esprit of the new band seems forced; their
material stagnant.

The band opened with Here’s That Rainy
Day, which began with very soft trombone
voicings, followed by a muted trumpet solo
by Warren Gale, and then the famed
Kenton fortissimo, the screeching brass,
the outspread hands, the broad smile (ap-
plause) set the tone for the afternoon—
a return to the ’50s.

Willie Maiden’s 4 Little Minor Booze,
with Gale again (he is the band’s out-
standing soloist) was a nice blues and
Tico Tico featured a strong conga solo by
Brazilian drummer Efrem Logreira. Ken-
ton had a new piano introduction for
Artistry in Rhythim. And midway through
Hey, Jude, the tenor player (Richard Tor-
res, I think), the Fender bassist, and
Logreira again got a nice rock feeling
going but the full band seemed unable to
extricate itself from the final riff, which
was repeated ad infinitum.

And so on. There were some nice mo-
ments in the second set: a single note
struck by Kenton emerging from the scream-
ing brass on Somewhere, from West Side
Story, and a fine trumpet duet by Gale and
Warren Kastner, who complement each
other nicely, on What's New. Other selec-
tions, from Malaguena to McArthur Park,
were more or less musically predictable
and offered few surprises.

If any of this bothered the crowd at
the Famous Ballroom, they didn’t show
it. It was Kenton’s first trip east in a while
(the band has a European tour set for the
fall) and his first appearance for the Left
Bank Jazz Society.

But a leader needs more than nostalgia
to trade on these days. And no amount of
forced smiles from the section men will
make something happen in a band where,
regrettably, not much is. —James D. Dilts

Adolph Herseth, First Trumpet. Chicago Symphony Orchestra

JUDY WEBSER
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WORLD'S ONLY

STEVENS @) COSTELLO
EMBOUCHURE CLINIC

Roy Stewens, 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
EMBOUCHURE CLINIC

1576 BROADWAY

NEW YORK CITY, N.Y. 10036

EMBOUCHURE TROUBLE-SELF ANALYSIS
Phenomenal-Triple C-Embouchure Technique

Volume 1 and 2 Combined
Publication Date —— about December 30th

Regular Price Pre-Publication Price
$35.00 $25.00

Contents: How to analyze and correct faulty embou-
chure regardless of your present way of playing. How
to start beginners on any brass instrument. How to
make transition from a limited embouchure to an
unlimited embouchure capable of a range up to
triple C. How to overcome physical deficiencies in
relating to the production of sound. How to detect
and correct a faulty embouchure in some one else,
whether you are a playing or nonplaying teacher.
How to breathe correctly.
INTRODUCTORY SPECIAL
Make check or money order payable to:
ROY STEVENS EMBOUCHURE CLINIC.
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Just a few copies left . . ..

MUSIC ‘70

Contents include two complete arrange-
ments: Billy Strayhorn’s ‘'Chelsea
Bridge’” as scored for the Ellington
band; and Joe Zawinul’s ‘“"Country
Preacher’’ as scored for Cannonball
Adderley’s combo . . . plus a Clifford
Brown discography; Tribute to Coleman
Hawkins and many, many more fea-
tures worth saving.

Send $1.25 for each copy of MUSIC ‘70.
Postage free to any address in the world.
down beat/Music ‘70
222 West Adams St., Chicago, IL 60606

(MUSIC ‘71 will be available
in January, 1971)

QUALITY MANUSCRIPT PAPER

W Eye-ease white stock, 8%, x 11“,

W 12 staves printed on two sides.

W 3 side holes for easy notebook use.

W Suitable for pen or pencil notation.

B Low, low price: only $1.95 for 100 sheets.
M Buy the 500 sheet package — only $8.75.

W Shipped postage-paid anywhere. No C.0.D.

[ music |

WOr $
—=——"pubitications
down 222 West Adams Street
beat chicago, lllinois 60606
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send $12.95 for a
different Hi-Hat jingle device.
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CARROLL SOUND, INC.
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BOOK AEVIEWS

| The Jazz Tradition, by Martin Williams.

Oxford University Press, 232 pp.; $6.50.

This excellent book—a collection of 16
essays forming a cogent whole—is a kind
of summa of Martin Williams’ achieve-
ments as an interpreter of the art of jazz.

Williams is among the ablest critics jazz
has produced. He is one of the few jazz
writers whose perspective encompasses the
totality of the music, and he approaches
each style and individual not merely with
understanding but with empathy.

In these essays, including an introduc-
tion on meaning in jazz and ranging from
Jelly Roll Morton to Ornette Coleman,
Williams examines the contributions of 16
major artists, placing each within the con-
text of the jazz tradition, which he illumi-
nates in the process. In addition to the
two already mentioned, they are Louis
Armstrong, Bix Beiderbecke, Coleman
Hawkins, Billie Holiday, Duke Ellington,
Count Basie and Lester Young, Charlie
Parker, Thelonious Monk, John Lewis
(and the MJQ), Sonny Rollins, Horace
Silver, Miles Davis, and John Coltrane.

Inevitably, some of these attempts are
more successful than others. In my opin-
ion, the Holiday and Monk chapters are
perhaps the finest, the one on Coltrane the
most provocative, and the one on Hawkins
the least satisfying. And Ellington may be
too big a subject for an essay. But each
discourse will in some way reward even the
most seasoned appreciator of the artist
with some new insight.

Inevitably, too, Williams relies on rec-
ords to build and illustrate his points.
Records are the only form in which jazz
acquires permanence, and Williams is as
thoroughly acquainted with the literature
as any but the most specialized writers—
who lack his scope. And what a good lis-
tener he is! One wishes, however, that he
had not relied on records almost exclu-
sively in dealing with the work of artists
he must also have heard performing live—
later Hawkins, for example, and Parker.
The records are not the whole story.

This brings us to one of the book’s few
weak spots: Williams® ambiguous attitude
towards the jazz environment, as it relates
to the crucial (if one makes it so) differ-
entiation between popular and serious art.
Concomitantly, he underestimates the jazz
audience, putting “fans” in quotes and
otherwise adopting an elitist attitude. (His
discovery that John Lewis and Count
Basie have things in common was made
long ago by the hip “fans” on 52nd St.,
who called Lewis “Count Basie Jr.,” for
an instance.)

Thus, in the final passages of the Parker
chapter, when Williams says that for “a
large segment of its audience (jazz) is not
quite an art music or a concert music . . .
still something of a barroom atmosphere
music,” and concludes that the boppers
failed to establish “a new function and
milieu for jazz,” and that they had “few
traditions of presentation, of personal con-
duct before an audience, of stage manner,
even programming to guide them,” speak-

SUPER
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ing of the “vaudeville,” “hoopla presenta-
tions,” and “grinning and eye-rolling of
earlier generations of jazzmen,” he is be-
ing unfair both to the men of bop and
their ancestors.

This is somewhat astonishing when one
considers that Williams’ emphasis through-
out the book is on the two-way flow be-
tween tradition and innovation that inter-
connects all jazz. When he hears Louis
Armstrong in Miles Davis, finds small-
band swing and Kansas City jump in
Horace Silver, and Basie and general
swing-era practices in the work of the
MJQ, he has gotten inside the music.

The more baffling, then, that he should
fail to realize that the paradoxical combi-

nation of “barroom atmosphere” and in-
tensely serious playing and listening is in-
separable from the jazz tradition, and that
techniques of performance and presenta-
tion, highly sophisticated and effective—if
different from those of western high cul-
ture—were worked out by jazz artists long
ago and continue to serve those who know
how to adapt them. In his way, Monk is
as great a showman as any mythical eye-
rolling vaudevillian, The point about some
modern jazz players is not that they had
no viable performance tradition to draw
on, but that they deliberately abandoned it.

But perhaps such misunderstandings are
the ‘price the serious jazz critic has to pay;
he does his work in an atmosphere con-
siderably more rarified than that in which
the artist lives and creates.

If Williams deals better with the music
itself than with other (if sometimes in-
separable) aspects of jazz, however, that is
after all the essence. And when he does
allow himself to become sympathetically
involved in these other aspects—as he does
in the Holiday chapter—the results are
such one wishes he’d do it more often.

As most books published nowadays, this
one is marred by typographical errors,
often in the case of proper names. You
get no index, either, for your $6.50. The
only factual errors I noted are the mis-
dating of Ellington’s Symphony in Black
film (1935, not 1939), and the attribution
to Buck Clayton of Roy Eldridge’s lovely
solo on Billie Holiday’s Body and Soul.

(Martin is a Clayton fan. . . .)

More significant is the absence from the
Hawkins chapter of all but the most glanc-
ing references to the 1934-38 European
recordings, which include some of the
saxophonist’s most valuable and revealing
works. And if Buddy Rich's drumming
really was so “rhythmica]ly inappropriate”
to Charlie Parker’s music, how odd that
he shohld have been the drummer on Just
Friends, Parker's favorite among his own
records.

But it is a mark of the quality of this
book that a reviewer is tempted to go on
and on, agreeing and arguing. No person
genuinely interested in jazz will fail to
profit from reading it. For the true or rela-
tive novice, Williams opens many doors to

perception, For the seasoned listener, Wil-
liams provides the stimulus to re-investi-
gate familiar music with new insight and
test ingrained responses. One could ask for
nothing more.

When used in conjunction with the re-
corded music to which it so richly refers
(each chapter has an explicit discographi-
cal note) this not very large but highly
concentrated book becomes one of the best
guides extant to a fuller understanding and
appreciation of the music to which Martin
Williams has for so long brought percep-
tion, taste, and intelligence. If the style is
at times a bit dry, the matter is always
juicy. Highly recommended, especially to
those with very closed or very open minds
about jazz. —Dan Morgenstern
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down beat’s 14th Annual

Hall of Fame Scholarship Grants
to Berklee College of Music

In 1956 down beat established an annual schalarship pragrom in hanor of its Jozz Hall of
Fame, suitably located ot the Internationally famaus Berklee Callege of Music in Baostan,

U.S.A.

The Hall of Fame Schalarship pragrom pravides far fourteen (14) scholorshnp grants ta be
awdfded ta student musicions an the basis of their patential and current abilities.
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MEET JOE PASS!

The Award-winning man with the
Guitar who has written THE BOOK:

JOE PASS GUITAR STYLE

A GREAT Guitar book containing Theory,
Arpeggios, Scales, Chord Progressions,
Chord substitutes, Technique Exercises,
Solos, Everything for improvisin,
EAR TRAINING!! LEONARD F ATHER
(Author of Encyclopedla of Jazz) says:
“Anything Joe writes is of inestimable
value to the player and student.” LOUIE
LLSON says: “Joe Pass plays in my
band—hes the greatest! This book fills a
need for all guitar players > HERB ELLIS
says: “Pass is a Gas! This book is over-
due for all players.”’
Dealer Inquires Invited.

[] JOE PASS GUITAR STYLE $5.95

by JOE PASS and BILL THRASHER

i ! By CAROL KAYE

[ HOW TO PLAY ELECTRIC BASS
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2 Practice LPs for above book .......... $3.50
ELECTRIC BASS LINES NO. 1 (Soul, Boogaloo,
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NEW: ELECTRIC BASS LINES NO. 2 (How to
Sight Read Boogaloo, New Rock Lines, Funky
Duets, Recorded lines) ................ $2.50

[J NEW: PERSONALLY YOURS (The Complete Guide
far the Stnng Bass Player on Electric) Fmgenng.
Theory of Creating Soul & Rock Bass Lines,
Problems Solved in all situations, Loads of Pic-
tures, What it's like in the Studios) ..$2.50

[] CAROL KAYE COURSE. Complets learning pach
featuring 15 easy detailed lessons, above 4 books
3 Practice Cassettes (1 Rhythm), Quality mate
rial to give you a Professional touch ...$29.50

GWYN PUBLISHING CO.
P.0. Box 1015, Camarillo, Calif. 93010
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. Foreign (and Canada) add $1.50
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Sittin’ In

- By Art Hodes

There’s Been Some Changes Made .

SOMEDAY, SOME COMPANY will bring out
an LP that will trace the growth in jazz
piano from the earliest contributor to to-
day. If they do, they will have to include
the late Jelly Roll Morton. Jelly is a leg-
end. A lot has been written abotit him,
but after all is said, good and bad, if you
&ver bothered to hear him play the piano,
you came away with the realization that
he was a piano giant. In his heyday he
was-no one to mess with,

- My friend, clarinetist Volly de Faut,
tells me that Jelly would go out to Chi-

cago’s south side looking for some young

piano player who thought he was it and
cut him to ribbons—and incidentally win
himself some money doing it.

If Jelly were alive today, you know
something? He’d be playing electric piano.
He’d at least be playing it part time—in-
stead of the dogs we piano players en-
countered. And if some jazz buff would
object, he’d certainly read him off. For
above all, Morton was a player; an inno-
vator (he actually called himself that.)

For sure he wasn’t backward about try-
ing new things. He cut tracks on which he
introduced street sounds, whistles, conver-
sation, jive. Jelly was a musician-showman.
And a fine piano man. He has to be in any
list of the all-time greats.

A player of that stature wouldn’t put
up with the nonsense boxes we run into
on any given gig. And there’s a today
sound to the electric instrument that would
attract Jelly Roll. Not strange at all. Many
of the better plamsts of our time have
concluded this is true. Otherwise. . . .

- Just the other day the phone introduced

me to someone I'll call Mrs. Smith, who'

was throwing a party. I was free—or, in
any case, was available. So here 1 was,
making music for a large group of happy
people, with the booze free. She had told
me about her “grand” piano. “I don’t know
what shape it’s in, Art,” she said. “The kids
bang away on it. Maybe it needs . . .,”
etc. No: it was beyond that. If it were a
car, you'd have retired it years ago. And
this beast never was a Cadillac to begin
with. There were a number of people who
knew me real well—"“that’s Art Hodes
playing.” Luckily, what I was playing was
my electric piano. I'd tried Mrs. Smith’s
abortion. Forget it; back I went (and
stayed) on my e.p. Of course, I do say a
prayer that it doesn’t break down, an Edi-
son I'm not. But let me tell you: you
could sense the difference in that room
that the sound of my e.p. created. There
was a happy buzz-buzz; it felt as if I'd
gathered my children in.

Then, one evening on a gig, with what
I call my “new-jazz combo” (it’s a quin-
tet, with George Finola, trumpet; Jim
Beebe, trombone; Rail Wilson, bass, and
Hillard Brown, drums) with me playing
mostly the e.p.,, we run into a “sniffer.”
If you're not familiar with the breed, a
sniffer is a dyed-in-the-wool jazz buff, who
may have a great mint-condition record
collection. He may be involved in record-
ing or he may be a writer on jazz.

This sniffer pomted his - nose in the air,
breathed in our general direction, and an-
nounced, “This is not true jazz.” There
you are. He’s made a “Study” and come
to some very definite conclusions. He
knows the true stuff. And unfortunately,
he’s not going to be budged

Come back with me to “early” Chlcago
The time when they *“danced on a dime”
and it was “thHe toddlin’ town” and music
(live) was everyvx"here Louis Armstrong
was at the .Savdy, Earl Hines at the Grand
Terrace, Jimmie Noone and Johnny and
Baby Dodds at the Stables. Ah yes, the
Windy Clty was blowmg up a jazz storm.
But then on¢ day you looked around and
it was like the tune, “there’d been some
changes made.” Mainly, jazz had been
here and gone. ,

Most of the jazz players took off to
NYC. I hung on a bit longer. Don’t ask
me why—old memories, 1 suppose. Also,
I had much yet to pick up on. When
things get tough, people get down,.and
very likely youwll hear some blues. That
I dug. It was a time when you could
roam Chicago’s south side freely. I walked
the streets, and I listened. The wonderful
people taught me, and I learned. Even-
tually I hit New York.

Man, would you believe there were
folks there who collected jazz records,
who’d been listening, hearing the same
music you love, and tHat a -number of
them were trying to do-sométhing for the
jazz players and the music. -

I'd never heard of a jazz mag or for
that matter a jazz record label ’til I hit
New York. Actual people—Herman Rosen-
berg, Ralph Gleason, Steve Smith, Milt
Gabler, Gene Williams, doing somethmg
to promote greater understandmg of what
they chose to call “the real jazz’ * What a
change. Here 1 found movement Jazz
players were working at playmg jazz.s Un-
heard of; we had an audience. Peoble ac-
tually came into mght spots and pald to
listen to the music and applauded What
a revelation; you could connet:t the music
you loved with making a: living. 1 wis
awed, for how many tlmes had. we
searched out some woe-begone.joint iri ol
Chi and asked the boss if wé couldn’t set
up and play our music “and we’ll buy our
own drinks.” Yeah. :

Then, in a few years, change was, again
upon me. A “new” jazz. ha arnved and
a group of writers were proclalmmg it.
And we had a jazz war going. Jazz players
were divided into two camps. The *old”
was hurt, no doubt about it. Wars are
painful. And expensive. Where I had lis-
tened to Jelly, Earl, James P. thnson
this now was taboo. You worshipped the
immediate present.

We had a good 10 years of - this noh:
sense. No question; it got bad. I knOW‘ 1
was right in the thick of it. It was duijng
this time that Pee Wee Russell and 1
walked from 52nd St. to the Village &nd
knocked on the door of “this guy I know
who had this place, and maybe he’ll let
us have it.” Pee Wee was right; he did,



and he would. So, Pee Wee and Art’s
Back Room became a spot. Lasted a year
for me. And that’s where 1 was when a
call reached me from dear ol’ Chi for me
to take an all-star group into the Blue
Note.

It was agreed that I could bring Pee
Wee with me. Also Freddie Moore, drums,
and Bertha (Chippie) Hill to vocalize. We
were to be joined, in Chicago, by Floyd
O'Brien, trombone, and Lee Collins, trum-
pet. We were the Dixielanders. 1 could
work in a mixed band; that was something
new. We still had segregated unions then,
and I was told about the no-no’s. Well,
anyhow, it should have been a good gig.
There was the promise of a bright future.
1 was shown the big picture. I had to part
with friends when Zutty Singleton re-
placed Moore and Georg Brunis replaced
O’Brien. But that was as far as it got. We
talked about bringing in Wild Bill Davison
and Sidney Bechet, plus Pops Foster. A
dream lineup. But we were dealing with
human beings, and dissension set in. The
bubble burst.

“Hey, Art, how’d you like to do a fast
two in Minneapolis? A single.”

My 10 per cent friend, Freddy William-
son, who had brought me back to Chi
came up with this lifesaver. Then a little
later another friend, trumpet man Doc
Evans, arranger for me (I had a band
then) to bring my group up to Minneapolis
for an eight-week gig. During this stretch,
the Jazz at the Philharmonic troupe hit
town, and several of the players hit our
spot. After the set, they told me they'd
dug it, but one cat pointed out, “Man, I
couldn’t hear the piano. Man, get yourself
a good mike and put it right inside that
box. Blast it out at them.”

I got to thinking . . . here I am, laying
down background for the other cats to hop
on, and they're heard (and applauded)
and then it comes my turn, and outside of
the band, no one hears. Nuts. Get me a
mike. Let’s be heard. It’s great to do a
good job, but it’s also nice to be ap-
preciated. And don’t tell me an artist
doesn’t thrive on applause. So now I'm
mike conscious. But I'm still running into
bad pianos. Dogs. Firewood. So. . . .

It was Davey Tough who said, “Man,
you got to be careful; you can get elec-
trocuted.” And he was talking about the
guitar; he'd bumped into the equipment.
But in the next 20 years electricity really
took hold. Me? I didn’t go looking for it—
it just happened.

1 was “between engagements” and de-
cided to teach. Actually, I'd looked at my
hands and said to myself, “Man, you ain’t
doing nothing with these; you may as well
give them away.” So the thought of shar-
ing my knowledge and experience came
at me, and I started to teach “the art
of playing pop/jazz music on the piano.”
That was in 1957, and I never quite gave
up on it. Very rewarding (no, not finan-
cially).

Anyway, here I am in one of the large
music stores when an electric piano is
brought in. 1 try it; like kicks. But it’s
not quite it. So then I'm looking, and I
find one that gasses me. It’s that simple.

You look back and you see it’s been
nothing but change. For that little kid

who played for the dancers at Hull House
and had his first jam session with another
kid, Benny Goodman. Who took piano
lessons and had to take singing lessons
where he was the only boy in a choir.
And so, being constantly switched from
the alto section to the soprano and tenor,
he heard three-part harmony and developed
his ear. You hate this because you hear
the youngsters outside, playing and you’re
stuck with a bunch of girls. But you're
growing, musically. You're picking up on
pop sheet music your older sister’s been
buying, and you’re making it come alive.

One day, out of high school, and having
tried a hundred jobs, you get lucky. You're
offered a gig, seven nights a week, seven
hours nightly. Man, with tips you're hitting
$125 a week. But more important, you're
playing almost steady. No intermissions—
otherwise someone will holler, “There’s a
lull in the joint!”

The chicks (girl table-singers) complain
you can’t play in their keys, but you keep
learning. Later you get around and hear
other pianists, and you develop a style.
And that changes as you go along. Now
you're beginning to buy records and a
record player, and you're spending hours
digging and trying out things. Finally,
you're not working as much, but you’re
spending hours, days, chasing down “the
real stuff.” You've discovered the blues,
and it’s never gonna be the same for you.
You know what you want to play.

Man, you've got to change. You can’t
live this life without changing. A few
years back, there were millions of young-
sters who'd swear that all there was to
music was three guitars and a drum.
Looked as if it was here to stay. But no.
Something’s happened. Blood, Sweat&Tears
arrived on the scene. And other such
groups. The whole picture changes. Way
long ago we had jug bands. Pick up rec-
ords with kazoo, comb, washboard, home-
made fiddle. Good music too. That’s gone
—had their day and went away. You want
to revive it? Great. But you'll have to hit
the road and beat the bushes to try to find
even a little of the real thing.

And if you do, the real thing may be
exhausted from waiting around to be re-
discovered—rusted. Like a mechanical
something that hasn’t been touched for
years. It’s better when it keeps running all
the time. Layoffs kill you. The battle of
jazz killed a lot of guys because they
didn’t get a chance to play; they fell out
of the business and never did make it back.
Only the staunch of heart.

I think Duke Ellington said it for me
when he said, “Dance hall and clubowners
come and go, but the bands, musicians, go
on and on.” Yeah. I'm remembering James
Petrillo sending my quartet to a gig after
calling the owner who had a girl combo
and didn’t want to part with the idea.
“I'm sending you four guys that smell just
as good,” Petrillo said.

We've come a long way. Music has
come a long way. Great music will always
rate great. But it all hasn’t been said, not
by a long shot. And no musician with any
greatness will cease listening. And if you
continue to listen, you continue to grow.
But you never go back to where it was
when you first came up. '
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e Scores & Parts of band and combo
arrangements written for today’s
music—jazz/r&b/jazz-rock.

e Custom produced originals written
for advanced players at high
school, college, and professional
levels.

e Composed/Arranged by the best
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HANNA

(Continued from page 17)

only through this effort that you will be
able to play whatever you hear. Now I
don’t say any man can do everything he
hears, because some things are physically
impossible. And you can get to the point
that you hear things that are physically
impossible to play.

J.H.: How would you characterize your
playing . as conservative, modern,
avant-garde, or what?

R.H.: First of all, musical. I'm quite a
musical person; I recognize that. And I
don’t believe any of these categories that
you mention could, in a sense, contain me.
I've never fit into these categories—any
of them. Even before I knew what I was
doing, when T was playing Alouette or
Frere Jacques and the rest of them. But the
only way to characterize it is to know
more about music, and then one who
knows something about music might rec-
ognize Beethoven, or Dave Brubeck, or
Gustav Mabhler, or Debussy, or Art Tatum,
or whoever’s played music who has been
what I consider a good musician. At least
if not a great musician, a good musician.
J.H.: How would you rate Brubeck?
R.H.: He’s a good musician, a very good
musician.

J.H.: More a composer than an impro-
viser?

R.H.: Brubeck is an improviser too. Not
s0 much an innovator, but an improviser
and a fairly good one. And I don’t know
—to say something about his composi-
tional technique—I can’t talk too much
about that. What he has done is good for
what it is. But T didn’t single out just
Dave Brubeck; T could have used Erroll
Garner or anybody else for that matter.
At that point T was thinking of him. My
relationship to music and my sound and
quality stem from not only all of the peo-
ple T've heard but from the impression
that their music has made on me through
my whole life. So much so that when you
hear me play, or when anyone hears me
play, not knowing about all these other
people that T mentioned or that T've lis-
tened to or that T've learned from. natural-
ly they would say, “Gee, that’s something
I haven’t heard before.” Or, “That’s a
quality T haven’t heard before.” But it’s the
same quality—it may be naked or raw—
but it’s the same quality you find in—and
T don’t feel like ’'m putting laurels on my
back, I just feel its as honest as T can be—
the same quality you find in Rachmaninoff,
or Art Tatum, or Phineas Newborn, or
Erroll Garner.

It’s like when you find a good piece of
cloth. Well, you can make several different
kinds of clothing out of that piece of
cloth. You cut the cloth into 50 different
pieces and you give a section to one tailor
and another tailor and the other tailor
and the other tailor. Now. the cloth is of
good materjal—the best material—bu¢ the
kind of garment that’s made will depend
then on the tailor, on the person making
the garment. But it has no bearing, no
effect at all on the cloth—the cloth can
still be good material. You see, no matter
what the tailor does to it, it’s still going to
be good material.

readers:
poll

linstructions

VOTE NOW!

The 35th annual down beat
Readers Poll is under way. For
the next four weeks—until mid-
night, Oct. 30—readers will have
the opportunity to vote for their
favorite jazz musicians,

Facing this page is the official
ballot, printed on a postage-paid,
addressed post card. Simply tear
out the card, fill in your choices,
and mail it. You need not vote
in every category, but your name
and address must be included.
Make your opinion count—vote!

VOTING RULES:

1. Vote once only. Ballots must
be postmarked before midnight
Oct. 30.

2, Use only the official
Type or print names.

3. Jazzman and Pop Musician of
the Year: Vote for the person
who, in your opinion, has con-
tributed most to jazz or pop in
1970.

4. Hall of Fame: This is the only
category in which persons no
longer living are eligible. Vote for
the artist—living or dead—who
in your opinion has made the
greatest contribution to jazz. Pre-
vious winners are not eligible.
These are: Louis Armstrong, Glenn
Miller, Stan Kenton, Charlie Park-
er, Bud Powell, Duke Ellington,
Benny Goodman, Count Basie,
Lester Young, Dizzy Gillespie,
Coleman Hawkins, Billie Holiday,
Bix Beiderbecke, Miles Davis,
Jelly Roll Morton, Thelonious
Monk, Art Tatum, Eric Dolphy,
Earl Hines, John Coltrane, Charlie
Christian, Bessie Smith, Billy
Strayhorn, Sidney Bechet, Fats
Waller, Wes Montgomery, Pee Wee
Russell, Jack Teagarden, Ornette
Coleman, Johnny Hodges.

ballot.

5. Miscellaneous Instruments: In-
struments not having their own
category, with three exceptions:
valve trombone (included in the
trombone category), cornet, and
fluegelhorn (included in the trum-
pet category).

6. Jazz and Pop Albums of the
Year: Select only LPs issued dur-
ing the last 12 months. Do not
vote for singles. Include full al-
bum title and artist’s name. If
your choice is part of a series,
indicate volume number.

7. Make only one selection in
each category.
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McCANN

(Continued from page 13)

feel toward his music.

But revelations were not to cease, for
when I obtained a copy of Les McCann
Sings (Pacific Jazz S-31), 1 discovered
that my favorite pianist had likewise
become my favorite vocalist. Having
attempted to sing myself—mostly rock,
all ass and showtime—I had intently
pursued the influence of other singers
like Dizzy Gillespie and Bob Dorough
and Mose Allison, musicians who could
overcome their lack of beautiful throats
by their expressive musical personalities,
a fraternity to which Les quickly aligned
even though he by no means exhibited
any retarded dulcet prowess. Singing a
diverse collection of standards, lesser
knowns (notably Wonder Why), and
originals, ably arranged by Gerald Wil-
son, the vocalist McCann continued to
expose a true keystone of his style with
a forthright, even righteous, delivery of
remarkably cool proportion.

True, McCann occasionally fell prey
to overt and generally tiresome soul
trappings (one may so easily reach a
surfeit of “baby” and similar r&b bag-
gage), just as his piano directions often
over zealously worked a gospz! flavor—
and yet this virtually redundant ele-

ment nonetheless catalyzed his musical
charm, as even a turkey like Sweer
Georgia Brown came brightly.

Still, his ballads were always the best
of his numbers, and when Les gave
them special focus—like Nobody Else
But Me on Live At Bohemian Caverns
(Limelight LS 86046) or With These
Hands on the more recent Much Les
(Atlantic S-1516)—they often singly
carried the album, unlike the ponderous
Comment (Atlantic S-1547) when the
ostentation of arranger William Fischer
defied the McCann simplicity, almost
as if to challenge Les against dudes like
O. C. Smith, and thus tainted for that
date the delicate spirit of Les’ singing.
But then an expressive compassion so
potent as that of Les McCann, particu-
larly when in company with his “dis-
covery”, Roberta Flack, cannot so easily
be overwhelmed.

It was a bit tragic, then, in my later
college and early graduate time, that
juncture of esthetic cross-currents, my
lust for the avant garde and first infat-
uations with rock did somewhat obscure
McCann in my library, essentially de-
moting his music even to comparisons
with Ramsey Lewis and Young/Holt,
to whom any resemblance is the most
absurdly superficial. And ultimately,
such a denial dictated the rejection of

several McCann albums for review, al-
though truthfully a few really seemed
the most blatant “hot hits” jive and
less amusing without the concert format
of the Plays dates—until I caught Les
live at the Top of the Gate last year
and became instantly recaptured.

As a still duckling critic, I became
naturally compelled to interview Mc-
Cann, ironically for practice of a sort—
he being only my second subject (my
first two years before with John Lewis
in -Chicago), but even more so to ex-
plore whether the buoyant individual I
expected would be so, which he most
certainly was. Unfortunately, I was by
then sadly separate from the close musi-
cal acquaintance of my play-along
years, and with the extra labor of being
a neophyte, the relatively short chat
became confined to the most salient cas-
ual rapping, and yet nonetheless re-
vealed that characteristic honesty—so
much so that when Les concluded the
oft-cliche of desiring only to make peo-
ple happy, I believed his every word.

On his next set that evening, McCann
began with my request for Wonder
Why, and as he caught my eyes across
the crowd, we both laughed as if we
had been friends for years, which in
one sense was more true than either of
us had ever suspected.

FLANAGAN

{Continued from page 18)

will always be a place for good music.

Regarding his own future, Flanagan is
getting together some ideas he wants to
bring to fruition. “I'm in the process of
of getting something together involving
two pianos. Roland Hanna has written
some things. That concept hasn’t really
been dug into enough. A certain amount
of what would be played would have to
be prepared beforehand—the freedom to
express one’s self would come afterward.

“Also, 1 feel a lot could be done with
voices—another area that has received
little attention apart from some things that
Max Roach and Donald Byrd did a few
years ago.” Would these new concepts
take up enough of his time so that he
would have to leave Ella? “Well, the way
I work,” he replied, “it would take me a
longish time, so maybe I would have to
leave.”

His role as Ella Fitzgerald’s accompan-
ist has, of course, led to extensive travel,
particularly in Europe. Thus, he has been
able to evaluate the European jazz scene,
and he is impressed with the higher mu-
sical standards now prevalent on the Con-
tinent. “The number of American musi-
cians who have settled in Europe is the
reason for that,” he believes. “The local
musicians are waiting eagerly just to hear
what’s new. The effect is particularly no-
ticeable in the Scandinavian countries. The
bass player, Niels Henning Orsted Peder-
sen, for instance, is a very exceptional
musician.”

Flanagan returned to New York this
past July to visit with friends. He also
played a Jazzmobile gig with reed man
Frank Wess and he was particularly pleased
with the opportunity to bring music out
onto the streets.

“There was a nice feeling—playing for
a neighborhood. The people enjoyed it.
You really got a feeling of what they
wanted to hear and how best to play for
them.”

Unlike other musicians, Flanagan has
no preference for the concert hall over the
jazz club, per se. “I don’t distinguish be-
tween them. You can either get your thing
together in a club and not at a concert, or
vice versa. It’s really a matter of how the
vibrations are working at the time. Maybe
the sound might be better in the concert
hall, but, of course, you then sometimes
lose the rapport between the musicians
that you can get in an intimate club set-
ting. But I've had it happen both ways.”

Though he has worked and recorded
with a wide variety of artists and can
adapt himself very capably to any musical
situation, Flanagan does not feel that he
functions better in any one setting. “I try
to stay at a level where T can do some-
thing musically. Also, in terms of what
I've done before, 1 just try for improve-
ment. And 1 don’t like a mediocre musi-
cal environment. There’s no place for me
in that. 1 don’t like to listen to it and 1
don’t like to play it.” And he’s not inter-
ested in sublimating his high standards for
the sake of reaching a wider audience.
He’s satisfied with his present appeal and is
not concerned whether it grows or not. He

does not think it will diminish, because of
his constant striving for improvement. If
his appeal does diminish, “then it will be
entirely my fault,” he says.

Flanagan recently moved his family
from Los Angeles to Tucson, Ariz. He
still prefers the environment back east,
though. “It’s definitely a more cultural,
more artistic, more happening situation.”

His future goals? “I want to write
more,” he says, “but it’s going to take
time because I still like to play. Writing,
the way I want to do it, might make me
stop playing entirely, though, so that I
can concentrate on it. If I wasn’t with
Ella, I'm not really sure what I'd be doing.
I might be teaching or something. Roland
Hanna is into that pretty deeply and 1
thing he’s a great teacher. In fact I feel
I'm reaching the stage where teaching
might be a good idea. 1 can’t always feel
that I’'m going to be satisfied playing—
just to be employed.”

At the start of an Ella Fitzgerald con-
cert in London earlier this year, Flanagan,
together with the other members of Ella’s
rhythm section (bassist Frank DelLaRosa
and drummer Ed Thigpen) played a short
set of their own. It was a cooking, unified
set with Flanagan playing in his quiet,
calm, yet intense way. No pretensions, no
jive—just straight-ahead cooking. If he
was recorded on his own today—and it’s
way past the time for such an event—the
results would be something to hear. There
are not enough people around who have
the depth, versatility and talent to make
whatever they play come out sound as
right as Tommy Flanagan makes it.
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Focus on Wynton Kelly
Transcribed and Annotated by Rudy Stevenson

WYNTON KELLY, formerly pianist with Max Roach, Dinah Washington, Dizzy Gillespie,
Charlie Mingus, Miles Davis, and co-leader of a group with the late Wes Montgomery,
is currently freelancing and leading his own group with drummer Jimmy Cobb and
bassists Cecil McBee or Buster Williams.

The 12-bar transcription of No Blues was taken from a live album (Smokin’ At the
Half Note, Verve 68633) featuring Kelly and Montgomery. Again, Kelly sets the stage
for the soloist with question-and-answer figures between his left and right hand.

On Linle Tracy, Kelly gives bassist Chambers a bass line of four notes that is the
basis for the complete song.

These transcriptions were made easy by the help of Kelly himself who possesses
perfect pitch and an uncanny memory.

Note: Originally included was a Stevenson transcription of Kelly’s intro and comping
on the Miles Davis recording of “Someday My Prince Will Come” (from LP of the same
name, Col. CS 8456) which had to be omitted for lack of publisher’s permission.—Ed.
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PROTEST

{Continved from page 12}

at major sponsors of TV specials, both
their advertising agencies and the corpo-
rations themselves; and efforts to obtain
more jazz programs on educational, com-
munity and other non-commercial broad-
casting outlets. Also, the organization of a
benefit for the JPM was discussed.

With Kirk, who commands the respect
and affection of the jazz community, at the
helm, the JPM could well become an
effective vehicle for the implementation of
its much-needed and overdue goals. Those
interested in joining this effort should
write to Jazz and Peoples Movement, c/o
Solano, 220 W. 24th St.,, N.Y,, N.Y. 10011.

In conversation with a newsman, Lee
Morgan aptly summarized the demonstra-
tors’ creed: “The airways belong to the
public, and we’re here to dramatize that
fact. Jazz is the only real American music,
but how often do you see jazz musicians
in front of the camera? And we’re not
talking about jazz musicians playing in the
house band!”

AL [ ] =]

(Continved from page 11}

the Gate, with tenorist Bobby Jones re-
placing Carlos Garnett. The downstairs
room at the Gate had Jam Factory and
Attila Aug. 25-29 and Unspoken Word
Sept. 1-5 . . . On Sunday Aug. 30, Duke
Ellington made a guest appearance on
Time For Joya, a children’s TV show
starring Joya Sherrill, who was featured
vocalist with the Ellington band in the
’40s . . , The Milford Graves have a new
baby daughter . . . Don Byas, still in New
York at this writing, sat in on Cal Mas-
sey’s set with Curtis Fuller, Hakim Jami
and Rashied Ali at the Black Is Festival
mid-August . . . Tenorist Dexter Gordon
returned to Europe Aug. 31, concluding
his US. tour with a second album for
Prestige with Wyntom Kelly, piano; Larry
Ridley, bass, and Roy Brooks, drums

. . Slug’s had the Elvin Jones Quartet
featuring Frank Foster, George Cole-
man, and Wilbur Little the week of
Sept. 1 and the Donald Byrd Quintet fea-
turing Sonny Red Aug. 25-30 . . . The
Vanguard had Pharoah Sanders’ group
the week of Aug. 25, including Lonnie
Liston Smith, piano; Cecil McBee, bass;
Clifford Jarvis, drums, and several Afri-
can percussionists . . . Ungano’s had the

Watts 103rd Street Rhythm Band the
week of Aug. 24 . . . Electric Lady, the
first rock-oriented recording studio with
floating ceilings, multi-ramped convex con-
trol rooms, carpeted surfaces and com-
plex lighting systems, opened Aug. 26 at
52 W, 8th St. in Greenwich Village.
Jimi Hendrix is co-owner with his man-
ager . . . Bill Harris is slated for the
Guitar Sept. 30-Oct. 3 . . . Jazz Spotlite
Productions gave a concert Aug, 29 at the
Marc Ballroom. Featured were the groups
of Betty Carter (Norman Simmons, pi-
ano; Lyle Atkinson, bass, Al Harewood,
drums); the Elvin Jones Quartet, and Lee
Morgan’s Quintet, featuring Billy Harper,
tenor sax; Harold Mabern, piano; Jymie
Merritt, bass, and Mickey Roker, drums

. The First Annual Jazz Festival at
Hempstead was held indoors due to rain.
Loads of area jazzmen performed. In the
Dedrick-Dixon Ad Hoc Festival Band
were Rusty Dedrick, trumpet; Wayne
Andre, Lou McGarity, trombones; Joe
Dixon, Nick Brignola, Lee Konitz, reeds;
Toots Thielemans, guitar, harmonica;
Reese Markewich, electric piano, flute;
Eddie Gomez, bass, and Walter Perkins,
drums. Tenorist Billy Mitchell’s sextet had
Dave Burns, trumpet; Charles McLean,
piano; Arvell Shaw, electric bass; Roland
Prince, guitar; Earl Williams, drums . . .
Nick Brignola, playing alto, baritone, and
saxello, had Don York, piano; Eddie
Ananias, guitar; George Leary, drums.
Cornetist Wild Bill Davison had pro-
ducer Joe Dixon on clarinet; McGarity,
trombone; Nat Pierce, piano; Jack Les-
berg, bass, and Marcus Foster, drums.
The Thad Jones-Mel Lewis Orchestra
topped it off. Featured vocalist was Max-
ine Sullivan . . . Joe Farrell subbed in
the Jones-Lewis Band on Aug. 31 at the
Village Vanguard, where its Monday night
bashes continue at full steam.

Cannonball Adderley
seems to be taking a page out of Miles
Davis’ book—a blank page. His recent
gig at Shelly’s Manne-Hole was conspicu-
ous for its absence of Adderley’s profes-
sorial announcements. The quintet now
plays non-stop 45-minute sets . . . As for
the Manne who gave his own name to the
club, he returned from Europe where he
toured with his quintet. He’s still raving
about the reception they got. The tour was
in the form of a long-overdue birthday pres-
ent to himself (Manne just passed the half-

century mark): this was his first “road trip”
in seven years . . . Ahmad Jamal fol-
lowed Cannonball into the Manne-Hole,
with Ernie Watts and John Klemmer
still holding forth Sunday afternoons and
Monday nights, respectively Mel
Torme played two weeks at the Westside
Room, and if he signed more autographs
than usual it was because people were
coming up to him requesting his auto-
graph for copies of his new book, The
Other Side of the Rainbow, or With Judy
Garland On The Dawn Patrol. In 1963-64,
Torme wrote special material for the
Judy Garland Show on CBS-TV, and his
new book nostalgically documents his ex-
periences with Garland . . . On the other
side of the Century Plaza, in the Hong
Kong Bar, Oscar Peterson will close a
four-week stand October 3. This marks
his fourth gig at the HKB . . . Donte’s
revived a concept straight out of Jazz At
The Philharmonic: a battle of tenors. It
was billed as “Tenor Madness,” and fea-
tured Don Menza, Sal Nistico and Joe
Romano for two weekends. Rhythm sec-
tions varied slightly: Gene Cherico, on
bass, was there both weekends; Tom Gar-
vin and Mike Wofford alternated on pi-
ano; Pete Magadini and Leon Chancler
alternated on drums. Chancler’s reputation
is beginning to spread around town. He
works with Gerald Wilson’s band and
has been used by Willie Bobo and Herbie
Hancock. The 18-year old drummer is a
music major at Cal State . . . Donte’s
September lineup was again heavy on big
band sounds: Mike Barone, Dee Barton,
Louis Bellson, Boh Jung, Dick Grove
and Woody Herman. Combos included
Joe Pass, Victor Feldman (recording live
at Donte’s), Dave Mackay, Emil Rich-
ards, June Christy with hubby Boh Coop-
er, and George Van Eps. Van Eps almost
missed his scheduled gig because of a
broken fingernail. As you might have
guessed by now, guitarist Van Eps does
not use a pick . . . Joe Henderson’s Quin-
tet followed the Modern Jazz Quartet
into the Lighthouse, and Orrin Keepnews
flew in to record them for Milestone.
Personnel included: Woody Shaw, trum-
pet; Henderson, tenor; George Cabels,
electric piano; Ron McLure, electric bass;
Lennie White, drums . . . The Pasta
House, in East Los Angeles, is featuring
some high-calorie jazz on Tuesdays with
Jay Migliore, reeds; Joe Lettieri, piano;
Bill Plummer, bass; Al Cecchi, drums

. Esther Phillips and Q. Williams
seem to be sharing the Ike Isaacs Trio
at Memory Lane. Lately they’ve been al-
ternating as the featured vocalists in that
club for about two weeks each o
Aretha Franklin was featured at the
Sports Arena for a one-night concert . . .
Sitting in with Gene Harris and the Three
Sounds at the Pied Piper recently: Sarah
Vaughan, Dexter Gordon and Eddie
Lockjaw Davis (all in one night). And
during another night at the Pied Piper,
for KTYM personality Wally Thompson,
Sonny Criss, Hampton Hawes and Ted-
dy Edwards did the sitting in . . . Stan
Kenton was booked for the Fresno Con-
vention Center December 5 . . Lou
Rawls just did two benefits in San Diego
for the Home For The Helping Hand . . .
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Henry Mancini blended his usual mix-
ture of lush sounds and big band jazz
at a Hollywood Bow! one-nighter . . .
Roberta Flack, Les McCann and the Los
Angeles cast of Hair were among those
performing at this year’s Watts Festival
. . . Louis Jordan and his wife Martha
just took off on a two-month tour of the
Orient. They took off immediately after
returning from a tour of Mexico . . .
The Etta James Revue, with Sticks Mec-
Gowan, Slim Brown, Daniel Bonds and
Jerome Brooks, worked the newly dec-
orated York Club for four nights . .

The Ernie Scott Trio, along with vocal-
ist Viola Wills, are now at the New Cha-
lon ... The Perri Lee Duo (Miss Lee,
organ; Dave Howard, drums) moved to
Chez Pico . . . The Contraband All-Stars
(Pete Robinson, electric piano, organ,
melodica, ring modulator; Dave Prit-
chard, guitar; Ray Neapolitan, bass;
Brian Moffett, drums) played a recent
one-nighter at the Pasadena Ice House.
The group, an avant-garde jazz-rock com-
bo, featured a series of “space-age, elec-
tronic compositions” under the collective
title, Sangria . . . Two dance clubs—in
the tradition of the ’40s and ’50s—are
now flourishing in Southern California,
dedicated to bringing back the big bands
and bringing out the couples. The Swing
Era Showcase Society had its most re-
cent events in the Knollwood Country
Club in Granada Hills, and at the Sunset
Hills Country Club in Thousand Oaks. Its
next dance, with Don Scott’s band (fea-
turing trombonist Bob Havens), will be

at the Wilshire Hyatt House, in Los An-
geles, Nov. 20. The other outfit, the Cali-
fornia Swing Club, has moved into a
new home in Norwalk. However, for its
big promotional affairs they usually rent
the Palladium in Hollywood. That’s where
Harry James was featured in June, and
that’s where they’ll have Count Basie,
October 29 . . . The Hotel Tropicana, in
Las Vegas, will also have Count Basie, but
it comes much sooner, October 2, for three
weeks, and the band will be reunited with
Joe Williams. Lou Rawls will follow,
making his Tropicana debut October 23.
. . . Tom Scott just returned from two
weeks at McLellan Air Force Base in
Sacramento as part of his National Guard
commitment, but it wasn't wasted. Along
with Gary Barone, Alan Estes, John
Morell and two Don Ellis sidemen, Fred
Seldon and John Clark, he spent the en-
tire time playing in the 62nd Air Force
Band (the same organization that was
invited to join the Los Angeles Phil-
harmonic for a joint spectacular of Tchai-
kovsky’s 1812 Overture.). Scott recently
scored his second TV assignment: Dan
August, for ABC-TV. Dave Grusin did
the theme. Scott’s first assignment was for
a Bold Ones segment. Scott also just com-
pleted arranging a Roger Williams single,
using a woodwind quintet . . . Joe Par-
nello just made his scoring debut with
the Koala-London film, Cactus In the
Snow . . . Billy Preston was honored by
the Voices of Hope Choir at the Wilshire
Ebell Theater. Quincy Jones was on hand
for the event which included a taped
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tribute by Ray Charles to his protege,
Preston. Charles, at the time, was on
tour in bebalf of his pet charity, The
Sickle Cell Disease Research Foundation
. . . Dave Axelrod has left Capitol Rec-
ords and joined Screen Gems-Columoia
Music as a contract writer. One of the
last things he did for Capitol—a composi-
tion for a recording by Cannonball Adder-
ley’s Quintet and Orchestra—was sched-
uled for performance at the Monterey
Jazz Festival, under Axelrod’s direction.

Chicago: The August is Charlie Parker
Month series concluded the weekend of
Aug. 28 with a group featuring Lee Ko-
nitz, Philly Joe Jones, and vocalist Ed-
die Jefferson (along with trumpeter Art
Hoyle, pianist John Young, bassist Rufus
Reid) doing Friday and Saturday ses-
sions at the Apartment and a Sunday
stint at the North Park Hotel . . . Trom-
bonist Dave Remington’s big band is
appearing Monday nights at The Wise
Fools . . . The Blackhawk Restaurant in-
augurated a Friday jazz cocktail hour fea-
turing Ted Butterman’s six-piece outfit
.« . The John Stubblefield-Edwin Daugh-
erty Quintet played a Aug. 28 concert at
Robert’s Penthouse . . . Tenorist Prince
James did a weekend at the Urbanite
Lounge . . . Guitarist John Bishop’s Trio
took time out from their three-week en-
gagement at the London House to appear
on the Marty Faye TV show Sept. 5.
Faye’s house band leader, pianist Larry
Novak, got a rare opportunity to stretch
out on a recent show . . . B. B. King
did a two-weeker at Mister Kelly’s and a
Sept. 12 concert at the Cook County Jail
. . Leo Smith & Company (Smith,
trumpet; Peter Cozy, guitar; Steve Mec-
Call, drums) did a Sunday morning con-
cert Sept. 6 at the Afam Art Gallery,
1037 E. 75th St. . . . Blood, Sweat&
Tears appeared in concert at the Audi-
torium Theatre . . . Lee Bailey hosts a
two-hour jazz show on Saturday after-
noons from 1-3 on WXFM-FM . . . The
Jane Addams Center of Hull House, 3212
N. Broadway, held a blues jam recently
featuring Muddy Waters and B. B. King

. . Blues man Johnny Young’s band,
including guitarist Louis Myers and drum-
mer Fred Below, has been doing Fridays
and Saturdays at the Wise Fools . . .
Blues tenorist Eddie Shaw’s group (Jesse
Robinson, guitar; Big Mojo Elem, bass;
Charles Hicks, drums) has been subbing
for the Mighty Joe Young band at the
Alex Club, 1815 W. Roosevelt Rd. . . .
Kansas City Red continues at the T & P
Lounge . . . A blues group featuring Fen-
ton Robinson, Dusty Brown, and Little
Mack have been appearing at Tom’s musi-
cians Lounge A traditional jazz
group featuring trombonist Danny Wil-
liams, clarinetist Jerry Fuller, pianist
Earl Washington, and drummer Steve
Varela has been doing Mondays, Wednes-
days, Fridays and Saturdays at the Inn
Place in nearby Chicago Heights.

Las Vegas: Woody Herman’s Herd
did a three-weeker at Caesars Palace fea-
turing the arrangements and compositions
of pianist Alan Broadbent (most notably




his extended chart of Blues In The Night
which Herman first recorded in 1941) . ..
Also ensconced at Caesars Palace was
singer Frank D’Rone, backed by pianist
Tommy Todd, guitarists Don Overburgh
and Don Baldwin, and drummer Pete
Lewis. Tony Bennett and Louis Bellson
have also had successful stints recently at
Caesars . . . Vocalist Frankie Randall
did a month-long engagement at the Rivi-
era’s Starlite Theatre, accompanied by
Frank Colleff, piano; Billy Christ, bass;
Roy James, drums, and Dave Shank,
percussion . . The Castaways lounge
features the Maurice Stewart Trio (Stew-
art, piano; Fred Carter, bass; Bill Black-
stead, drums) . . . Si Zentner’s Orches-
tra, featuring soloists Dennis Grillo on
trumpet and Don Overburgh, guitar, backed
Julie London at the Tropicana’s Blue
Room . . . Trumpeter-trombonist Jimmy
Monari’s outfit, better known as Buck’s
Band, did an Aug. 30 concert at the
Desert Inn. Personnel: Bobby Shew, Carl
Saunders, trumpets; Carl Fontana, Gus
Mancuso, trombones; Dave O’Rourke,
Jimmy Mulidore, reeds; Don Overburgh,
guitar; Ron Feuer, piano; Billy Christ,
bass; Sandy Savino, drums, and Ernestine
Anderson, guest vocalist. The concert fea-
tured charts by Monari, Rick Davis, Bob-
by Smale, Bob Enevoldsen, and Melba
Liston . . . lke and Tina Turner’s Revue
returned to the International Hotel

Doc Severinsen was Johnny Carson’s mus-
ical director for his two-week August stint
at the Sahara Hotel.

Dallas: Joe Morello’s new group, com-
posed solely of musicians based in the
Dallas area, is now booking a series of
concert tours and club dates. The quintet
(with Lou Marini, reeds; Jack Petersen,
guitar; Rich Matteson, piano, bass trum-
pet; John Monaghan, bass) made its first
appearance at the Texas Bandmasters Con-
vention in San Antonio, then left the
area for engagements at Lennie’s On-the-
Turnpike in Boston and the London House
in Chicago . . . Trumpeter Don Jacoby
has moved to the popular Keynote Club
as both official host and as featured solo-
ist once each set with the Dave Williams
house band . . . Singer Bettye Pearce,
along with husband Dave Zoller’s Trio
(John Rigney, bass; Chuck Griffin,
drums) worked two weeks at Fort Worth’s
Town Pump before journeying to Lancers
Showroom in Wichita, Kas. Four of Zol-
ler’s charts, for singer Marion Love, were
recently performed on network TV on the
Johmny Carson and David Frest pro-
grams . ., . Rehearsal band activity has
revived in Dallas with many of the city’s
recording musicians taking part in the
Sunday sessions. The first big band con-
sisted of George Cherb, Don Jacoby, Bob
Pickering, Don Thomas, John Thomans,
trumpets; Wayne Harrison, Lloyd He-
bert, Jerry Chamberlain, Chuck Man-
dernach, trombones; Lou Marini, Billy
Aimsworth, Tom Watkins, Harvey An-
derson, Wally Roberts, saxes; Freddie
Crane, piano; Ernie Chapman, bass, and
Banks Dimon, drums . . Lou Rawls
returned to the Fairmont Hotel in Sep-
tember, following O. C. Smith and pre-
ceding, tentatively, Barbara McNair. Mel

MUSIC SHOP classified ads are accepted for all
items and services bought and sold in the wide,
international Down Beat market. Classifications
include: methods, books, record collections, tapes
and records, musical instruments (for sale, re-
pair, exchange, etc.), uniforms, accessories, jobs
offered (and wanted), arrangers, lyrics, corre-
spondence courses, ls, studi lleges, clinics,
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RECORDS & TAPES

FAST RELIABLE JAZZ record service—many rare items
—foreign orders welcome—ssend for FREE LP sales list.
HARRZangOST, Box 4935—4930 DELMAR, ST. LOUIS,
MO. 8.

THOUSANDS OF JAZZ LPS at fantastically low prices.
Modern and Progressive, also Blues. Send 25c for Cata-
log. Foreign: Send 5 coupons. Selling Jazz LPs exclu-
sively for 25 years. SAVE-ON-JAZZ, Box 42664, Dept. C,
Evergreen Park, 11l. 60642.

JAZZ—Send 10c for complete SAVOY JAZZ CATALOG.
Parker, Hawkins, Young, Gillespie, etc. SAVOY RECORD
CO. 56-D Ferry St., Newark, N.J. 07105.

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

FREE JAZZ GUIDE. House of Jazz Imports, 309 W.
Glenside Ave., Glenside, Penna. 19038.

RECORD MAGAZINES—Over 15,000 back issues bought,
sold. Latest list only 50c. Refundable. William Haskett,
ille, Indiana 46158.

ARRANGEMENTS

DANCE BAND CHARTS. All sizes—from pop to rock—
plus listings of music books and supplies. Request free
catalog Terminal Musical Supply, 166A W. 48th St.,
New York, N.Y. 10036.

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.

GUITARISTS—STUDENTS—TEACHERS. Radical simplifi-
cation of guitar technique. 64 page book ‘‘Guitar in
Fourths'’. Send $4.00 check—M.0. Catalano Enterprises,
67 Sylvan Rd., Port Chester, N.Y. 10573.

IMPROVISATION METHODS

8-TRACK STEREQ TAPES. Custom made. 80 min. up to
2 albums per tape. Choose from hundreds of LPs. Jazz
—Soul—Rock—<Classics. Superb fidelity guaranteed. Send
25¢ for list and information. Leon Jones. 59 Tapscott
St., Brooklyn, NY 11212. (212) 498.7831.

JAZZ, BLUES, R&B, ROCK LPs. Hundreds at $1.00.
$1.50-$2.00. Free lists: Sam Swartz, 510 Yale Station,
New Haven, Conn. 06520.

THE MUSIC OF GUY WARREN OF GHANA! Albums thru

Box 44, Achimota Accra, Ghana. Unpublished works
available only on tapes.

THEORY & ARRANGING METHODS

iAZZ INSTRUCTION BOOKS—Free catalog. ADOLPH
SANDOLE, 243 Rambling Way, Springfieid, Pa. 19064.

WHERE TO STUDY

PRACTICAL IMPROVISATIONS
MODERN HARMONY BOOK FOR ALL INSTRUMENTS
scales, chords. blues, alterations, etc.

Send $3.25 to BOB TILLES
6153 N. Claremont Ave. Chicago, ILL. 60645

NEW — REVISED EDITION

A New Approach to Jazz Improvisation
Guidebook/LP record — for all instruments. MORE
RECORDED TRACKS — 10 TOTAL. Bigger guide-
book — more exercises — plus 12 page supple-
ment! Excellent rhythm section accompaniment.
Chord progressions — scales — patterns included.
Check/MO. ...$7.95 Canada add....$1.20

JAMEY AEBERSOLD

1211 Aebersold Dr. New Albany, Ind. 47150

INSTRUMENTAL METHODS

GUITAR TEACHERS—Free Catalog. New and better teach-
ing publications that MOTIVATE and MAINTAIN student
interest. GAGNER GUITAR PUBLICATIONS, P.0. Box
55-D8, Dover, N. H. 03820.

LIGHTING

LARGEST PSYCHEDEL!IC LIGHTING catalog $1 (credited):
RockTronics, 22-DB Wendell St,, Cambridge, Mass.

MISCELLANEOUS

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

MUSIC MANUSCRIPT PAPER, top quality, 12 staves each
side, 815 x 11, 3 side holes, 100 sheets—$2.00; 500
sheets—$8.95. NES. Box 169, Libertyville, Ili. 60048.

MUSICAL INSTRUMENTS

50% DISCOUNT Any Name Brand Musical [nstrument.
Free Catalog. Freeport Music, 127 T Sunrise Highway,
Freeport, New York 11570.

ACCEPTING BEGINNING CORRESPONDENCE STUDENTS.
All Instruments. Lee Konitz, 467 Central Park West,
New York City 10025.

STUDY JAZZ TRUMPET
with Skip Le Compte in New York City.

Learn David Baker's jazz improvisation method
plus dixieland and jazz-rock.
phone or write
SKIP LE COMPTE
New York, NY 10019
(212) LT 1-1480

315 W. 53 st

DRUMMERS

Stanley Spector writes—

Is it that you need more '‘technique’’ to express
your '‘ideas’’, or is the difficulty that you may in-
stead require g I clarificati of your
“'ideas''? | have the feeling thot what most people
think of as ‘‘technique’’ can more precisely be de-
scribed as manual dexterity. On the other hand, 1
often get the impression that so-called "’ideas’’
relate more to vague impulses and the wish fo
make music. To break music down into two parts
called ‘'technique’’ and ‘‘ideas'' seems to me as
unreal as thinking of up without down, fast with.
out slow, left without right. 1t Is like saying, °’
know how to spell a word, but | cannot write It
down.'' | tend to believe that in most cases the
drummer who thinks he needs more '‘technique’’
to express his ''ideas’' is really in need of greater
mental clarification of his '‘ideas'’. Some drummers
have found greater mental clarification of their
ideas in considering the question—

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 58th Street {ot 7th Ave.) Dept, 248
New York, N.Y. 10019 Phone: 246-5661
Foreign inquires are invited.

RECORD-POST

S

2

{ thousands of albums ONLYAVAILABLE FROM US in England. Country blues
to Coltrane. Send us $1(surface mail)or $2(air mailifora comprehensive X
catalogue to"TONY"London,SW14. UK. PS.for example:

N

JACK TEAGARDEN #168—*).T."": After you've gone; Basin Street blues; Sally won't you come back;

Smiles; The Sheik of Araby; On revival day; That's the kind of girl for me; I'm one of God’'s children;
Keep a song in your soul: Beale Street hlues; After you've gone, With THE RED NICHOLS ORCHESTRA,
THE RED NICHOLS ORCHESTRA, THE NEW ORLEANS

THE LOUISIANA RHYTHM KINGS,

2

% RAMBLERS and TIHHE VENUTI-LANG ORCHESTRA

N

$3.00 p.p.

S
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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) 812 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

DAVE BAKER'S
JAZZ ROCK SERIES

All arrangements scored for nine instruments:
trumpet; trombone; alto, tenor and baritone saxes;
guitar; piano; electric and acoustic bass; and drums.

[J Roly Poly ] One For J. S.

{0 125th Street [ Terrible T

[J Son Mar 7 The Dude

[J April B [ Black Thursday

{0 Prelude (O Le Chat Qui Peche

$4.50 EACH

A complete Dave Baker Jazz Rock Library of all
ten arrangements . . . only $37.50.

Also by Dave Baker . . .

3 The 11 V, Progression

[0 Developing Jazz Improvisation $7.50
Based on Lydian Chromatic Concept

Free Catalog — Free Postage

NEW SOUNDS IN MOOERN MUSIC
315 W. 53rd St. New York, NY 10019

NEW SOUNDS IN MODERN MUSIC

[] Geo. Russell: Lydian Chromatic Concept $18.50
[J Russell Garcia (The Professional Arranger) $6.00
{7 Angelo Dellaira (Chord Workshop) $7.50
(Arranger’s Workshop) $5.00
(Creative Arranging) $12.50
Bugs Bower (Chords-Progressions) Treble or Bass
$3.95

Josephine Schillinger (Kaleidophone) $3.50
Schillinger (Encyclyopedia of Rhythm) $7.50
Charles Colin (Encyclopedia of Scales) $12.50
Hank Mancini (Sound and Scores) $12.50
A. Mancini (Complete Trumpet Method) $7.50
Dan Ricigliano (Popular Jazz Harmony) $6.95
\;Ilaétero Stuart (Encyciopedia of Modern Jazz)
5

Various Authors (Encyclopedia of Ad Lib) $12.50
Encyclopedia of Modern Improvisation $12.50
Fake Book for the Club Date Musician $7.50
Capozzoli: AROUND the DRUMS (with Triplets)
(with open rolls) (with Rhythm) (with paradiddles)
(with Sight Reading) each book $2.00—Special
all 5 books $8.00
Catalog Free with Order—Free Postage Anywhere
NEW SOUNDS IN MODERN MUSIC
315 W. 53rd St., New York, N.Y. 10019
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Torme has been signed for a return en-
gagement at the Fairmont next March
. . . Guitarist Carlos Montoya and the
Fifth Dimension were among the high-
lights in the SMU Spotlight Concert Se-
ries, kicked off in September by Sammy
Davis, Jr. . . . Summer jazz in Houston
included Dizzy Gillespie’s two-weeker at
Le Bastille, the Bubba Thomas Summer
Jazz Show, with Thomas’ Lightmen, the
Leon Spencer Trio featuring tenorist
Arnett Cobb, and folk singer Thomas
Meloncon . . . Pete’s Steakhouse is now
a fairly active jazz spot in Houston now,
with regular and visiting artists including
trumpeter Carl Adams, reedmen Ronnie
Laws and Pete Thomas, bassists Ed Rose
and Charles Freeman, and drummers
William Jeffrey and Mike O’Connor.

Jazz and rock combined to
make August a lively month in Baltimore.
Herbie Hancock, with trumpeter Woody
Shaw, trombonist Garnet Brown, tenor
saxophonist Bennie Maupin, bassist Bust-
er Williams and drummer Billy Hart
played a brilliant set at the Embassy
Room Aug. 2. . . . The attraction the
same afternoon at the Famous Ballroom
for the Left Bank Jazz Society was Rah-
saan Roland Kirk and the Vibration
Society. After a long rap about rotten
TV programming and a misplaced (to
these ears anyway) putdown of electri-
fied rock groups, Kirk announced “you
can’t pull the plug out of me”, and
launched into a long afternoon of back-
alley blues, vocals, and lyrical ballads.
The other Vibrators were pianist Ron
Burton, bassist Pete Pearson, drummer
Jerry Griffin, and percussionist Joe Texi-
dor . . . Two rock concerts, by the superb
Afro-Cuban rock group Santana at the
Civic Center Aug. 14, and by singer com-
poser John Sebastian at the Merriweather
Post Pavilion at Columbia Aug. 15, were
commercial and artistic successes. More-
over, there was none of the gate-crashing
or stage-charging that had marred previous
rock concerts in the area. Through care-
ful work by the promoters and general
good vibrations, the Baltimore-Washington
rock climate has improved . . . The Left
Bank Jazz Society’s annual boat cruise
aboard the Port Welcome never left the
dock Aug. 16, but everybody had a good
time with organist Richard Groove Holmes
and his group. Horace Silver and Stan
Kenton are due in at the Left Bank Sept.
20 and 27 respectively . . . Local tenor
man Mickey Fields has been playing
weekends at Everyday People on Ashland
Ave. His sister Shirley, with organist Greg
Hatza, guitarist Earl Wilson, and drum-
mer Bunny Cox, sings weekends at the
Red Door at St. Paul and 25th sts. . . .
Elzie Street and Charles Howard have
instituted a jazz policy at the Royal Roost,
formally the Aces Wild, at 4227 York
Rd. James Moody, Etta Jones, and
Johnny Hartman are due in for long
weekends (Thursday through Sundays)
during September and October.

The Jazzhus Montmartre in
Copenhagen featured reedman Lucky

Thompson (accompanied by the Kenny
Drew Trio) and Teddy Wilson during
August. Following his Montmartre stint,
Wilson went to Aarhus for a two-night
stint at the Tagskaegget . . . The Baga
Quartet, comprised of four African musi-
cians from New Guinea who won first
prize in last year’s Pan-African Festival
in Algiers, appeared in concert in Aarhus,
Vallekilde and Copenhagen and then did
a two-weeker at Copenhagen’s Montmartre
. . . Altoist John Tchicai, spiritual and
musical leader of the “variable and flexible
artmechanism” known as the Cadentia
Nova Danica, directed 21 outdoor con-
certs in the Falledparken in Copenhagen
during August and September. The con-
certs were sponsored by the city council
of Copenhagen . Guitarist-vocalist
Mickey Baker, a resident of Paris for the
last eight years, made his first apperances
in Denmark during the annual music-
clinic at the Vallekilde Folk High School,
located 60 miles west of Copenhagen. Bak-
er, who teamed with bassist Red Mitchell,
was invited to Denmark by the leaders of
the Tagskaegget in Aarhus, where he also
worked for several weeks in August . . .
Other guest clinicians at Vallekilde were
English blues man Alexis Korner and
pianist Dollar Brand . . . Bill Evans did
a 30-minute program for Danish TV. The
Evans Trio (Eddie Gomez, bass; Marty
Morell, drums) played several Evans com-
positions together with a big band ar-
ranged and conducted by Danish trum-
peter Palle Mikkelborg.

y Drummer Buddy Miles,
now a resident of New Zealand, appeared
at Expo '70 in Osaka, Japan as a member
of the Ozzie Cheesman Quartet, a group
sponsored by the New Zealand government

. . The Don Burrows Sextet also ap-
peared at Expo, under the auspices of the
Australian government. With his usual
quartet (Burrows, reeds; George Golla,
guitar; Ed Gaston, bass; Warren Daly,
drums), Burrows did several concerts in
Sydney for the Music Now series of the
Sydney branch of the Internatiomal So-
ciety For Contemporary Music . . . Alto
saxophonist Bernard McGann has joined
the 12-piece jazz-rock group, Heart&Sonl,
on tour . . . Pianist Bobby Gebert is
resident percussionist with Harry Miller’s
Australian production of Hair . . . New
Zealand bassist Andrew Brown performs
twice weekly at the Galleleo restaurant in
Auckland . . . Vocalist Terry Kall of
Mike Perjanik’s Complex did several
guest stints with the Daly-Wilson big band
.. . Drummer Frank Gibson Jr. continues
to hold Tuesday night jams at his home in

surburban Auckland . . . English trumpeter
Kenny Ball was in Sydney recently to
record a TV special . . . Jeff St. John,

Wendy Saddington, and Copperwine
were the feature attractions at the recent
Perth Arts Festival which resulted in
three Perth promoters combining to offer
St. John a contract for American appear-
ances . . . The four-month-old commercial
radio station royalty ban on Australian and
English recordings has curtailed the pro-
duction of singles, although LP releases
continue.



Why this Premier
sounds drier, crisper,
more powerful than
other snare drums

Premier’s patented snare is not
pulled around the head, but
pressed flat against it. Hence
strand tension and snare
pressure are completely
independent of each other, and
individually adjustable for the
most effective action.

Why this Premier
has more sensitive
response than
other snare drums

Premier’s new kind of snare
cancarry finer strands than
others—24 of them. More snare
strands produce more snare
sound.

Why this Premier
is always ready
to sound its best

Snare parts that catch, bend or
break on mostdrums are either
safe inside a Premier drum or
snug againstthe shell. Premier
drums are built to take a
beating. Premier believes that’s
whatdrums are for.

Why this Premier
makes no
unwanted noise

Premier’s silent fingertip
release lifts the entire snare
straight back from the head.
The snare remains under
tension, and farenough from
the head to avoid bounce and
ghostly rustles.

Try a Premier 2000 snare or
Royal Scot parade drum. You'll
hear what it’s like when
someone really thinks your
problems through.
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Led Zeppelin uses Shure Unispheres to get themselves together for some of
the heaviest sounds anywhere. The Unisphere handles it all — without feed-
back, without audience noise, and without annoying breath noises and
close-up “pop.” It all happens with a true unidirectional response and a set
of built-in filters that knock out the noise and let the Zeppelin sound come
straight through — non-stop! Now music-stoned audiences from coast to

coas:’ hear Led Zeppelin as tllr‘ey really w
sound — naturally! Shure Brothers Inc., F’ - U RE
222 Hartrey Avenue, Evanston, lll. 60204. ‘ S






