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Book learning is one thing. 
Meeting the author another.

Especially 
when the author is 
Roy Burns, the 
subject is drums, 
and his books are 
considered indis
pensable by 
teachers in schools and universities 
all over the world.

It’s one thing to be able to write 
down all that knowledge. Another 
to talk about it articulately. But 
nothing beats being able to deliver 

the goods yourself. Sitting down and 
giving a ten minute virtuoso drum 
solo full of dazzling technique.

In short, that’s why Roy Burns 
is Rogers Drums’ Staff Artist. 
And why Roy’s clinics all over the 
country are so popular. He not only 
relates to both the kids and to 
professional educators, but he 
delivers the goods.

See Roy and you’ll hear what 
we mean. He’ll be giving clinics, 
concerts and making personal 
appearances all over the country 
this year.

A little more about Roy.
Roy has played with Benny Goodman, 

Count Basie, Duke Ellington, Lionel 
Hampton and many other top name 
bands. He’s also been a member of the 
NBC Staff Orchestra, played the Merv 
Griffin Show, and the Tonight Show. 
He’s been featured on many top celebrity 
TV shows.

CBS Musical Instruments
Division of Columbia Broadcasting System, Inc. 
1300 E. Valencia, Fullerton, California 92631

Meet the real Roy.



Pete Fountain.
The blues singer telling what he knows.

Listen. His story is in his sound.

Rough, dark and burred. Hard, light and bitter.
His voice, a soul rushing, tumbling, pouring out 

a torrent of feeling so richly colored, so clear and clean and 
true in tone you are carried along by the sheer power of it.

Pete Fountain. His voice is expressive, colored full 
and rich with thought and meaning—he sings the "down-home" 

blues of the deep south, so clear and true you know 
you're there. And he can sing of "now", with a voice that 

cuts through the small talk to penetrate the very depths 
of your soul. What's the secret of his wide, flexible range 

of expression? Very simple. His voice is Leblanc.

The model 1611 is Pete Fountain's personal clarinet. Made of 
choice, vintage, carefully seasoned rare grenadilla wood, 

it is musically flawless and virtually perfect in intonation.
It possesses a warmth and clearness, a cleaness of tone 

that becomes part of you. Like all Leblanc clarinets, it has key 
action so fast and sure it obsoletes all others. The 1611 

has such positive response and a range of tone so wide 
it lets you step into a world of expression you never knew.

Pete's proud of his Leblanc, and we're proud of Pete; proud he 
chose it. How about you? For the finest in clarinets, 

make yours THE ARTISTS' CHOICE.

LEBLANC B

Be sure to hear
Pete's latest Coral albums: 

"Something Misty"...CRL757516 
"Dr. Fountain's Magical Licorice Stick

Remedy For The Blues"....CRL757513 
"A Taste Of Honey"...CRL757486 
"The Best Of Pete Fountain"...7CXSB10



MACHINE, a switched-on tone 
device that produces the most 
exciting lead passages ever! The 
TONE MACHINE combines unique 
fuzz effects with the world’s longest 
variable sustain. From a natural 
speaker distortion to a glass
shattering fuzz. This one’s got it all. 
And more. Our exclusive OCTIVE
SUSTAIN effect, activated by a 
separate switch, will sustain any 
amplified note at eight notes above 
its original frequency. Your axe will 
never be the same!
Carries Lifetime Guarantee. Avail
able in five plush colors: RED, 
BLUE, BLACK, YELLOW, and
BRITE LIME. Price: $44.95
See your local dealer or order direct!

fOXX
RIDINGER ASSOCIATES, INC. 
10754 Vanowen Street 
North Hollywood, CA 91605

Send me FOXX TONE MACHINES
Color_ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _
_ _ Check Enclosed (we payshpg.)_ _ _  
_ _ Send C.O.D.
_ _ Charge BankAmericard #
_ _ Charge Master Charge #
Cardholder’s Name_ _ _ _ _ _ _ _ _ _ _ _
Signature_ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _

Total Amount $_ _ _ _ _ _ _ _ _ _
Buy it and try it on for sound. If not 
completely satisfied, return within 10 
days for prompt refund.
Name_ 
Address 
City_ _ State_ _ _ ZIP_ _

this is a report of three variations on 
the theme of improving (jazz) education. 
As in all successful ventures, many kinds 
of people combined their individual (and 
different) motivations, ideas, and skills for 
an important purpose: how to enjoy some
thing more by doing it better.

The first event (in time sequence) was 
Jazz at Severance Hall, a continuing pro
gram conceived by Sandford Curtiss of the 
Musical Arts Association which operates 
The Cleveland Orchestra, with the en
couragement and assistance of Pierre Bou
lez, the orchestra’s Musical Advisor and 
Principal Guest Conductor, and the music 
department of Case-Western Reserve Uni
versity. The foundation of the program 
rests on a series of Saturday jazz seminars 
with the likes of David Baker (Indiana 
University); Bill Dobbins (Kent State); 
Nate Davis (University of Pittsburgh), and 
Dizzy Gillespie (universal musician). I 
can report personally on Gillespie’s role 
(I played a muted interlocutor to his tour 
de force) before an audience of 300 high 
school and college musicians. He charmed 
them. He made them see the oneness of 
music and the oneness of people. He was 
the peerless Diz from whom there is much 
to learn.

On Sunday night, a tangible result of 
the seminar program was demonstrated. The 
Dizzy Gillespie Sextet and the Modern Jazz 
Quartet played to a standing-room-only, 
hundrcds-turned-away crowd of 2,040—the 
first jazz concert in Cleveland since Febru
ary 1969. Plans are now generating for an 
expanded seminar series, a high school 
jazz festival, a college jazz festival with 
guest players, as well as more Jazz at 
Severance Hall. Cleveland is learning.

The following Saturday, I attended a 
Jazz Band Reading Clinic for Chicago 
public high school musicians organized and 
hosted by Don Minaglia, Director of the 
Division of Music for the City of Chicago. 
The clinician was George Wiskirchen, the 
noted jazz educator (Notre Dame high 
school, Niles, Ill.) who assembled 47 
recently-released big band arrangements. 
Transparencies of the first trumpet and 
conductor’s parts were shown on overhead 
projectors to the audience of educators 
and students. A “band pool” of 55 high 
school players nominated by their direc
tors for their reading ability and jazz facil
ity played down the charts under Wiskir- 
chen’s direction. The best 20 players stayed 
in their chairs for the last third of the 
clinic which featured the more difficult 
numbers. Wiskirchen’s command of the 
idiom was, as always, most impressive. By 
example and by analysis, he demonstrated 
what jazz interpretation should be, as well 
as making the audience aware of what new 
published music is available and worth
while. He also had good reason to lay out 
several publishers and arrangers for the 
“stock” quality of their arrangements. (We 
will get more into this in down beat’s 
Big Band issue, April 15). Out of this 
clinic activity will come an all-city Jazz 
Ensemble, a jazz festival, and the prolifera
tion of more organized activity in the 
Chicago schools. And if you can do it in 
Chicago, you can do it anywhere.

The third program also involved the 
Reverend Wiskirchen. He and three other 
high school directors from the Chicago 
suburbs conceived the Illinois Invitational 

/Continued on page 42
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Seven performances, plus special programs and clinics, 
at the Krannert Center of the University of Illinois 
(Urbana) on May 14, 15, 16, 1971 ... featuring outstand
ing professional jazz soloists with big bands, combos 
and vocalists from seven regional College Jazz Festi
vals. *(1970 soloists included: Cannonball Adderley/ 
Gary Burton/Benny Carter/Quincy Jones/Gerry Mul- 
ligan/Lalo Schifrin/Clark Terry).

Artistic Administrator for the JFK Center. George London 
Executive Producer for the American CJF. Willis Conover 
Coordinator for the regional CJFs............Charles Suber

Each regional CJF programs approximately 20 jazz/blues/ 
jazz-rock ensembles (band, combo, vocal) selected on the 
merit of a taped performance from applicants from junior and 
senior colleges, and universities. ‘These festivals include 
separate program for high school jazz ensembles and clinics.

Standard adjudication under the direction of the National 
Association of Jazz Educators. One band, one combo, and 
(at the discretion of the judges) one vocalist or vocal group 
are chosen to represent each regional CJF at the American 
College Jazz Festival. All expenses for these ensembles are 
paid for by the ACJF sponsors. The ACJF itself is non
competitive. However, scholarships and other awards are 
made to dtitstanding student musicians and arrangers.

The 1971 Regional College Jazz Festivals: For ticket information to all festivals use coupon

March 13... Southwest College Jazz Festival 
University of Texas (Austin)

March 27-28 ... Midwest College Jazz Festival* 
Elmhurst College (Chicago, III.)

April 2-3 ... Southern College Jazz Festival* 
Spring Hill College (Mobile, Ala.)

April 3 ... Pacific Coast College Jazz Festival 
San Fernando Valley College 
(Northridge, L.A., Calif.)

April 16-18 ... New England College Jazz Festival* 
Quinnipiac College (Hamden, Conn.)

April 23-24 ... Inter-Mountain College Jazz Festival 
University of Utah (Salt Lake City)

May 8 ... Northwest College Jazz Festival* 
Olympic College (Bremerton, Wash.)

down beat/ACJF
222 West Adams Street 
Chicago, Illinois 60606

Please rush me program and ticket information on the 
following College Jazz festivals, (please print or type)

] Southwest/Austin, Tex.

I I Mid-West/Chicago, III. 

J Southern/Mobile, Ala.
I I Pacific/Northridge, Cal

] New England/Hamden, Conn. 

Mountain/Salt Lake City
2] Northwest/Bremerton, Wash.

I [ American College Jazz Festival
May 14-16, Urbana, Illinois

Name----------------------------------------------------------------------------------

M ai I i n g Ad d ress________________________________________

C i ty________________________State________ Z i p



... ANY 3 SIEH EO IP's or
WITH ABSOLUTELY NO OBLIGATION

“The 
BLOCKBUSTER 

LP of the 
Year”

42780 LED ZEPPELIN 
III
Atlan LP, 8TR, CASS

42784 STEPHEN 
STILLS
Atlan LP, 8TR, CASS

42782 DEREK & THE 
DOMINOS Layla 
(2 records) Atco LP

43872 SPANKY & OUR 
GANG Live
Mercu LP, 8TR, CASS

42779 ALLMAN BROS. 
BAND Idlewild South 
Atco LP. 8TR, CASS

66625 LENA & GABOR
Watch What Happens 
Budda LP, 8TR, CASS

42770 IRON BUTTER
FLY Metamorphosis 
Ateo LP, 8TR, CASS

67511 STEPPENWOLF
7
Dunhi LP, 8TR, CASS

McCANN
WorPa LP, 8TR, CASS

44753 TRAFFIC John 
Barleycorn Must Die 
UniAr LP, 8TR. CASS

67512 EMITT RHODES 
Dunhi LP, 8TR, CASS

65784 MELANIE 
Leftover Wine
Budda LP, 8TR. CASS

383G4 CANNED HEAT
Nashville By Carr
Liber LP, 8TR, CASS

67510 THREE DOG 
NIGHT Naturally 
Dunhi LP, 8TR, CASS

66671 RARE EARTH
Ecology
RarEa LP, 8TR, CASS

39440 JOE WILLIAMS
Worth Waiting For 
BluNo LP

44378 PAUL MAURIAT
Gone is Love 
Phili LP. 8TR. CASS

44745 BOBBY-GOLDS
BORO Greatest Hits 
UniAr LP. 8TR. CASS

44309 BEST OF NINA 
SIMONE
Phili LP, 8TR, CASS

Future Blues 
Liber LP. 8TR, CASS

39095 BUDDY RICH
Buddy & Soul
WorPa LP, 8TR. CASS

ï« 
t •

JÉ
44375 BUDDY MILES
Them Changes 
Mercu LP, 8TR. CASS

4274G THE COLTRANE 
LEGACY
Atlan LP. 8TR. CASS

«

42765 ROBERTA FLACK
Chapter Two 
Atlan LP. 8TR. CASS

42745 WOODSTOCK 
Soundtrack
(3 records) Cotil LP

30622 TEMPTATIONS
Greatest Hits Vol. 2
Gordy LP. 8TR, CASS

66703 CURTIS MAY- 
FIELD Curtis
Curto LP, 8TR, CASS

39071 5TH DIMENSION 
Age of Aquarius 
SouCi LP, 8TR, CASS

44712 MIDNIGHT 
COWBOY Soundtrack 
UniAr LP. 8TR, CASS

33077 JOAN BAEZ 
One Day at A Time
Vangu LP, 8TR, CASS

30628 JACKSON 5
Third Album
Motow LP, 8TR, CASS

42769 KING CRIMSON 
Wake of Poseidon 
Atlan LP, 8TR, CASS

39089 5th DIMENSION
Greatest Hits
SouCi LP, 8TR, CASS

31787 MAMAS & PAPAS 44381 MYSTIC MOODS
16 Greatest Hits ORCH. English Muffins
Dunhi LP, 8TR, CASS Phili LP. 8TR, CASS

48790 B. B. KING 
Indianola 
Mississippi Seeds 
ABC LP, 8TR, CASS

33254 CANNONBALL 
ADDERLY SEPTET 
Planet Earth 
River LP, 8TR

65775 VERY BEST OF 
LOVIN’ SPOONFUL 
KamSu LP, 8TR, CASS

43860 ERROLL GARNER 
Feeling Is Believing 
Mercu LP. 8TR, CASS

42704 CROSBY STILLS 
NASH t< YOUNG 
Deja Vu 
Atlan LP, 8TR, CASS

38373 IKE & TINA 
TURNER Workin' 
Together
Liber LP, 8TR, CASS

30621 JAZZ CRUSAD- 
ERS-Old Socks, 
New Shoes
Chisa LP, 8TR, CASS

42768 ARETHA FRANK
LIN Spirit In The 
Dark
Atlan LP, 8TR, CASS

30635 DIANA ROSS
Everything Is 
Everything 
Motow LP, 8TR, CASS

39437 THAD JONES 8. 
MEL LEWIS —
Consummation 
BluNo LP

CnkeEllihqoo

44746 DUKE ELLING
TON 70th Birthday 
Concert
(2 record set) SolSt LP

RECORD CLUB OF AMERICA—The World’s Largest Record and Tape Club



m 1 TAPE CX SHOWN HERE « 
TO BUY ANYTHING EVER!
Yes, take your pick of these great hits right now. Choose any 3 Stereo LPs (worth up to $20.94) or any 1 Stereo Tape (cartridge 
or cassette, worth up to $6.98) FREE...as your welcome gift from Record Club of America when you join at the low lifetime 
membership fee of $5.00. We make this amazing offer to introduce you to the only record and tape club offering guaranteed 
discounts of 33V3°/o to 79% on all labels—with no obligation or commitment to buy anything ever. As a member of this one-of-a- 
kind club you will be able to order any record or tape commercially available, on every label—including all musical preferences: 
jazz, rock, classical, country & western, opera, popular, soul, foreign, etc. No automatic shipments, no cards to return. We ship 
only what you order. Money back guarantee if not satisfied.

See for yourself why over 1% million record and tape collectors paid $5 to join Record Club 
of America when other record or tape clubs would have accepted them free.

I aid1 CitWet
Record CIMI 

< (as adv. in 
TV Curde

Oct. 3. 1970)

«•ou 
SUrt* Tw« 

CortiMft Strrict 
(11 id*, in

Esquire 
No». 1970

Capital 
Iecard Cl* 
(as adv. in 

Look 
Jan 26. 19711

Calamkia
Retard Cl* 
(as adv in 

Playboy 
Feb. 1971)

RCA 
Stare« 1 

Tat« Cl* 
(as adv. in 

Esquire 
Oct. 1970)

RECORD CLUB OF AMERICA

CAN YOU 
CHOOSE FROM 
ALL LABELS? 
LPs OR TAPES. 
INCLUDING 
cartridge 
AND CASSETTE 
TAPES’

■b NO NO O NO NO NO
Choose any LP or tape 
on any label1 No eicep- 
lions' Over XX) differ- YES' en* manufacturer* 

• mcludmi Capitol. Co
lumbia. RCA. Anfel. 
London, etc.

MUST YOU BUY 
A "MINIMUM“ 
NUMBER OF 
RECORDS OR 
TAPES’ 
HQW MANY’

12 12 TO 12 TO 10 TO 6

No obligations' No 
yearly quota' Take a* MONFI "uny. a* few. or noth nvnu. |ni a(| |f M
cide'

HOW MUCH 
MUST YOU 
SPEND TO 
FULFILL YOUR 
LEGAL 
OBLIGATION?

$59.76Hk
TO $71.75

$43.76 
to

TO $95.40

b $59.76 
^k to
TO $71.76

$4910 
^b to 
TO $59.80

b $41.70
■k to
TO $47.70

_p n You don't have to spend ZERO a Penny-because you're 
nm 1 lBCnot ’ ‘ep”y obligated" DOLLARS to even a single 

record or tape'

CAN YOU BUY 
ANY RECORD 
OR TAPE YOU 
WANT AT A 
DISCOUNT’

TO NO TO NO TO NO NO NO
Your discount up to 

OFF Guaranteed ALWRIu! never less than a third' 
No exceptions!

DO YOU EVER 
RECEIVE 
UNORDERED 
RECORDS OR 
TAPES?

YES TO> YES YES YES YES
There are no cards 
which you must return. 

NFVFDI 00’y ,hc "cords and Hs-VLn. tapes you want are sent 
-and only when you ask 
in to send them.

HOW LONG 
MUST YOU 
WAIT FOR 
SELECTIONS 
TO ARRIVE’

^k 5 to 6
■RP weeks

^k 5 to 6 
• weeks

^k 5 to 6 
weeks

^k 5 to 6 
¡Mr weeks

^k 5 to 6 
weeks

NOLONG’0“’ o,6t' 'eeenti No
WAITS! *h'pp<n« °«cycle.

AT LAST A RECORD AND TAPE CLUB WITH NO “OBLIGATIONS”-ONLY BENEFITS!
RECORD CLUB OF AMERICA

Ordinary record and tape clubs make you choose 
from a few labels-usually their own! They make 
you buy up to 12 records or tapes a year-usually 
at list price—to fulfill your obligation. And if you 
forget to return their monthly card-they send 
you an item you don't want and a bill for 54.98. 
55.98, 56.98, or 57.98! In effect, you may be 
charged almost double for your records and tapes.

BUT RECORD CLUB OF AMERICA 
ENDS ALL THAT!

We’re the largest all-label record and tape club 
in the world. Choose any LP or tape (cartridges 
and cassettes), including new releases. No 
exceptions! Take as many, or as few, or no 
selections at all if you so decide. Discounts are 
GUARANTEED AS HIGH AS 79% OFF! You always 
save at least 33Vij%. You get best sellers for as 
low as 99$.

NO AUTOMATIC SHIPMENTS
With our Club there are no cards which you must 
return to prevent shipment of unwanted LPs or 
tapes (which you would have to return at your 
own expense if you have failed to send written 
notice not to ship). We send only what you order.

HOW CAN WE BREAK ALL RECORD 
AND TAPE CLUB RULES?

We are the only major record and tape club NOT 
OWNED ... NOT CONTROLLED ... NOT SUBSIDIZED 
by any record or tape manufacturer anywhere. 
Therefore, we are not obliged by company policy 
to push any one label. Nor are we prevented by 
distribution commitments from offering the very 
newest LP's and tapes.

SPECIAL INTRODUCTORY MEMBERSHIP OFFER
Join RECORD CLUB OF AMERICA now and take 
advantage of this special Introductory Member
ship Offer. Choose any 3 LPs or any 1 tape shown 
here (worth up to 520.94) and mail coupon with 
check or money order for 55.00 membership fee 
(a small handling and mailing fee for your free 

LPs or tapes will be sent later. If you can't find 
3 LPs or 1 tape here, you can defer your selec
tion and choose from expanded list later. This 
entitles you to LIFETIME MEMBERSHIP-and you 
never pay another club fee. Your savings have 
already more than made up for the nominal 
membership fee.

NOW YOU CAN CHARGE IT
If you prefer, you may charge your membership 
to one of your credit cards. We honor four dif
ferent plans. Check your preference and fill-in 
your account number on the coupon.

LOOK WHAT YOU GET
• FREE Lifetime Membership Card - guarantees 

you brand new LPs and tapes at discounts up 
to 79% ... Never less than Vb off.

• FREE Giant Master LP and Tape Catalog-lists 
all readily available LPs and tapes (cartridges 
and cassettes) of all labels (including foreign) 
...all musical categories.

• FREE Disc and Tape Guide - The Club's own 
Magazine, and special Club sale announcements 
which regularly bring you news of just-issued 
new releases and "extra discount" specials.

• FREE ANY 3 Stereo LPs or any 1 Tape shown 
here (worth up to 520.94) with absolutely no 
obligation to buy anything ever!

GUARANTEED INSTANT SERVICE
All LPs and tapes ordered by members are 
shipped same day received (orders from the 
Master Catalog may take a few days longer). ALL 
RECORDS AND TAPES GUARANTEED—factory new 
and completely satisfactory or replacements will 
be made without question.

MONEY BACK GUARANTEE
If you aren’t absolutely delighted with our dis
counts (up to 79%)-return items within 10 days 
and membership fee will be returned AT ONCE! 
Join over one and one-half million budget-wise 
record and tape collectors now.

TYPICAL “EXTRA DISCOUNT” SALE
54.98 LPs average as low as $2.00 
$5.98 LPs average as low as $2.27

Savings of 62% or more from recent Club sales up to 
$3.71 per LP. Start these giant savings now ... not 
after you fulfill your obligation like the other clubs.

Label
List 

Price

Average 
Club 
Price

Creedence Clearwater Revival
—Pendulum Fanta 4.98 2.00

Ten Years After-Watt De ram 5.98 2.27
Anne Murray-Snowbird Capit 4.98 2.00
Tom Jones-1 Who Have Nothing Parro 5.98 2.27
The Andy Williams Show Colum 5.98 2.27
Judy Collins-Whales & 

Nightingales
Bob Dylan-New Morning

Elekt 5.98 2.27
Colum 5.98 2.27

Gordon Lightfoot—
Sit Down Young Stranger Repri 4.98 2.00

Henry Mancini—
Plays Theme From Love Story Victo 4.98 2.00

NOW YOU CAN 
€11 ARGE IT, TOO!

Yes-Rush me a lifetime Membership Card, Free 
Giant Master LP & Tape Catalog, and Disc & Tape 
Guide at this Special Membership Offer. Also send 
me the 3 FREE LPs or 1 FREE tape which I have 
indicated below (with a bill for a small mailing and 
handling charge). I enclose my $5.00 lifetime mem
bership fee. This entitles me to buy any LPs or tapes 
at discounts up to 79%, plus a sma'I mailing and 
handling charge. I am not obligated to buy any rec
ords or tapes-no yearly quota. If not completely 
delighted I may return items above within 10 days 
for immediate refund of membership fee.

3 FREE LPs

or 1 FREE TAPE
I------------------------ 1 □ 8 track
I________I □ cassette

or □ Defer Selection—send expanded list.

I enclose $5.00 covering my lifetime membership 
fee.
Mr.
Mrs.
Miss______________________________________________

Address___________________________________________

City State Zip

All Servicemen write Soc. Sec. #
CHARGE IT to my credit card. I am charging my 
$5.00 membership (mailing and handling fee for each 
FREE LP and tape selected will be added).
Check one: □ Diners Club □ Master Charge 

□ American Express □ BankAmericard

Acct. —Expiration Date

Signature_________________________________________ .

RECORD CLUB OF AMERICA-The World’s Lowest Priced Record and Tape Club



far out
' Far out in front of any 

other music stand, no 
matter how you use it. 

Easy to control, sturdy, 
dependable. It stands 

above all others 
in popularity.

Can a music stand be 
a pulpit, an easel, 

a lectern, 
a make-up table? 

Why not? Manhasset
owners have reported all these 

uses and many more. But we think you 
should judge it simply on its merits as 
the finest (and one of the least expen
sive) music stands of all. More schools 
use it than any other. In all, more than 
5,500,000 have been sold. Take a good 
look at Manhasset. It’s been imitated 
but never equalled.
The Magic Finger Clutch is 
the big secret. It gives you 
easy (one hand) control. 
Smooth and effortless, up 
or down. No thumb screws 
to bother with. No em-

ö
KING
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INSTRUMENTE 
DIVISION OF THE SEEDURO CORPORATION

March 18, 1971 Vol. 38, No. 6

down 
beat

On Newsstands Throughout the World

READERS IN 142 COUNTRIES

contents
4 The First Chorus, by Charles Suber

11 Chords and Discords

12 News

13 Strictly Ad Lib
14 Art Blakey's Jazz Message: Thomas Tolnay elicits the views of the influen

tial drummer-leader.

16 Jo Jones: Percussion Patriarch: A charming profile of one of the true giants 
in a unique setting, by Lewis K. McMillan Jr.

18 Youthful Time: An Interview with Chico Hamilton: The dynamic percussion
ist talks to Mike Bourne.

20 Percussion Discussion: An Interview with Roy Burns: The master clinician 
discusses his career with Charles Suber.

22 Record Reviews
28 Caught In The Act: Marty Grosz and the Sounds of Swing • Herbie Mann • 

Ken McIntyre

32 Music Workshop: Drum Shop Talk with Bob Tilles. By Charles Suber

Cover Photos: Jo Jones, Lars Swanberg; Art Blakely, Ryuichiro Maeda; Chico 
Hamilton, Jim Marshall. Design by Robert Robertson.

Miami/Ft. Lauderdale, Robert Schultz 
Minneapolis/St. Paul, Bob Protzman 
New Jersey: Michael Shepherd 
New Orleans, Paul Lentz 
Philadelphia, Fred Miles, Gregg Hall 
Pittsburgh, Roy Kohler 
St. Louis, Phil Hulsey 
San Francisco, Sammy Mitchell 
Washington, D.C., Paul Anthony 
Argentina, Walter Thiers 
Australia, Trevor Graham 
Central Europe, Eric T. Vogel 
Denmark, Finn Slumstrup

CORRESPONDENTS
Baltimore, James D. Dilts 
Boston, John Hambright 
Buffalo, James Koteras 
Chicago, Harriet Choice 
Cincinnati, Louis F. Lausche 
Cleveland, John Richmond 
Dallas, Don Gilliland 
Detroit, Herb Boyd 
Kansas City, Dave Maxon 
Las Vegas, Phyllis Kluger

Printed In U.S.A Second-elass postage paid at Chi
cago, Illinois. Copyright© 1971 by Maher Publications, a 
division of John Maher Printing Co., all foreign rights 
reserved. Trademark registered U.S. Patent Ofilce. 
Great Britain registered trademark No. 719,407. Pub
lished biweekly. Wo cannot bo responsible for unsolicited 
manuscripts and photos.

Subscription rates $9 one year. $14 two years, $19 three 
years, payable In advance. If you live In any of tho 
Pan American Union countries, add $1. for each 
year of subscription, to the prices listed above If vou 
live in Canada or any other foreign country, add $1.50 
for each year.

down beat articles are Indexed in The Music In
dex and Music ’71. Write down beat for availability of 
microfilm copies (by University Microfilm) and micro
fiche copies (by Bell & Howell).

If you move, let us know your new address 
with zip code (include your old one, too) 6 
weeks in advance so you won’t miss an 
issue (the postoffice won’t forward copies 
and we can’t send duplicates).

MAHER PUBLICATIONS: 
down beat, MUSIC '71;
MUSIC DIRECTORY: NAMM DAILY 'MPAj

PRESIDENT 

JACK MAHER
PUBLISHER 

CHARLES SUBER
EDITOR 

DAN MORGENSTERN 
MANAGING EDITOR 

JAMES SZANTOR 
CONTRIBUTING EDITORS 

LEONARD FEATHER 
HARVEY SIDERS 
EDITORIAL ASSISTANT 

JANE WELCH 
GENERAL MANAGER 

L. A. POWELL 
PRODUCTION MANAGER 

GLORIA BALDWIN 
CIRCULATION MANAGER 

D. B. KELLY

Finland, Don Bane 
France, Jean-Louis Ginibre 
Germany, Joachim E. Berendt, 

Claus Schreiner
Great Britain, Valerie Wilmer 
Italy, Ruggero Stiassi 
Japan, Max E. Lash 
Netherlands, Hans F. Dulfer 
Norway, Randi Hultin 
Poland, Roman Waschko 
Sweden, Lars Lystedt 
Toronto, Helen McNamara 
Uruguay, Arnaldo Salustio

Address all correspondence to 222 W. Adams 
Street, Chicago, Illinois, 60606.

EXECUTIVE OFFICE. 222 West Adams 
St., Chicago IL., C0C06, (312) 346-7811. James 
Szantor, Editorial. D. B. Kelly, Subscrip
tions.
EAST COAST OFFICE: 250 W. 57th Street, 
New York, N.Y., 10019, (212) 757-5111. Dan 
Morgenstern, Jane Welch, Editorial. Jack 
Maher, Advertising Sales.

WEST COAST OFFICE: 11571 Wyandotte 
St., North Hollywood. CA. 91605, (213) 875- 
2190. Harvey Siders. Editorial. Martin Gal- 
lay, Advertising sales, 14974 Valley Vista 
Blvd., Sherman Oaks, CA. 91403, (213) 461- 
7907.

POSTMASTER. Send Form 3579 to Down Beat.
222 W. Adams Street, Chicago, Illinois 60606

CABLE ADDRESS downbeat
Members, Audit Bureau of 
Circulations



CHORDS & DISCORDS
A Forum For Readers

Gold In Silver
In regard to your record review of 

Horace Silver’s new LP, That Healing 
Feelin’ (db, Jan. 21), I have 
bought it and listened to it intently 
and find it most stimulating.

I suggest your reviewer listen to it with 
a spiritual ear and read the liner 
notes with a spiritual eye and open up 
his mind to the beauty of Horace’s 
music and words.
This is the “Aquarian Age,” the age 
of spirituality, and Horace’s 
new music reflects the new age. I 
patiently await Phase II of 
“The United States of Mind.”

Al Freeman 
New York, N.Y.

King Carter
I have seen nothing in your 

excellent magazine regarding 
Benny Carter’s recent visit to Europe. I 
don’t know which other place he 
appeared, but he did play with 
Henri Chaix’ Swiss swing band at the 
traditional Swing Session at Baden 
in September, an event that was recorded 
and broadcast around Europe.

Let me tell you here and now 
that Carter has lost none of his zest 

and tremendous power of 
improvisation. He was featured as a 
soloist on alto sax in five tunes, 
doing an average of three choruses, and 
greatly impressed the audience, 
particularly, perhaps, on his own tune, 
Swing in November. Benny Carter 
is still your king of swing, or at least mine.

An old swing jazz fan can only 
wish that we’ll be hearing more

of Benny Carter in the year ahead. 
Could anyone tell me, by the way, 
why we seem to hear him 
so seldom these days, on records 
and otherwise? And another
question while I’m about it: Has Carter put 
away his second instrument, the 
trumpet, altogether?

Jan Fr. Lochen 
Oslo, Norway

One reason why Carter is so seldom 
heard and seen is that he keeps 
busy with studio work, scoring for 
films and TV. Another is the 

singular lack of imagination among 
bookers, producers, clubowners, etc. 
Carter has not put away his trumpet; as 
reported in these pages last year, 
he played it at a Princeton University 
concert, but the instrument requires 
consistent practice. —Ed.

Praise For Jacquet
We saw Illinois Jacquet several 

times during his recent stay at 
Lennie’s-on-the-Turnpike, and he proved 
once again that he is the greatest of 
living tenor players. We know of 
few musical giants who would blow as 
hard and long as Illinois did for 
the 11 or 20 people who came to see 
him each night. We consider 
ourselves lucky to have been there. 
We would like to thank Illinois 
for giving so much of himself to 
so small an audience.

Most of us voted for Illinois in your 
poll, but evidently there seem 
to be at least 30 other tenor players 
who rank above him, including 
Boots Randolph. We think the results of 
your poll are absurd in many 
categories, especially that of tenor sax. 
We urge everyone to see and 
appreciate the genius of Illinois Jacquet 
and then decide who is the 
most expressive, emotional and 
swinging tenor player.

Dave Brogdon Gary Sargent 
Cookie Towle John Sargent 

Joshua Schneider 
Weston. Mass.

milt 
jackson

has the 
new

Vibes virtuoso! That's Milt Jackson. Acclaimed the 
world over for his masterful artistry on vibes in the 
renowned Modern Jazz Quartet, he is one of the jazz 
greats of our time. The Milt Jackson style, a combina
tion of fabulous technical skill and a unique sense of 
tonality, has revolutionized the role of vibes wherever 
jazz is played. Virtuoso that he is, Milt Jackson may 
well start another revolution in sound with his Electra- 
Vibe. This new Deagan “sound generator” may turn 
on your talent, too! Three ElectraVibe models, $850 
to $950.

thing for Bags'groove...

the EDe©fimVnlb^
For information, write:

ÛEAÇAN
J. C. DEAGAN, INC. 
1770 West Berteau Avenue 
Chicago, Illinois 60613 
Phone (312) 525-4364
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ACJF ’71 SET FOR MAY
AT UNIV. OF ILLINOIS

The John F. Kennedy Center for the 
Performing Arts will present the 1971 
American College Jazz Festival in asso
ciation with down beat at the Krannert 
Center on the campus of the University 
of Illinois in Urbana May 14 to 16, it 
was announced by George London, Artistic 
Administrator for the JFK Center, at a 
press conference held in Chicago by the 
sponsors of the ACJF, American Airlines 
and American Express.

Willis Conover of the Voice of America 
will be executive producer and emcee. The 
format for this year, he said, will be sim
ilar to that of the 1970 event, also held 
at Urbana.

Big bands, combos and vocalists repre
senting the seven affiliated regional college

Dizzy Gillespie 
festivals will perform in five concerts 
(evening of May 14; afternoon and eve
ning of May 15 and 16), and added 
attractions will include two or three col
lege jazz groups chosen “at large;” three 
outstanding Illinois high school bands (at 
the opening concert); improvisation and 
arranging clinics (morning of May 15), 
and at least one professional jazz star 
performing at each of the five concerts. 
Dizzy Gillespie and Clark Terry have been 
confirmed, Conover said, with others to 
be announced soon. (The guest profes
sionals appear with the cooperation of the 
American Federation of Musicians. Last 
year’s guests were Cannonball Adderley, 
Gary Burton, Benny Carter, Quincy Jones, 
Gerry Mulligan, Lalo Schifrin, and Terry.)

There is no formal competition at the 
ACJF. However, a panel of judges will 
hand in comment sheets on the groups 
and select outstanding student performers 
and arrangers to receive various awards 
and scholarships. The outstanding student 

composer-arranger will receive a $250 
commission for a work to be premiered 
at the 1972 ACJF, to be held at the JFK 
Center in Washington, D.C. This year, 
Fred Hamilton of the Univ, of Northern 
Colorado will conduct one of the guest 
bands in the premiere of a work commis
sioned at the ’70 event.

The National Association of Jazz Ed
ucators is assisting the ACJF as well as 
the seven regional festivals in formulating 
adjudication procedures, selecting judges, 
and organizing clinics connected with the 
festivals.

The regional festivals will each host 
about 20 college jazz groups chosen on the 
basis of audition tapes. Some regionals 
are non-competitive, but a panel of judges 
will select the big band, combo (and if 
the quality is on a par with the instru
mentalists, vocalist) to go to the ACJF. 
An impressive lineup of judges, clinicians 
and guest performers is scheduled for the 
regionals, including David Baker, Louis 
Bellson, Urbie Green, Mundell Lowe, 
Marian McPartland, Lou Marini, Oliver 
Nelson, Alec Wilder, Ernie Wilkins, and 
Clark Terry.

For complete details and ticket prices, 
contact the individual festivals, or write 
down beat/CJF, 222 West Adams, Chi
cago, Ill. 60606.

The festivals, their dates, and the chair
men are as follows: Southwest CJF, March 
13, Dick Goodwin, Univ, of Texas, Aus
tin, Tex. 78712; Midwest CJF, March 
27-28, Jim Sorenson, Elmhurst College, 
Elmhurst, III. 60122; Southern CJF, April 
2-3, J. C. McAleer, P.O, Box 1098, Mo- 

□ bile, Ala. 33601; Pacific Coast CJF, April 
< 3, Joel Leach, San Fernando Valley Col- 
o lege, Northridge, Calif. 91324; New Eng- 
* land CJF, April 16-18, Dom and Sam Cos- 
° tanzo, Quinnipiac College, Hamden, Conn. 

06518; Inter-Mountain CJF, April 23-24, 
William Fowler, 100 S. West Temple, Salt 
Lake City, Utah 84101; Northwest CJF, 
May 9, Ralph Mutchlcr, Olympic College, 
Bremerton, Wash. 98310; American Col
lege Jazz Festival, May 14-16, c/o Kran
nert Center Box Office, Univ, of Illinois, 
Urbana, Ill. 61801.

ENDOWMENTAPPLICATION 
DEADLINE IS MARCH 15

The deadline for applications for Na
tional Endowment for the Arts grants in 
jazz for the fiscal year 1971 is March 15.

In order to obtain official application 
forms, a letter of inquiry must be written 
to: Office of Music Programs, National 
Endowment for the Arts, 1800F St., N.W., 
Washington, D.C. 20506. Such letters may 
be written in the applicant’s own style, but 
must contain specific information pertinent 
to the category applied for.

There are four such categories. Category 

I is for individual non-matching grants of 
up to $1,000 to American jazz composers 
and arrangers for commissioning new works 
and funding completion of works in prog
ress. Information must include description 
of the work, the applicant’s training and 
experience, and pertinent details if the 
work is to be composed for a specific en
semble and plans have been made for spe
cific performance(s).

Category II is for matching grants up to 
$1,000 to colleges, universities, or schools 
of music to establish short residencies for 
jazz composers, arrangers, instrumentalists, 
instructors, and critics (funds to be ap
plied to jazz specialists’ fees only). Infor
mation must include a brief description of 
the project, when and where it would be 
carried out, and a brief budget outline.

Category III is for individual non-match
ing giants of no more than $500 to mu
sicians and qualified students to provide 
travel and living expenses enabling them to 
tour and/or study with professional jazz 
artists for a period of approximately two 
weeks. Applicants must specify five or 
more artists in preferential order, indicat
ing also if the proposal has been dis
cussed with any of these, where and when 
the project would be carried out, a budget 
of anticipated expenses, a biographical 
resume, and three personal references.

Category IV provides matching grants 
of up to $1,000 to public and private ele
mentary and secondary schools or other 
non-profit, tax-exempt community and re
ligious organizations for presentation of 
on-premises jazz concerts (funds to be 
applied to artists’ fees only). A description 
of the project, when and where it would 
take place, and a budget outline are re
quired.

Category V is a general category provid
ing for such additional grants as the Ad
visory Jazz Panel may approve.

No projects taking place prior to June 
1, 1971 will be eligible. Nancy Hanks, 
chairman of the Endowment, has stated 
that funds lor jazz grants under the 1971 
budget will total $50.000—more than twice 
the 20,050 awarded last year.

GILLESPIE AND HACKETT 
MEET IN SUPER SUMMIT

Dizzy Gillespie and Bobby Hackett—a 
combination as sublime as it was unlikely 
—made memorable music together on a 
Sunday afternoon at the Overseas Press 
Club in midtown Manhattan, enchanting 
a crowd which overflowed the club’s spa
cious parlor, garlanded the stairwells, and 
packed the downstairs bar, where the 
music was relayed through a speaker sys
tem.

Backed by a superlative rhythm section 
of Mary Lou Williams, piano; George 
Duvivier, bass, and Grady Tate, drums,
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the two grand masters of jazz trumpet 
traded solos, eights, fours and even horns 
in a demonstration of wholly individual
istic but thoroughly complimentary styles.

The event was sponsored by the OPC’s 
Jazz Club, a recently formed organization 
with a flair for imaginative programming. 
It also marked Hackett’s 56th birthday. 
He was serenaded by Gillespie with a 
unique version of Happy Birthday, to 
which he responded with a few bars of 
Silver Threads Among the Gold, and was 
presented with an elegant birthday cake 
by singer Maxine Sullivan, an official of 
the club.

In a program of ballads, jazz standards, 
and a few unusual items such as Fats 
Waller’s charming Jitterhug Waltz, Hack
ett and Gillespie conducted a post-graduate 
seminar on the improviser’s art, inspiring 
each other to heights rarely reached in any 
music. Miss Williams contributed solos 
that maintained the level, and Duvivier 
and Tate never stopped swinging.

Events of this nature, rare to begin 
with, are as a rule ephemeral. This one, 
however, was recorded by Perception Rec
ords, the label to which Gillespie is signed, 
and the results arc something to look for
ward to. To this reporter, the summit 
meeting set a mark for 1971 that is un
likely to be surpassed. —D.M.

FINAL BAR
Clarinetist Harry Shields, 71, died in 

New Orleans Jan. 19. He was the younger 
brother of Larry Shields, clarinetist in the 

famous Original Dixieland Jazz Band, who 
died in 1953.

Shields received early instruction from 
his brother and began to play profession
ally around 1916, working with Alfred 
Laine, Emmett Hardy, and Sharky Bonano. 
He retired in 1942, but began to play 
again nine years later, with George Girard, 
the Dukes of Dixieland, and Bonano, visit
ing New York with the latter in 1959. He 
appeared with Bonano at the 1969 New 
Orleans Jazz Festival and worked at Pres
ervation Hall the night before his death.

POTPOURRI
Tom Reichman’s film Mingus, acclaimed 

during its brief theatrical run in 1968, 
has been acquired by National Education
al Television and will be shown on NET 
network stations throughout the U.S. at 
10 p.m. on March 7 and again on March 
10. The documentary portrait of a great 
jazzman is recommended viewing.

•
George Wein’s Festival Productions, 

Inc. is making special rates available to 
jazz societies wishing to arrange for mem
bers to attend any one of three major 
festivals presented by the organization this 
year. These are the Hampton Jazz Festi
val (June 25-26), Newport (July 2-5), 
and the Ohio Valley Jazz Festival (July 
30-31). The offer includes European as 
well as U.S. and Canadian jazz societies. 
Inquiries should be addressed to Festival 
Productions, Inc., Tour Office, 2526 Ob

servatory Road, Cincinnati, Ohio 45208.
•

A benefit concert for Phoenix House, 
the drug rehabilitation foundation, will 
take place March 11 at New York’s Town 
Hall, with the Thad Jones-Mel Lewis 
Orchestra and the quartets of Kenny Bur
rell and Frank Foster as the featured 
attractions.

•
Tenorist Dewey Redman, known for 

his work with Ornette Coleman, will be 
featured in concert with his own group 
(Cecil McBee, bass; Eddie Moore, drums) 
at Washington Square Methodist Church 
in New York March 5.

•
The unprecedented success of Colum

bia’s Bessie Smith reissue project has led 
the company to initiate a similar venture 
involving the recorded legacy of Billie 
Holiday. According to producer-collator 
Chris Alhcrtson, there will be at least 10 
volumes, offered at the same 2-for-l price 
as the Bessie sets, and including alternate 
takes.

•
What is probably the first college-level 

course on rock ’n’ roll in the U.S. is under 
way at the New School for Social Re
search in New York. Called Atomic Youth 
and the Rock Mushroom, the course is 
presided over by Michael C. Luckman 
and places heavy emphasis on the “so
cioeconomic aspects of rock culture,” with 
guest appearances by performers, critics, 
producers, and even groupies.

Louis Armstrong was honored in a special “Salute to Satch” held recently at the 
Tropicana Hotel in Las Vegas. Among those on hand to pay tribute were Ella Fitz
gerald and Duke Ellington. Others, not shown, included Red Norvo, Si Zentner, Eddie 
Miller, and Xavier Cugat.

STRICTLY AD LIB
New York: Louis Armstrong was set 
to open a two-week stand at the Waldorf- 
Astoria’s Empire Room March 2. Satch- 
mo’s chops were in fine shape when he 
appeared on Channel 9’s Cerebral Palsy 
marathon a month before . . . The Thad 
Jones-Mel Lewis Orchestra celebrated its 
6th birthday with a weekend at the Village 
Vanguard in February, sharing the week 
with Pharoah Sanders’ group . . . Buddy 
Rich and crew returned to Barney Google’s 
for a two-nighter Feb. 21-22. The The 
Magnificent Men, a jazz-rock group, has 
been appearing at the club . . . Miles 
Davis pulled one of his “no show” stunts 
at the Bitter End, where he was billed to 
appear in early February . . . The Cook
ery, at 8th St. and University Place, where 
Mary Lou Williams and bassist Michael 
Fleming continue Monday through Satur
day, has added Sunday music to its sched
ule. Solo guitarist Ted Dunbar (on hand 
from 1 to 6 p.m.) and solo pianist Dill 
Jones (from 6 to 11) kicked off Feb. 7 
. . . The opening concert in Carnegie Re
cital Hall’s Jazz: The Personal Dimension 
featured pianist-composer Toshiko, with 
Lew Tabackin, tenor sax, flute; Bob 
Daugherty, bass, and Mickey Roker, 
drums . . . Kimako’s, at 2240 7th Ave. in 
Harlem, continues to present week-ends of 
new black music. Recent attractions in
cluded Norman Connors and the Black 
Experience, and Archie Shcpp’s Sextet 
(Joe Gardner, trumpet; Sonelius Smith, 

/Continued on page 38
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ART BLAKEY’S JAZZ MESSAGE
art blakey has a mission. He had it back 
in 1934 when he began playing drums 
for keeps. He has it in 1971, at a time 
when he is considered one of the kings 
of his instrument.

“Jazz is truth,” says Blakey, and his 
mission is to prevent jazz from drying up 
creatively so there will always be enough 
truth to go around.

Certainly he has been carrying more 
than his share of the missionary McCoy 
already, from the time he established the 
original 17 Messengers in 1948. When the 
big bands began to break up in the ’50s, 
with not enough work to sustain large 
units, Blakey and Horace Silver formed 
the five-piece Jazz Messengers. In that 
first version of the group, Doug Watkins 
fingered the bass, Hank Mobley wielded 
the tenor, and Kenny Dorham manned the 
trumpet.

Today, many personnel changes later, 
the group is one of the oldest small jazz 
units around with the same name, same 
leader, same philosophy.

“From the beginning,” Blakey said, “we 
have worked for jazz from without and 
within.” He meant that the musical mes
sages decoded by his outfit have always 
had two main purposes: to excite the 
audience, and to develop the musicians 
within the group. Through the years the 
head man has maintained a constant be
lief in this double-barreled credo.

Bebop was making its mark about the 
time the Jazz Messengers were born. “In 
that era the music was a little raggedy,” 
he said. “We came in with organization 
—arrangements, uniforms—trying to be 
sharp in appearance and music-wise. Be
fore the public, jazz is show business, and 
I believe in that too.”

But he also believes that jazz is the 
stuff that dreams are made of—the music 
that can lift people out of their troubles.

“Jazz washes away the dust of everyday 
life,” he said. “When people come into a 
club, they don’t want to be bothered with 
the problems out there. All they want is to 
be happy and have a ball. It’s the musi

cian’s job to take them away from all that 
world. To hypnotize them, lead them out, 
and then bring them back to reality.”

Blakey contends that all the great jazz
men understood this basic function of the 
music. “That’s what made them kings,” 
he commented. “Charlie Parker had it, 
Sonny Rollins has it, Clifford Brown, Stan 
Getz—all of them. Dizzy Gillespie can 
take you and sweep you right away. 
You’re eating food—you forget you got 
a steak on your fork. The greats tell their 
story, and they got you. And when they’re 
finished, they let you go.

“That’s always been true of jazz,” he 
continued. “The viewpoint may change, the 
form may change, but if it’s jazz it still has 
to swing. It has to take you away. If it 
stops swinging, it’ll all perish. People like 
to pat their foot. They want to be happy. 
And the best way to be happy is to for
get. And the best way to forget is to pat 
your foot.”

The drummer suggested that one rea
son jazz has experienced a decline is that 
many musicians have forgotten that this is 
the primary purpose of playing.

“The average layman, listening to some 
of the things they’re coming out with 
lately makes him think—well, what the 
hell is that? I’m telling you straight, in 
recent years that has happened to me!” 
he confessed. “I’ve asked myself more 
than once about some music— just what 
is it? Where is it? I can’t find it. Now if 
it’s supposed to be Indian music, African 
or classical music, I expect the different 
approach. I’m looking for it. I just want 
the punishment to fit the crime!”

Jazz, he says, is a music of great feel
ing and listeners have a right to be wired 
up to that feeling. “You don’t have to be 
a musician to understand jazz. All you 
have to do is be able to feel. That’s why 
true jazzmen play—because they want oth
er people to share what they feel.

“To pass through life and miss this 
music,” Blakey remarked, “is to miss out 
on one of the best things about living here 
and now.” What he seemed to be saying, 
in his own way, is that jazz makes the 
world go ’round. Strong sentiments, but 
Art Blakey’s passion—and that, after all, 
is what we’re talking about—is openly 
religious in its fervor.

Blakey, one of the most positive forces 
ever to embrace this music, was reluctant 
to point the finger directly at the avant 
garde as the weak link in the chain of 
jazz. The drummer did say, however, that 
“knowledge gained and not applied is no 
knowledge at all.”

He put it this way: “If you come up 
and say I’m a jazz musician,’ and you 
learn how to play the music, but you 
never apply what you’ve learned, and you 
go off into something else, you’re not jazz 
at all! And it won’t be long before you 
finally lose any jazz you originally had. 
That leaves you without roots. That leaves 
you nowhere!” The exclamation points, in
cidentally, come from the drummer, not 
the writer. That’s his energy coming out 
all over.

“What they don’t seem to realize is that 
once you play inside, you can always play 
outside.” Blakey was referring to the fact 
that once a man understands his instru
ment, knows his music, he can go beyond

by Thomas Tolnay
set patterns and still play in a way that 
adds up, that doesn’t alienate the listener. 
“But how can you play outside if you 
can’t play inside?” he said.

While the musician in him understands 
that “guys want to play something dif
ferent—be way out,” he believes the most 
important thing is to establish oneself on 
record. “Develop your style,” he advises 
young musicians. “Don’t follow the crowd 
into the latest fad. Don’t play something 
just to be different. Find yourself first,” 
he emphasized, “and the rest will fall into 
place.”

This advice leads directly into the sec
ond part of Art Blakey’s philosophy of 
spreading the truth of jazz. Specifically, 
spreading the word to the musicians in 
his group. Providing a training lab, a 
launching pad for fresh talents in jazz. 
By doing this he hopes to keep the music 
gassed up, vibrant and versatile—flying 
high. Without new talent coming up, he 
realizes, the life-blood of jazz would be 
shut off as tight as a faucet.

Bobby Timmons, Benny Golson, Kenny 
Dorham, Walter Davis Jr., Freddie Hub
bard, Doug Watkins, Lee Morgan, Wayne 
Shorter—these are just a few of the musi
cians that have spread their wings in the

“The viewpoint may 
change, the form 
may change, hut if 
it’s jazz it still has to 
swing. It has to take 
you away. If it stops 
swinging, it’ll all 
perish. . . .”
framework of the Jazz Messengers. Over 
the years, the leader estimates, as many 
as 200 different musicians have picked up 
something with the group, and this total 
will continue to rise as more new talent 
passes through the Blakey ranks. But he 
made it very plain that this learning pro
cess within the group is strictly a round
trip ticket.

“I’m always learning from these new 
cats too,” he said, “not to mention from 
other kinds of music. You can’t put down 
other kinds of sound. I learn from every
thing. Everyone. From Indian music, clas
sical. I go to Japan, to Africa—I listen. 
Believe me, I am always learning from 
other musicians, other music. Maybe not 
always immediately. Sometimes years later 
I find myself coming out with something 
I picked up on tour or right in the group.

“You never know it all,” he said. “Many 
guys unfortunately want to start at the top 
and work their way down. They figure they 
already know everything. I know some 
black musicians who say: ‘I don’t want 
to play no blues. I want to play black 
music.’ Well, I say to them, ‘What do you 
mean black music? Jazz is American music. 
No America, no jazz. That’s the way it 
is.’ ”

Blakey is perhaps the most optimistic 
jazzman on this or any other side of the 
Hudson. He admits that sometimes he 
may be concerned about the state of the



music “for a minute or two,” but he re
mains convinced that jazz is a potion 
that will continue to cure the malaise of 
people. Jazz, he insists, will always be 
played because the need that it fulfills will 
always exist.

The important thing to him is having a 
chance to play. “If you can produce the 
music, if you have the talent,” he ex
plained, “the world will beat a path to 
your door. A lot of musicians worry about 
the financial fix of jazz, about the bread 
they’re going to get out of it. That’s not 
the musicians’ purpose. Their purpose is to 
play. Period.

“Some musicians today have gotten to 
the point where they are raggedy on the 
bandstand,” he continued. “People see 
them before they hear them. Attitudes 
have changed. Musicians come in late. 
Or they make like they’re doing the audi
ence a favor by showing up. This is not 
good, because we’re still employees. At 
the end of the week we have our hand 
out. Some guys have lost sight of this.

“If those musicians were born in an
other country,” he said, “they would be in 
a world of trouble. Look at the people in 
other countries who are dying to have 
just a little opportunity to do something. 
Anything.” This statement was one of 
several which seemed to indicate that the 
optimism of Art Blakey spills over from 
the music we call jazz to his view of that 
state of mind we call the United States.

When asked about the many people in 
the country today, including some of his 
colleagues, who find that America is not 
the best of all possible worlds, he said: 
“Either they are naive, or they’re just 
missing the boat. They haven’t traveled 
much. Or if they have, they did it with 
their eyes closed. I’m not saying every- 
things is perfect here; all I’m saying is look 
around and compare.”

Nearly 40 years of practicing what he 
preaches has not dulled his purpose. The 
drummer continues to work on his musi
cians, to stir them up, excite them. He 
perhaps has more influence on the musi
cians that play with him than any other 
leader in the business. Certainly the cur
rent crop will attest to this—Ramon Mor
ris on tenor saxophone, Donald Smith on 
piano, Bill Hardin on trumpet, and Art’s 
long-time bassist, Jymie Merritt.

Musical influence is only part of the 
plan, however. By also teaching his men 
leadership, Blakey provides the impetus 
for new groups in the future, for he even 
worries about the club owner. Building a 
strong group, with important billings, he 
feels, enables the club owner to have 
more name attractions to draw customers, 
to keep his business up.

“With mostly non-name groups playing 
throughout the year,” said Blakey, “the 
jazz club can’t stay open. We need more 
names that can be billed.

“Part of the problem,” he conceded, 
“is that a lot of leaders won’t bill any of 
their musicians. They just bill themselves. 
I don’t believe in that. If the young musi
cian coming up is good, people ought to 
know it. Young cats have to have some
body to help them along. Besides, you 
teach them and they teach you. It’s a fair 
exchange—no robbery.”

When asked whether this attitude of 

helping young musicians applies to white 
as well as black musicians, he was em
phatic in his reply. “Absolutely,” he said. 
“This is jazz musicians we’re talking about, 
Americans—not black or white.”

His generous attitude, love for the music, 
and warm manner have earned him the 
affection and respect of scores of musi
cians who have worked with him. “They 
love me like a father,” he said with a 
pleased grin. “They don’t want to leave the 
group.”

“I love the men I work with. I love the 
thing we have going together. It’s truth. 
It’s beauty.” This rapport between Blakey 
and his musicians comes out very clearly 
in the playing itself—a riotous, joyful 
combustion. “Our music really comes 
across when everybody is feeling good 
about everyone around them,” he said. 
“First you’ve got to remove the barriers 
they may have in their minds, and then 

they can really play their hearts out.”
The drummer’s warmth is especially ap

parent when he dips into his long, fascinat
ing jazz past to pull out an anecdote. The 
story of how he came to play drums is a 
delightful example.

The time is 1934, the scene the Ritz 
Club in Pittsburgh, Blakey’s birthplace. 
“It was run by gangsters,” he said jovially. 
“I had a 16-piece band in there and I 
played piano—couldn’t read a note! Played 
in about two keys,” he laughed. Keys or 
not, he was able to pull musicians together 
and get them to do things, as he’s been 
doing ever since.

“Then this big show came in from 
New York—Tondelayo and Lopez. They 
had special music written by Raymond 
Scott. It was called Powerhouse. Really im
pressive stuff—bamp, bomp, be-doodle-lee- 
doo-doo-de-lee. All written out. Looked 
like fly shit on those sheets. It scared the 
hell out of me.

“I’d come in late, you know. The star. 
Wearing a sweater, big towel around my 
neck. ‘All right brass,’ I says, ‘run that 
down.’ Now these guys’ chops are getting 

tired. And they got to play that night. But 
I had to keep stalling so I wouldn’t have 
to play my part. ‘All right reeds, play 
your part.’ Finally, Tondelayo comes over 
and says to me: ‘Mr. Blakey, we’d like to 
hear the piano part.’

“ ‘That’s all right, take your time. You’ll 
hear it, you’ll hear it.’ Soon she played the 
business on a record machine. Now I 
tried to listen to it, to pick it up—but they 
were playing too damn fast. And it wasn’t 
in my key! All the while, this kid has been 
sitting in the corner wiping his nose on 
his sleeve, listening.

“Anyway, I kept fooling around,” he 
went on, “instead of being honest. Brother, 
that was my first lesson in honesty. I 
stood in front of that band and told them 
to go through it one more time, and it 
was so way out I didn’t know what to do, 
so I hollered: ‘You know damn well I 
can’t read!’ Finally this little cat in the 

corner came over and said, ‘Mr. Blakey, 
can I try it?’

“ ‘Sure kid. Go ahead,’ I told him. So 
while the kid is mounting up at the piano, 
I go over and start showing the drummer 
how to do it. I knew something about the 
drums, and I wanted to make scw?ebody 
think I knew what the hell I was doing. 
Well, that piano part came around and 
the cat not only played it but he added 
his own dressings. Fantastic. And that 
kid’s name was Erroll Garner.

“Through all this, the owner of the club 
was sitting in the back with his big .38. 
Finally, he calls me over and says, ‘Look 
kid, I think you better let that other 
feller play the piano and you play the 
drums.’ I didn’t like the idea too much, 
but he says to me, ‘You want to work 
here?’ ‘Sure,’ I says. ‘I been working here 
a year and a half. I got a contract with 
you, ain’t I?’

“This gangster looks me in the eye and 
says, ‘You ain’t got a contract if you’re 
playing piano.’ ” That’s how Art Blakey 
came to play the drums full time, and he’s 
been wailing ever since.
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THE YOUNG fellow standing at the coun
ter in Frank Ippolito’s drum shop had 
just purchased some bass drum heads and 
was waiting for Frank to wrap them. On 
his left he spotted the practice pad which 
drummers use to try out sticks before 
buying them. He pulled the pad over and 
was reaching out for a pair of sticks 
lying by themselves beyond the bunch 
nearest to him.

“Don’t bother those; you can’t play 
them!” The wiry, bald black man spoke 
with a tinge of authority in his voice.

“What?” said the youth quizzically.
With an air of intensity one could 

easily have mistaken for anger, the older 
man rose from his seat near the counter 
and almost snatched the pad from the 
younger man’s hands. “I said you can’t 
play those sticks! You know what these 
are? One is one size and the other is 
another size!” he shouted.

“Oh, I see,” the young man said calmly.
“No, you don’t see!” retorted the bald 

one. “These are specially paired, and no
body plays them but me, and I play 
them even.”

It was evident that the young man was 
somewhat amused by this statement.

“So you play even-handed? (A term 
that means switching holding positions 
from right-handed to left-handed.) I don’t 
believe it. Let me see you do it!”

This, plainly, was what the older man 
had been waiting for. Oddly-matched sticks 
in hand, he quickly went into a warmup 

that ownership of a musical instrument 
magically imbues them with the ability 
to play that instrument and to know all 
there is to know about it.

The young man, obviously repentant, 
just stood silently, listening respectfully to 
Jo Jones’ every word. Then he bid us 
all a most humble goodby.

I’ll make no bones about it. I was mad 
as hell. To me, as to an almost endless 
number of drummers and would-be drum
mers, Jo Jones has through the years 
been the personification of tasteful drum
ming at its best, an almost mythical 
figure who possesses some kind of magical 
insight enabling him to play just the right 
thing at the right time.

Since the days when I was a youngster 
in South Carolina, the apex of drumming 
to me did not mean the fiery pyrotechnics 
of Chick Webb or Gene Krupa, but the 
sly, subtle, tricky brush and cymbal work 
produced by a man named Jo Jones who 
played with the Count Basie Band. But 
then, during the ’30s, to me Basie’s band 
was really Jo Jones’ band.

In that part of the country, the only 
live musicians we kids had any oppor
tunity to see were those who infrequently 
played for prom dances and minstrel shows 
(imagine my pride when at 12 I was 
sitting behind a drum set, playing for 
what were called “Jig” [minstrel] Shows).

Most of our exposure to music came by 
way of phonograph records. I broke many 
a chair and wore out many a 78 rpm disc

Well, miracles happen. The little kid 
from South Carolina who always wanted 
to play drums like Jo Jones finally met his 
idol and they became fast friends.

As you walk down 8th Avdnue toward 
50th Street in Manhattan you have to look 
hard to spot the signs on the second-floor 
level which point to the location of the 
Professional Percussion Center—“The ‘In’ 
Place For Drummers.” If you miss the 
signs, you just might catch sight of the 
cymbal mounted outside the door on the 
street level which also proclaims the shop’s 
location.

Going up the stairs and turning left, you 
enter what at first looks like any other 
drum shop. But before long, you realize 
that this is a place like no drum shop 
you’ve been in before.

There’s the usual display of sets, acces
sories and books. There is even a drum 
repair section, where Al Duffy and his 16- 
year-old apprentice Paul Kimbarow are 
nearly always busy at work on some piece 
of percussion equipment. But at this point 
the similarity to other drum shops ends.

You detect the tasty aroma of coffee 
(brewing constantly in the office). You 
also begin to feel the easy, relaxed air of 
the place. No one is pushing anyone to 
buy. In fact, many times owner Frank 
Ippolito can be found behind the counter 
chatting with some visiting musician about 
anything except a purchase.

The special character of the drum shop 
is further underlined by the presence of an

JO JONES: PERCUSSION PATRIARCH
by Lewis K. McMillan Jr.
routine. Building from a simple hand-to- 
hand single stroke, he progressed steadily 
to strokings of such complexity as to defy 
description.

There was only the sound of the crisp, 
well-executed taps of the nylon-tipped 
sticks hitting the india rubber of the pad. 
The young man’s mouth hung open in 
amazement. Ippolito and I stood spell
bound as the man changed adroitly to the 
position of a left-handed drummer, losing 
none of his light, easy facility, accenting 
NOW on the beat, NOW off, effecting 
crisp, clean triplets, open rolls, diminish
ing them into flawless press rolls that 
barely whispered yet loudly proclaimed to 
all present that here was a master at 
work.

The man responsible for this demon
stration now replaced the pad in front of 
the young man, placed his own sticks on 
the side, and handed a pair of evenly 
matched ones to him. Without a word he 
returned to where he had been sitting 
and I withdrew from the counter to join 
him in shared silence.

I looked back at Ippolito as he mouthed 
the words, “That was Jo Jones, one of the 
best drummers of all times!” to the un
knowing would-be drummer whose mouth 
again fell open at this revelation.

“God, what a perfect ass I made of 
myself!” he said as he walked over to 
where Jo and I had now begun talking 
about young people who seem to think 

—especially those by the Basie band (with 
Jo Jones on drums).

Running away from home at 15 to join 
the Army, I wound up—by the grace of 
the gods—in Special Services. Not as a 
drummer, but as a ventriloquist/magician/ 
emcee! But what army bandmaster could 
keep me away from all those beautiful 
drums . . . and away from his musicians, 
many of whom had played with well- 
known bands before entering the service?

Whenever these guys sat around in 
“breeze-shooting” discussions, the names 
of Lester Young and Jo Jones invariably 
entered the conversation as examples of 
masters of their instruments.

I don’t remember where I first saw Jo 
in person, but he was behind his familiar 
white-pearl set with the big 16-inch floor 
toms on each side.

While I had been drawn to him because 
of his fascinating work with brushes, when 
seeing Jo in person I realized what a hell 
of an all-around drummer he was. Sticks, 
mallets, brushes ... he proved to be the 
master of them all, creating that special 
brand of subtlety with anything he held in 
his hands, and even playing up a storm 
with just his hands: fingers, thumbs, heels 
. . . EVERYTHING!

I used to nearly go crazy trying to 
fathom this smiling cat who could make 
the drums do everything in the book (and 
out). How docs a cat like Jo think? What 
goes on in his mind while he’s playing? 

attractive brunette, but make no mistake, 
Kathy Myers if far more than decoration. 
A very capable singer who proudly lists a 
tour with Duke Ellington among her “dues 
paid,” she is equally capable as Frank’s 
Girl Friday.

A line often spoken by Kathy (as well 
as by others among the staff and visitors) 
is, “Where’s Jo?”

Ippolito’s percussion center is one of 
Jo’s homes away from home (the other 
being Jim&Andy’s, a famous bar/restau- 
rant hangout for citizens of the world of 
music).

Almost any day, if you climb the stairs 
to the drum shop, you’ll be sure to find 
Jo Jones there, talking animatedly with 
some friend from the Basic band or Jazz 
at the Philharmonic days. Or there might 
be a young drummer who is presently 
working with Jo’s old friend Erskine 
Hawkins in the Catskills. You are struck 
by the respectful way the young drummer 
addresses Jo as “Mister Jones,” before he 
launches into relaying a message to Jo 
from Hawkins.

Being Jo Jones, he has to send back a 
cheery word in the form of a cryptic ref
erence to some humorous happening.

However, if anyone thinks Jo Jones 
spends his time reliving and cherishing the 
old days, like some musical horse out to 
pasture, he would be sadly mistaken. For 
he is very much with life today.

As he talks, his eyes flash with excite
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ment as he tells of the planned workshop 
which will be in continuous operation on 
the floor above the drum shop, or of some 
projected concert or recording session.

Suddenly, he’ll stop talking. “Wait a 
minute,” he’ll say as he cocks his head 
sideways, listening for a moment to the 
young man standing in front of the counter 
tapping his new snare drum with a look of 
confused dissatisfaction at the sound he 
gets.

Jo walks over to him.
“Let me have those sticks for a minute.”
Like a physician checking a heartbeat 

he taps the head, then listens closely. His 
fingers move first to the snare gate, then to 
the muffler knob, making slight adjust
ments as he continues to tap the head. He 
suddenly smiles as a crisper, cleaner, more 
resonant sound emanates from the drum. 
Still smiling, he wordlessly hands the snare 
and sticks to the young man whose face is 
flooded with a look of mingled gratitude 
and amazement. Now he speaks to the 
young man.

“You got those things on your drum 
. . . use them!”

“Gee, thanks a lot!,” the young fellow 
happily replies. He turns to Ippolito. “I 
guess it was me and not the drum. I’ll take 
it; wrap it up.”

By now Jo has resumed his running 
narrative. Maybe he’s telling of the time 
he, Coleman Hawkins and Roy Eldridge 
were playing together and kept a joke 
going between them about the gaudy band 
uniforms they had to wear. Or it could be 
about the time many years ago when a 
certain Kansas City gangster faction fav
ored the Basie band so much that anyone 
refusing to applaud at the end of a number 
might find the floor under his feet venti
lated by bulletholes.

Sometimes, when the shop is empty of 
customers (which is rarely) Jo has a little 
time to really relax and go into himself. 
If you happen to be among his trusted 
intimates, he’ll share some part of his life 
with you. Some part you know is some
thing you just don’t put in print. For you 
respect Jo far too much to violate his con
fidence.

There are, however, some things he 
doesn’t mind everyone knowing. In fact, 
I’d risk saying that he wishes more people 
knew about them. While most of the talk 
centering around musicians seems to ring 
with one four-letter word, there is a six- 
letter word which is far more important 
to Jo and to a lot of the musicians with 
whom he has been associated: prayer.

Many is the time I’ve heard him say, 
“The last thing I do at night is shut my 
door and get my Bible down, and read!”

Not long ago, Rev. John Garcia Gensel, 
the well-known minister who serves as 
Pastor to the New York Jazz Community, 
asked me to relay an invitation to Jo to 
play his drums at one of the regular Jazz 
Vespers workshop services held on Sun
days at 5 p.m. at St. Peter’s Lutheran 
Church in Manhattan.

“Yeah Mack, I’ll play for him,” he told 
me. “But. before I do, I’ve got to take a 
week or two and get off to myself ... to 
cleanse my mind and get everything out of 
mind but that one service.” Pastor Gensel 
wasn’t a bit surprised when I told him of 

Jo’s reply. For he, like the others who 
really know him, love and respect Jo for 
his deep, unfeigned spirituality.

I shall never forget a night not long ago 
when a group of jazz fans gathered to see 
a private showing of some jazz films in 
which Jo had appeared. One was Jamming 
The Bines, in which he shared the spotlight 
with another great drummer, “Big Sid” 
Catlett. The other was the immortal CBS 
Television production, The Sound of Jazz, 
which was the last film appearance of 
Billie Holiday. Along with Billie and Jo 
and most of the Count Basie band, there 
was also Lester Young. (I refuse to refer 
to any to these wonderful people as “the 
late,” for to me they are as much alive 
today as 20 years ago).

Not only did we see Jo Jones at his 
usual drumming best in the films, but the 
show itself was introduced as it should 
have been: by Jo Jones himself.

Always one to place things in their right 
perspective, he was emphatic that everyone 
in attendance know that the TV show was 
dedicated to the memory of his dear friend 
and associate in the Basie band, Walter 
Page.

It was just at the time of the filming 
of The Sound of Jazz that the celebrated 
bassist contracted pneumonia. He died 
without taking part in the actual show.

It was Page whose Blue Devils Band,

The author works out
in which Basie was the pianist, joined the 
band of Benny Moten. From this merger 
the Count Basie band eventually was born.

There is a certain “get-it-straightness” 
about Jo which some might find to border 
on the abrupt and impolite. But I find no 
difficulty in accepting this aspect of the 
man. For instance, there is the case of a 
picture taken of Jo and Lester Young in 
Army uniforms at Ford Ord, Cal. in 1944 
(this photo appears on page 314 of 
Leonard Feather’s Encylcopedia of Jazz, 
1955 edition). In the picture, Lester and 
Jo are shown playing their respective in
struments. This would lead the unknowng 
viewer to think that even while in service 
they continued to play. But Jo is quick to

point out that when the picture-taking was 
over, Lester went back to his non-musical 
service assignment and Jo returned to his 
company area, where he had been assigned 
as latrine orderly!

“And you know, somebody should finally 
know the truth about something else,” he 
declares indignantly. “All these years, the 
various jazz writers have had me joining 
Basie in 1935, ’36, and ’37. But I went to 
Basie’s band in 1934!” he says with final
ity. After all, shouldn’t Jo Jones know 
when he joined the Basie band?

There’s a sort of standing joke-hobby he 
maintains: locating the many instances 
where his name was misspelled “Joe.”

The crowning twist to this came not 
long ago, when smilingly he handed me a 
copy of a French jazz magazine: “Mack, 
how do you like this?” I looked at the 
words prominently displayed in boldface 
type on the page before me. They were 
“JO JONES.” But the face in the picture 
accompanying the name was that of Philly 
Joe Jones.

(Speaking of inconsistencies: I wonder 
when Columbia Records is going to get 
someone to change the spelling under Jo’s 
picture on the back of the album Ellington 
at Newport, 19561)

Not many weeks ago, Buddy Rich 
dropped into the drum shop to pick up a 
snare. However, what was to have been a 
simple drum-buying expedition turned out 
to be “Old Home Week” as two old friends 
tussled playfully, battled each other with 
sticks and practice pads, talked about the 
old days at Harlem’s Apollo Theater and 
in general had a real reunion ball.

But the high spot of Buddy’s visit came 
when he played a rhythmic accompani
ment to Jo’s neat and agile time-step dance 
figures. It got to feel so good to Buddy 
that he jumped from behind the drums 

/Continued on page 38
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YOUTHFUL TIME: an interview with CHICO HAMILTON
by

 M
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e chico Hamilton is and has been an ex

ceptional musical artist for many years, 
from his early emergence as an accom
panist and a light of “west coast” jazz 
until now' with his new electric ensemble. 
We spoke in his Manhattan penthouse 
just prior to the recording of his current 
album, El Exigente (Flying Dutchman 
FDS-135).
M.B.: The word “original” is a bit worn, 
but through your career you’ve consistently 
maintained a newness that seemed to pre
cede or at least keep abreast of directions 
in music. You and Charles Lloyd were 
into impressionistic jazz long before any 
artists I know of; the kind of music 
Miles is somewhat into now. And on 
The Dealer, you were the first I heard 
to use rock not as some artificial adapta
tion of beat or licks but as a viable musi
cal form in terms of your own playing. 
And now, in your new group with Arnie 
Lawrence, you have that spontaneous elec
tric pulse which is the sound of the time. 
C.H.: You’re right. You’ve done your 
homework well. From the beginning, even 
way back when I first recorded with the 
trio, with George Duvivier and Howard 
Roberts, that was something different at 
that particular time. No one ever had 
thought about recording a guitar, a bass, 
and a drum. . . .

And then, when we got into the original 
quintet with Buddy Collette and Jim Hall 
and Carson Smith and Fred Katz, there 
again, oddly enough, we were really play
ing in self defense. It was very difficult 
for musicians to play a good sound and 
make a living of it. And it just so hap
pened that we found guys who were all 
together at the right time. Here again, 
like they tell me about a group called the 
New York Rock and Roll Ensemble that 
play things like cello—hey, we did this 15 
or 16 years ago. Which also is a point 
I’d like to make: there’s really virtually 
nothing new about music. We’re still play
ing the European school . . . and virtually 
there won’t be anything new in music or 
about music until someone comes up with 
a new instrument and invents a new type 
of scale or a new whatever. But getting 
back to the current group . . . all of last 
year I had a little workshop group, a sex
tet with two trombones and two saxo
phones and bass and drums—and, man, 
that was a dynamite group; it was a 
wipeout!

But here again, that group was a very 
well-organized type of sound and type of 
playing, a very heavily arranged type of 
group. And after having done that for 
almost two years, I needed a change. Be
cause predominantly, I’m a very free 
player; I play very loose. And with this 
new group, we don’t even let each other 
know what key we’re playing in! You 
know, everybody’s just playing, which is 
the most important thing right now. And 
we play because my whole thing today and 
for the balance of my life is to be able to 
play what I want to play when I want to 
play. Music has been very good to me, and 
I want to give something back to it. And 
the way that I feel I can give something 
back to it is by being very honest in what 
I do as far as my playing is concerned: the 
way I play my instrument, and letting guys 
just feel free and being loose in playing.
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M.B.: Your new group has a kind of 
avant spontaneity, but in a music people 
can get into with more ease, especially in 
the kind of tunes you do. Like the quartet 
is so intimate, playing in and through each 
other, and then a tune like Felicidade or 
Coinin’ Home Baby happens, which is 
hardly what one expects from the intense 
energy music being made.
C.H.: I think the key to it is the fact that 
you as a listener—you might find it just 
looking around that room when we’re play
ing—that we’re keeping a basic rhythm 
foundation going. Man. as long as people 
can pat their foot, this is the whole thing 
as far as the element of jazz is concerned; 
trying to keep a grooving rhythm going 
that’s so strong that you can’t hardly keep 
still—this is what people relate to. This 
allows the horn and the string instruments 
to play anything they want to play. For
tunately. I’m able to develop these rhythm 
patterns that’ll just carry on; that’s the key. 
really, in a sense. We go into what we call 
either a long line or just a vamp-till-ready, 
that old bit, and, man, we get into one of 
those things and when it gets so groovy, 
like whoever takes off, shoots out there, 
that’s who we go with.
M.B.: We’re talking about—and it’s be
coming another drag term—vibrations. 
C.H.: Definitely, man—this is the beauty. 
You know, having played all types of mu
sic and been limited and restricted with a 
set arrangement, to play like this now is 
heavenly. It’s just beautiful, because if you 
can’t get vibrations off the people you’re 
playing with, then there’s really no sense 
in playing—because you’re feeling each 
other; everybody’s contributing to every
body. The result is people dig it: the re
action’s been absolutely fantastic.

You know, any smart promoter—I mean 
this sincerely, without trying to hustle the 
group—but any smart promoter would 
take this group out. And with all the talk 
about jazz vs. pop-rock or the combination 
of the two, you know, the whole bit that 
they’d like to see happen—hey, man, we’re 
doing it. Any smart promoter should take 
this group and just put concerts all over 
the country, or just joints; I don’t care 
where we play. . . .
M.B.: I think too much jazz that’s be
coming popular is too often catering—like 
either bubblegum soul or trying to take the 
place of acid-rock, some kind of pseudo
religious experience.
C.H.: That’s another aspect of what we’re 
doing—hey, man, we don’t have no mes
sage. We’re just playing, man. We’re play
ing music for music’s sake, and we’re 
playing what our emotions tell us to play. 
M.B.: Human energy.
C.H.:—which is the name of the game. 
Because unfortunately, from what I under
stand, business is very bad all over the 
country. Even rock groups are finding it 
hard to get work. And if they’re finding it 
hard, man, you know what is happening 
with the poor jazz musician. But I have 
high hopes because it can’t stay bad for
ever, and maybe through this depression 
kind of syndrome we will bring forth a lot 
of brand new players.
M.B.: It seems that rock may be exhaust
ing itself in many respects, rapidly.
C.H.: You know, people are finding out 
the limitations of rock. And they’re dc- 

manding more, because it’s not enough; it 
does have a statute of limitations. Pre
dominantly, man, it’s all because of the 
sound; it all sounds the same. And there’s 
very little individuality there, period. 
Words are beginning to play out, because 
unfortunately that’s the only thing that 
people in general would relate to. The 
other thing is the fact that they’re finding 
out that—hey, jazz is a little deeper than 
that. Not so much like it’s deeper, but it’s 
broader, ’cause you got 12 whole tones to 
play with.
M.B.: You’re been playing for, what. 20 
years?
C.H.: No, I’ve been playing longer than 
that. I’ve been playing ever since I was a 
kid 15 or 16. And as a young man I was 
fortunate. I grew up in an era when every
body who played was fantastic. You know, 
we had idols like Jo Jones. Lester Young; 
and I met people like Billie Holiday, Cole
man Hawkins, all those giants. When 1 
came up, they were giants then, and they’re 
still the giants. And I grew up in that era. 
early ’40s. as a player. You know. Bird, 
Diz. And I fortunately had a lot of ex
perience playing with large bands, because 
big bands were the thing at the time. I 
played with Lionel Hampton—as a matter 
of fact, I was with his first band. Then I 
came out of that and I was thrown into 
something that I realize is where I got my 
foundation in music, about becoming sen
sitive in regards to awareness of other 
people playing with other people—when I 
started accompanying singers. And through 
singers, in a sense, I really learned what 
having touch and feeling was about.
M.B.: Who did you play for?
C.H.: Billie Holiday, Lena Horne, Ella 
Fitzgerald, Billy Eckstine; you name them, 
I played for them. As a matter of fact, 
I was with Lena for eight years. And 
like I said, as an accompanist, you learn 
a whole new world that opens up to you 
as a player. Your ears open up, and it’s 
quite demanding, but it’s a great lesson in 
control. You find that practically every 
drummer who has ever accompanied a 
singer is a very sensitive type of player He 
goes beyond playing himself, just being a 
drummer; automatically, he becomes a per
cussionist. And there’s much more demand 
on his skill because he has to create a 
touch, he has to develop a sound, as 
opposed to just playing with a horn. But 
having the experience, from there I started 
my own group. And from then on it’s 
been history. I’ve introduced a consider
able amount of people, you know; Eric 
Dolphy, Buddy Collette, Jim Hall, Charles 
Lloyd, Gabor Szabo, Ron Carter, George 
Bohanon.
M.B.: Al Stinson.
C.H.: Albert Stinson. He was one of the 
best, man.
M.B.: How have changing attitudes af
fected you as a player? It seems to me 
that you’ve always maintained a delicate 
sense of rhythm, rather than any hard- 
nosed timekeeping.
C.H.: Well, that’s a good question there. 
First of all, I never played like anyone 
else in my life. I don’t know whether any
body plays like me. But the way I play and 
the way I developed as a player, my ap
proach to the instrument, will enable me 
to play when I’m a hundred years old, 



physically as well as mentally. Because I 
don’t play with brute force; I’m not how- 
long-can-you-hold-your-breath-to-make- 
some-fast-triplets, that type of playing. I’ve 
never been interested in speed. My con
cept has always been dynamics and ap
proaching the instrument to get the sound; 
I more or less play for sound and effect. 
And this way, having a pretty good sense 
of balance of rhythm, of time and meter, 
actually 1 guess I play like a dancer. 
There’s nothing forceful. It’s just like a 
trumpet player using the wrong embou
chure: when he goes to play his high notes, 
guys who play with I guess they call it 
a non-pressure system, they’ll be able to 
blow the notes forever, ’cause it doesn’t 
tear anything down. And that’s the same 
way I approach my way of playing. . . .

Unfortunately, speaking of attitude, that’s 
something else, too; what kind of attitude 
you have. I’ve been on the scene quite 
a while, I’ve been quite fortunate, and 
I’ve watched a lot of them come and go, 
styles. But fortunately, my way of playing 
I don’t think is antique. . . .

I’ve found that unfortunately a lot of 

younger players don’t know anything about 
music as far as the instrument is con
cerned. This is the one thing I have to 
get critical about rock ’n’ roll: rock has 
made drums become very decadent again. 
Because, man, Jo Jones, Max Roach, Elvin 
Jones, Roy Haynes, all these beautiful 
players, have uplifted that instrument into 
a more melodic instrument. And unfort
unately, the rock ’n’ rollers have come 
right around and just pounded that in
strument back into the ground: where 
people want to hear it as a GOON- 
GOON-GOON, what they call a beat. And 
drums is more than that, man.
M.B.: I’ve always found your solos re
markable: how you take your time and 
build into a melodic percussion that’s not 
always force.
C.H.: I’ll tell you, in my personal opin
ion, don’t let anybody kid you—there’s 
only just so much you can play on them 
drums, man. And it all depends on how 
you invert the patterns that you know.

You have to think when you’re play
ing: you have to think how many ways 
you can invert a particular rhythm pat
tern. You have your own sound because 
you have your drums set up.
M.B.: I was wiped out when you played 

a brush solo. I hadn’t heard brushes played 
in so long, not even by me. And you’re 
one of the great mallet specialists. I don’t 
know one rock drummer that even owns 
a pair of brushes.
C.H.: They don’t realize maybe that 
there’s a certain amount of humor that 
prevails in drums and rhythms and man, 
that volume thing can be a monster. Here 
again, it’s dynamics, and I don’t solo 
just for the sake of playing a drum solo. 
M.B.: Do you think it’s possible to escape 
time, to become completely free from 
playing time?
C.H.: No one can escape time, no one in 
the world as a drummer, a percussionist, 
or a keeper of time. It’s totally impossible 
not to play time; you can’t play music 
unless you play time. It’s all rhythmic, 
whether you play a note now or play a 
beat now and 15 minutes later you play 
another beat: that 15 minutes has tran
spired; that’s time, an element of time, 
or the suspension of time. It’s always 
gonna be in time; everything we do is in 
time. You have to make a decision— 
that’s the duty and the charm of drum

ming—when to hit the cymbal, hit the 
bass drum, or hit the snare drum; that’s 
suspension of time. You’re always playing 
time.
M.B.: What about Sunny Murray and 
Milford Graves?
C.H.: Man, they do play in time, regard
less if they play a beat today and wait 
three weeks and play another beat; it’s 
still time. Everybody’s got their own time. 
. . . Perhaps what they refer to is the 
fact that they don’t want to be restricted 
to keeping tempo.
M.B.: One of the many aspects of your 
group is that even when the tempo breaks, 
the combination is so strong between the 
musicians that the time is maintained, 
that the beat is floating, waiting some
where in the music to happen again.
C.H.: That’s the fruits of, I suppose if 
anything, experience; being involved with 
very experienced players of music. Be
cause, music is no secret! Everybody knows 
what a C major chord is, what a C minor 
chord is, everyone knows how the meter 
runs. So you can have a 32-bar phrase 
or even a montuna-type figure; everybody 
knows where one is, where the feeling of 
it is, where the vibrations are. So in a 
sense, there’s really nothing new.

M.B.: Where do you think the music is 
going in general?
C.H.: I don’t know. I wouldn’t even at
tempt to predict where music is going. 
I know where it came from. I think if 
an abundance of finances was suddenly 
thrust upon the industry, not the industry 
but the players themselves—say, for in
stance, some unknown came in and gave 
them all money, I’d like to see what hap
pens then musically.
M.B.: You mean like “Here’s money, play 
what you want”? Remove the air of the 
struggling musician?
C.H.: Well, I don’t think you have to 
struggle to play. I mean, I don’t think 
because you struggle you play any better 
or any worse. I think a musician who has 
become a professional musician—man, if 
he’s dedicated, and you know that he’s 
dedicated because otherwise he’d be doing 
something else, I think these people should 
be compensated the same as any profes
sional person, such as a doctor, lawyer.
M.B.: The struggle is part of :hat you- 
inade-it-so-you-can’t-sing-the-blues-any- 
more jive.
C.H.: You know, everybody wants to be 
a winner and yet nobody wants to go 
along with a winner when a winner is a 
winner in the field of entertainment. To 
me, commercial isn’t a dirty word at all, 
because everything is commercial that 
sells. You do what you do because you’re 
trying to sell it. . . .
M.B.: What is Chico Hamilton Produc
tions?
C.H.: I have a company. We compose 
and produce music for advertising com
mercials. I have a partner, Jimmy Cheat
ham, and that’s what we do: for radio, 
TV, and we do films, features.
M.B.: You got any biggies?
C.H.: Yeah, I got a spot that’s running 
for Revlon now that’s just won an award: 
Gina Lollobrigida. Last year during the 
football season, all the Firestone Tire 
stuff, that was ours. We’ve been in it 
three-and-a-half years, and we’ve done, 
hell, a zillion commercials. We’ve been 
very fortunate.
M.B.: Do you think you’ve been critically 
well-treated throughout your career?
C.H.: I don’t know. I’m not concerned 
about—hell, my name hardly ever gets 
mentioned in a jazz magazine anymore. 
Fortunately, thank God, that doesn’t both
er me. Because, man, my compensation 
comes out of playing: I’m still able to 
play, and I’m able to play with young 
players—that’s where my rejoicing comes 
in, in fact, that I get my oogies playing 
music! So I could care less whether I’m 
talked about or not.
M.B.: Your music is—and this is another 
worn phrase—so youthful.
C.H.: Well, I’ll tell you something else, 
and maybe this is an ego trip, but by 
the same token, you see the people that 
predominantly . . . there’s no young writ
ers around either. You’re an exception; 
no young people that are so-called critics 
are around. So subsequently—all them old 
dudes that can write about all them other 
people and write “hey, they’re great,” they 
won’t take the time to come out and hear 
what I’m doing, period. So I could care 
less. You better believe my music is 
youthful, ’cause I’m young myself,
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PERCUSSION 
DISCUSSION: 
an interview with 

ROY BURNS
by Charles Suber
there is something about Roy Burns 
that communicates very well. It may be 
that freckled, always boyish map-of-Ire- 
land face that goes with his red hair. It 
may be his playing and experience. He has 
done the whole scene: the big dance 
bands and the big jazz bands; the hard 
jazz groups and the quiet, cool combos; 
and the recording and radio-TV dates. 
His main interest these days is his clinic 
work for the Rogers Drum Division of 
CBS Musical Instruments. It seems from 
hearing him tell it—and watching the 
audience at his clinics—that everything he 
has done up to now has been in prep
aration for helping young musicians find 
their way.

His own start began at the age of four 
when he kept time with two sticks to 
the beat of a cadet marching band from 
a college nearby his hometown of Em
poria, Kan. The story goes that the cadets 
spotted the kid one day and urged him 
to take lessons. He did.
R.B.: I practiced so much I drove my 
mother out of the house and into a job. 
My wrists were constantly sore. But I 
persisted in my studies throughout high 
school and played with the marching 
band there. In fact, for a time, I traveled 
four-and-a-half hours by train to and from 
Kansas City in order to study with a 
drum teacher. Even in college, I took 
my courses from 8 a.m. until noon, worked 
in a music store until 5:30, and then 
practiced until 11:30 at night. Those 
early days got me into a life-long habit 
of constantly practicing.
C.S.: How and when did you go profes
sional?
R.B.: I guess I was about 13. I worked 
with a local dance band in Emporia with 
guys who had been in service and were 
going back to school. Louis Bellson came 
through Emporia when I was about 17 
and encouraged me to go to New York 
to study. So about six months later I 
went. The first thing I did was to con
tact Jim Chapin, who was the best teacher 
around at that time. I studied with him 
for five or six months when he got a 
call for a Dixieland gig. He couldn’t 
make it so I went. I was 18 but looked 
about 12. The leader almost had a heart 
attack when I showed up. But he liked 
me and gave me a few dates, which was 
just about enough to live on.

My first experience with a name group 
was when I took Cozy Cole’s place for 
two weeks at the Metropole with Sol 
Yaged’s Sextet. Then Al Cohn and Sonny 
Igoe recommended me to Woody Her
man. He came by to hear me play at the 
Metropole at a time when I was playing 
there again with Buck Clayton, Gene 
Sedric and Marty Napoleon—I think Ar- 
vell Shaw was playing bass. The Metro
pole was a drummer’s paradise—the loud
er you played, the more the owner liked 
it.
C.S.: So you could be heard out in the 
street?
R.B.: Not only that, but the owner had 
a hearing aid and his way of auditioning 
you would be to turn off his hearing aid. 
If he could still hear you, you were hired. 
C.S.: Did you feel any similarity to Cozy 
Cole’s style? The hard press role, for ex
ample?
R.B.: No, I never really played like that 
—my influences really were Louis Bell- 
son, Buddy Rich, then a little later on, 
Philly Joe Jones and Kenny Clarke. Those 
arc the guys who influenced my playing. 
The only one I never talked with was 
Kenny. I got to know the other guys.
C.S.: Did you have any older influences 
from records, like Chick Webb?
R.B.: Not really. The guy I heard on 
records that killed me was Sid Catlett. I 
only heard Davey Tough on 78s, which 
are so hard to evaluate.
C.S.: Was Herman’s the first big band 
you worked with?
R.B.: It was. I was too young and dumb 
to be scared, which I think was the thing 
that saved me in New York—sometimes 
being innocent and naive can be in your 
favor. I was with the Herman band for 
about three or four months in the early 
part of 1957, with guys like Danny Stiles, 
Jack Nimitz . . .
C.S.: Which Herd was that?
R.B.: About the 29th, I think. Woody 
was very nice to me, I must say. I wished 
I’d had more experience when I got on 
the band, but I went right from Woody 
to Benny (Goodman). There was more 
money and less traveling and he had all 
the publicity with the picture (the Benny 
Goodman Story). Actually, Benny’s band 
was easier to play with. You didn’t have 
to play as loud—there were four trumpets 
instead of five. The band wasn’t as top 
heavy, and the way the arrangements were 
written, if you knew the Fletcher Hen
derson things, it wasn’t so tough. You 
didn’t have to play as many fill-ins. If 
you played time you sounded good, and 
the whole band felt lighter—not so much 
weight on you. Also the rhythm section 
was great. There were Israel Crosby on 
bass, Kenny Burrell on guitar, and Mel 
Powell on piano. I just followed them. 
When I first came on the band, Benny 
said: “Look, don’t try to swing this band. 
Just play the drum part. If the trumpets 
are rushing, don’t try to play louder be
cause then I’ve got something out of bal
ance in two sections. Don’t be a sheep- 
herder in this band. You play the drum 
part, I’ll play the clarinet part. I can 
tell who is not making it, and if they’re 
not we’ll eventually get someone else. 
But I don’t want you to worry about what 

anyone else is doing—just worry about 
what you do. And although we later had 
some disagreements over money, I really 
never had any serious musical problems 
with Benny.
C.S.: That brings up a point about your 
clinics. What is the relationship between 
the rhythm section and the wind players? 
R.B.: Well, Benny would rehearse the 
band without the rhythm section. So after 
three times on a new chart, a drummer 
would come in and it was easy. If a 
band rehearses a new chart the first time 
with the rhythm section, it’s a struggle, 
especially if it’s tricky. But he would say: 
“No rhythm, just instruments.” That would 
burn me up. I always wanted to tell him 
that a drum set was an instrument.
C.S.: How did you feel about playing in 
the Goodman small groups?
R.B.: It was easy for me because he was 
using bass all the time. It wasn’t like 
trying to recreate that old trio or quartet 
sound with a heavy bass drum or all that. 
1 just played brushes.
C.S.: Which big band helped you the 
most as a musician?
R.B.: Working with Benny undoubtedly 
helped. While I was with him, I met so 
many guys through the band—Zoot Sims, 
Hymie Schertzer—all the guys who worked 
with him previously like Doc Severinsen 
and Jimmy Maxwell. So I got started 
doing TV and recording work as a result 
of the contact I made on that band.
C.S.: What was the first record date you 
did?
R.B.: An album with Teddy Wilson, The 
Touch of Teddy Wilson, with Teddy, Ar- 
vell Shaw, and me. I asked Teddy if I 
should play brushes or sticks and he told 
me: “Play what’s appropriate.”
C.S.: Were you studying or teaching while 
with Woody, Benny, etc.?
R.B.: When I was with Benny, I had a 
real endurance problem. Like on Sing, 
Sing, Sing—after all that tom-tomming, 
you had to play a solo. My hands just 
got tired. So I took some lessons from 
Henry Adler and he straightened me out 
on my endurance problem, and I’ve never 
had one since.

I should also mention Jack Miller in 
Kansas City. I met Bellson at his studio. 
What happened is that I got involved in 
this finger control thing. And I got an 
idea about a book while with Benny so 
1 went to Henry Adler. He liked it and 
I wrote the book. That was in early ’58 
and I was 21. It just took off and pretty 
soon I had 11 books out.

What really helped me, though, was 
doing a program called Saturday Prom 
with Merv Griffin. As a result, I played 
Play Your Hunch, also with Griffin, and 
then did Merv’s NBC show in the after
noon with Danny Stiles, Art Davis, and 
Bill Berry. The great thing with that show 
was Merv kept something from the Prom 
bit—a guest bandleader each week. Basie, 
Duke, Sammy Kaye, Lester Lanin, Xavier 
Cugat, Peter Nero, Sal Salvador, Si Zent- 
ner—they were all on. We’d do one or 
two tunes each day out of their book— 
it was a unique experience to play with 
Basic one week, then Duke, then Sammy 
Kaye. I think that show, as much as 
anything, really helped me get ready for 

20 □ DOWN BEAT



what I’m doing now, which is clinics. I 
had to play all kinds of styles, then turn 
around and play the Fritos commercial. 
C.S.: What about show drumming?
R.B.: That came about when I was work
ing on bands . . . Woody, Benny . . . 
playing acts like Eydie Gorme, who had 
the only decent music that I can recall. 
Also, there was an accordion player who 
said: “Hit the cymbal when my pants 
fall down.” A high class act.
C.S.: Speaking of cymbals, did you ever 
have hassles with them?
R.B.: I’ve always been fussy with cymbals. 
My biggest problem with them was what 
to ask for to get a certain sound. I knew 
what kind of sound I wanted but not what 
cymbal to use to get it. If I wanted a 
high-pitched sound, I thought a thin cym
bal would do it. It’s actually the opposite. 
Most drummers don’t know anything about 

cymbals in this sense: they may know how 
to play them and they know the sound 
they want to get, but don’t know what to 
ask for to get a particular sound. You 
can’t make a cymbal do four or five dif
ferent things—at least not usually. Occa
sionally you’ll find an exception.
C.S.: How do you approach clinics?
R.B.: I think the biggest thing with doing 
clinics is to be honest. I tell them about 
basic techniques, what works for me, what 
other guys are using that works for them, 
etc. I talk about the basic things you need 
to know in order to play the drums, re
gardless of style. How to hold the drum 
sticks, how to play a roll. Tell a drum
mer: here’s a properly-tuned snare drum, 
go out and play a roll behind this act, 
and he’ll start sweating. Because it hasn’t 
been taught. The only guys who can do 

it are symphonic drummers, because that’s 
all they do.

So when I go to a high school, I can 
teach a guy how to play a nice musical 
buzz roll, how to practice it—all in about 
five or ten minutes. You have to know 
how to hold the sticks and have some 
idea of . . . when you adjust a snare 
drum, for example, with the top head 
tight and the bottom head loose, to know 
what type of sound you will get. Or 
what happens if you reverse this, or use a 
larger stick, etc. Like, don’t use a IS 
stick on a five-inch drum—the drum can’t 
handle it. Or don’t use a pencil stick on 
a six-and-a-half inch drum—you won’t get 
a good sound.

Back in ’62, when I started to do clinics, 
90% of the questions involved technique 
and how fast can you do this with your 
left hand. Today, there are more ques

tions about interpretation—the difference 
between the roll you play in a percussion 
ensemble and the roll you play on a field 
drum. Or how do to approach a certain 
kind of thing to get a particular feeling.

The music business is so strange now. 
You’ve got the rock drummers, the jazz 
drummers, and a lot of it’s all mixed to
gether. I think the younger kids have a 
more overall attitude. When I first got 
to New York, the whole thing was to sit 
by yourself and practice eight hours a 
day to be able to play faster than anyone 
else. And then you’d get on the drum set 
and find out it was entirely a different 
type of problem. That attitude has changed 
somewhat. The kids now want to know 
enough basic things to play music right 
away. They don’t want to sit around and 
play a lot of boring exercises for ten 

years and then finally get to play in a 
group and feel like they’re starting all 
over. But technique is just a means to 
express yourself, not an end of its own.
C.S.: How about styles? Elvin Jones and 
Buddy Rich, for example?
R.B.: What impresses me about Elvin is 
that instead of playing ding-ding-a-ding on 
the snare, tom, cymbals, etc. and setting 
up accents, he sets up a rhythmic pattern. 
The pulse stays strong, all over the set.
C.S.: Does Buddy Rich keep good time?
R.B.: I beg your pardon. That seems 
absurd to me. Here’s a guy playing in a 
band every night with 16 guys. If he 
couldn’t keep time, the band couldn’t play. 
The guys who criticize Buddy Rich, it 
seems to me, criticize him for things they 
can’t do nearly as well. If you want to 
talk about a master time player, I’d say 
Kenny Clarke. But he can’t play the 
drums like Buddy Rich. I think Buddy 
Rich has great time. I’ve never heard a 
really swinging drummer that kept met
ronomic time. I’ve heard swinging bands 
that got faster, or slowed down. I’ve 
heard dynamic drum breaks that dropped 
half a beat or picked up slightly. If you 
want a metronomic band, get Guy Lom
bardo—his drummer doesn’t even use a 
sock cymbal.

You start talking about time playing and 
you have to talk about emotions, human 
beings. A lot of the black drummers that 
have a strong feeling also rush. But if it’s 
really swinging and doesn’t get too fast, it 
feels great. It has a lot to do with how the 
people around you play. If you hear a guy 
on a night when everyone else is with him, 
it sounds swinging and great, they’ll say. 
But on another night, if they guys are 
laying back and the drummer is trying to 
keep it up on top, he sounds out of place. 
C.S.: Which contemporary drummers do 
you like to listen to?
R.B.: There’s one guy, Dan Seraphine of 
the Chicago group, that I like very much. 
And Bobby Colomby with Blood, Sweat& 
Tears, he’s fine. There are many good ones. 
When rock first started, so many of the 
young drummers weren’t really instrumen
talists. They were drum beaters. But rock 
has moved ahead and so have rock drum
mers. Now I notice, in the past two years 
or so, that even the kids who prefer rock 
still want to learn the whole percussion 
scene. I see them getting with vibes, tym- 
pani, as well as all the drums. As I said 
before, they want to be total musicians. 
C.S.; Some final comments?
R.B.: The performer that relates to his 
audience seems to survive. There has to be 
some magic thing that allows a performer 
to communicate with an audience. I’ve 
seen ballet dancers do it . . . I’ve seen 
singers do it . . I’ve seen jazz players do 
it . . . I’ve seen rock players do it. There 
is a certain charisma that is given off by 
some performers that gets to an audience. 
I’m not sure that I always have it. I think 
I have it sometimes. Sitting behind a pile 
of equipment makes it difficult unless the 
audience knows of you beforehand. But, 
in my clinics, when I am able to walk 
down the stage and talk with the audience, 
then I think I can get through to them. 
Then the playing brings us even closer. 
It’s a good feeling.
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GARY BURTON________________
GOOD VIBES—Atlantic SD 1560: Vibraflnger; 

Las Vegas Tango; Boston Marathon; Pain In My 
Heart; LeRoy The Magician; I Never Loved A 
Man (The Way 1 Love Yon).

Personnel: Burton, vibes, electric vibes, piano, 
organ; Sam Brown, Jerry Hahn, Eric Gale, gui
tars; Richard Tee, piano, organ; Steve Swallow, 
acoustic, electric bass; Chuck Rainey, electric 
bass; Bill Lavorgna, Bernard Purdie, drums, per
cussion.

Rating: ★ ★ ★ ★
If you can keep your feet, head, and 

other metronomic parts at rest while this 
album is on, you either have remarkable 
control or you’re dead from the toes up. 
Rhythmic interest is paramount here, from 
the floating feeling achieved in Gil Evans’ 
Tango to the down-home intensity of Le
Roy. There are several fine solos from 
Burton and the guitarists, but the LP 
seems designed to elicit maximum emo
tional rather than intellectual response.

The title tune is a further adventure in 
the hip hoedown idiom which Burton first 
explored on the RCA Tennessee Firebird 
album. The guitars set the rural atmos
phere and the electric vibes are most 
effective.

Tango is a lush, faintly Middle-Eastern 
Gil Evans melody voiced by Burton so 
that the vibes and guitars give the im
pression of a full orchestra. This is the 
most subtle of the pieces on the LP; none
theless it is full of rhythmic excitement. 
Boston is closer in spirit to the old Bur
ton quartet of the Victor days, with the 
leader and one of the guitarists (my guess, 
Hahn) soloing beautifully. (The liner notes 
do not inform who plays which solos.)

To greater or lesser degree, all three 
guitarists are in B. B. King’s debt, and 
the influence is particularly noticeable in 
the funky music that comprises most of 
this LP. Burton, within the limitations of 
his instrument, gets as funky as any of the 
guitarists. It must take some wizardry of 
technique to bend a note on a keyboard 
instrument, as he does on Never Loved.

Pain is reminiscent in mood of the 
ballad tracks on the Firebird album and 
emphasizes Burton’s affinity for the coun
try idiom. The drumming has a great deal 
to do with the success of this LP. As with 
the guitarists, we’re not told who does 
what, but most of the crisp rim shots and 
hi-hat work on the left channel sound like 
Purdie, possibly the perfect drummer for 
this kind of music.

Whatever happened to endings? Four of 
the six tracks here are ended not by the 
musicians but by the engineers, a produc
tion gimmick that has been done to death. 
Down with board fades! —Ramsey

BUCK CLAYTON/ 
HUMPHREY LYTTELTON

LE VRAI BUCK CLAYTON VOL. 11—77 
Records 77 LEU 12/18: Say Forward, I’ll March; 
Russian Lullaby; Talkback; One For Buck; An 
Evening in Soho; The Jumpin’ Blues; Blue Mist; 
The Swingin’ Birds; Poor Butterfly.

Personnel: Clayton, Lyttelton, trumpets; Chris 
Pyne, trombone; Kathy Stobart, tenor saxophone; 
Eddie Harvey, piano; Dave Green, bass; Tony 
Taylor, drums.

Rating: ★ ★ ★ ★ ★
Although this splendid LP was recorded 

and released in 1966, it has only received 
U.S. distribution recently.

It contains some of Clayton’s finest play
ing of the last decade—he said a couple 
of years ago that he was prouder of this 
and the earlier volume than of the famous 
Columbia Jam Sessions—and surrounds 
him with worthy colleagues.

Lyttelton plays marvelously on a num
ber of tracks, although he generously 
grants the lion’s share of solo space to 
his guest. Lyttelton was originally identi
fied with traditional jazz, but for some 
years has favored a more contemporary 
style. Here he often plays with a plunger 
in the Ducal mold, but usually his best 
moments are open.

Two selections come from the old Jay 
McShann book—March and Jumpin’ Blues. 
The latter literally swings from the first 
beat, kicking off with two bars of high-hat 
cymbal. Clayton plays beautifully on both. 
His ideas flow effortlessly and logically, 
but rarely predictably. And as is true of 
everything he plays here, his lip is in top 
form, never getting in the way of his 
natural eloquence.

As a player of slow ballads, he comes 
off brilliantly on Poor Butterfly, where 
he’s paired with Mrs. Stobart’s tenor. The 
combination is beautiful and often mov
ing, graced with Clayton’s rich open tone 
and broad vibrato. The interplay on the 
last chorus is completely satisfying.

Talkback is a fairly earthy blues marred, 
unfortunately, by a few plunger cliches 
from Lyttelton. Overall, it’s the weakest 
track, partially because it’s excessively long 
for reasons which no soloist can justify 
except Clayton.

Blue Mist is steeped in the Ellington 
sound, with the two trumpets in plunger 
ensemble. Clayton and Lyttelton trade 
fours throughout, Buck leading the se
quence in both the muted and open por
tions.

The rhythm section is satisfying and 
occasionally impressive, though one regrets 
the absence of a guitar. Kathy Stobart’s 
tenor has a very light, airy tone suggesting 
a cross between Lester Young and Paul 

Desmond. Her playing floats gracefully. 
Pyne gives the ensembles a good boost.

But it is Clayton who dominates the LP 
from start to finish, producing his finest 
playing on record in years. A great ses
sion by a great musician, and a real if 
belated treat for American audiences. •

—McDonough

AL COHN_____________________
AL COHN: BROADWAY/1954—Prestige S- 

7819: Help Keep Your City Clean Blues; Broad
way (two takes); Suddenly It’s Spring (two 
takes); Ballad Medley: These Foolish Things; 
Everything Happens To Me; Sweet Lorraine; 
When It's Sleepy Time Down South.

Personnel: Hal Stein, alto saxophone; Cohn, 
tenor saxophone; Harvey Leonard, piano; Red 
Mitchell, bass; Christy Febbo, drums.

Rating: ★ ★ ★ ★
This platter is a very tasty dish, indeed. 

Although the sound of the horns immedi
ately dates it, the substance—what is 
played and how—stands up extremelysvell.

In retrospect, it seems to me that Cohn’s 
music has been taken too much for 
granted. He has never achieved the fame 
(nor fortune, I dare say) of a Stan Getz 
but his work has been in many ways just 
as vital. Recently, I heard Cohn support 
Jimmy Rushing in two sets at the Half 
Note in New York. That night’s work 
was the most inspiring and exciting jazz 
I have been treated to in some time. Rare 
stuff. Cohn’s tone is heavier and fuller 
now, his attack stronger, and his ability 
to compose in improvising undiminished. 
He is a musician who has fulfilled many 
promises.

But back to 1954. Broadway, one of the 
most popular choices of jazzmen in the 
’40s and early ’50s, gets (like Spring) a 
double airing. Herein lies my one small 
beef. To me, the only justification for 
including two takes of a tune on the same 
album should be either that the takes 
vary a good deal in quality or that the 
interpretations are substantially different.

Like annotator Ira Gitler, I prefer Take 
2 of Broadway, but its superiority is not, 
in my judgment, marked at all. Take 2 of 
Spring is more free and inventive, but 
again, I stand by my view.

The structure of play on this album 
(except for the ballad medley) is a fa
miliar one almost invariably employed as 
a format in those days: a chorus (or two) 
of ensemble intro, then a series of solos: 
first the horns, then piano, bass, and 
drums in that order, and another ensem
ble chorus out.

Leonard and Mitchell are exemplary.
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It’s been so long since I’ve heard Leonard 
I’d forgotten how good he is (or was—as 
Gitler points out, the pianist hasn’t fre
quented the jazz scene for years). His 
lyrical, singing playing enhances all tracks 
and his portrait of Lorraine is a sweet 
piece of unsentimental romanticism, dis
armingly simple and true.

What to say about Mitchell that hasn’t 
been said? He is one of the great bassists, 
and I do not use the term lightly. For 
sheer consistency, he is the most rewarding 
musician on the date.

Stein displays a genuine communal feel
ing with Cohn. A good, solid craftsman, 
he solos well on medium and up-tempo 
tunes but his high point js the plaintive, 
touching Foolish Things. Febbo is a new 
one on me. I’ve not heard him before. He 
sounds like a good section man, unobtru
sive and uncluttered. He doesn’t solo.

Altogether, the album appeals to more 
than nostalgia. Truly good music remains 
good music however long ago it was pro
duced. This is good music.

One warning, though: the label on my 
album advertises, LIVE! AT THE BO- 
HEMIA/1955. Figuring the company had 
slipped the wrong waxing Into the jacket, 
I checked with Cohn. No, he said with a 
sigh, it’s just the label that’s wrong. The 
music is right.

And it is. —Nelsen

BILL EVANS__________________
BILL EVANS: MONTREUX II—CTI 6004: 

Very Early; Alfie; 34 Skidoo; How My Heart 
Sings; Israel; I Hear a Rhapsody; Peri's Scope.

Personnel: Evans, piano; Eddie Gomez, bass; 
Marty Morrell, drums.

Rating: ★ ★ ★ ★
I sometimes speculate, in moments of 

abandon, on why Evans’ records are re
viewed at all. Surely, this musician’s con
ception, style and what the industry lads 
call quality control must be known to 
anyone who has lent an ear to jazz in the 
past decade.

Evans has it all here again, in this 
concert recorded live in Montreux, Switz
erland: harmonic richness, enviable execu
tion, exquisite use of accents and dynamics 
and two sidemen who obviously share his 
musical goals. If the set sounds a trifle 
familiar, think of it this way: hearing 
Evans is like visiting a brilliant friend— 
you know pretty much what he’s going to 
say, but he says it so well and with such 
sensibility and clarity that you are charmed 
every time. And, besides, he may have a 
friend there who really turns you around.

Evans’ “friend” in this outing is Go
mez, who is superb. His melodic concep
tion and chops are something to hear. 
But that’s another Evans resource: he 
knows what partners to choose in the mat
ter of musical rapport and direction. Re
call the bassists he has sought out: Scott 
La Faro, Chuck Israels, Gary Peacock 
and Gomez.

Perhaps the most rewarding Gomez solo 
(and Evans gives him plenty of room to 
stretch) is Rhapsody. His single-line pro
gressions combined with strumming are 
structured so well that everything fits. 
And a beautiful “fit,” in any area of cre
ativity, is what art is all about.

His interplay with Evans is, throughout, 

a lesson in the shaping of communication. 
They play together. Maybe Gomez should 
be wary that his great technique might be
come an end in itself; but no matter.

Morrell’s one real solo (Scope) is no 
paragon of inspiration, but his support of 
Evans is impressive.

Some listeners delight in comparing per
formances of songs that a musician has 
recorded repeatedly through the years. 
Evans, like, say, Lee Konitz, Thelonious 
Monk and Lennie Tristano sees depths in 
some pieces of music that demand to be 
plumbed further. Israel and Sings are two 
examples on this album.

After listening to this Israel I ran off 
a 1961 performance with La Faro and 
drummer Paul Motian, then a ’65 exer
cise with Chuck Israels and Larry Bunker.

The ’61 offering was simple, straight
ahead and fine. La Faro was, for the time, 
awesome. He still sounds great. The ’65 
version is Evans at his best, surging and 
fiery. Israels sings, both behind Evans and 
in his solo. They and Bunker soar. In this 
new version, the attack is just as fiery and 
beautiful. Gomez is more technically ac
complished but not as lyrical as Israels. 
Morrell is fully as good, if not better, than 
Bunker, playing drums and cymbals as a 
complete instrument. To me, the later two 
versions are superior, but I dig all three.

What Evans has is the ability to pro
vide what he wants most: desire fulfilled.

—Nelsen

THE GRATEFUL DEAD_________
AMERICAN BEAUTY—Warner Bros. 1893: 

Box of Rain; Friend Of The Devil; Sugar Mag
nolia; Operator; Candyman; Ripple; Brokedown 
Palace; Till The Morning Comes; Attics Of My 
Life; Truckin.

Personnel: Pig Pen (Ron McKernan), har
monica, vocals; Phil Lesh, piano, guitar, electric 
bass, vocals; Jerry Garcia, piano, guitar, pedal 
steel, vocals; Bob Weir, guitar, vocals; Bill 
Kreutzmann, drums; Mickey Hart, . percussion; 
David Nelson, guitar (track 1); David Grisman, 
mandolin (tracks 2, 6); Howard Wales, organ 
(tracks 5, 10), piano (track 7); Ned Lagin, 
piano (track 5); David Torbert, electric bass 
(track 1).

Rating: ★ ★ ★ Vz
Warning up front: I’m not a Dead 

freak. Those who are will therefore add 
the requisite grain of salt to my opinion 
that this is their best album to date. The 
format is roughly the same as that of the 
preceding session, Workingman’s Dead, but 
Bob Hunter, who did all the lyrics for 
both sets, seems sharper here.

The music is sharper, too, and I can 
only wish that there were some way of 
wedding the fire and spontaneity of pre
vious Dead music to the control and pre
cision here. No reason why not; they’re 
all first-class musicians possessed of imag
ination and audacity. But they seem to 
have decided it’s either black or white; 
either acid rock or country rock.

Perhaps the latter term is misleading. 
This is not over-amplified c&w, which so 
many purvey in the name of synthesis. 
Some of the changes and instrumentation 
and fills are c&w-oriented, but you’d never 
hear this material performed in this way 
by any country artist.

Instrumentally gassy: Garcia’s acoustic 
flat-picking on Devil, luxuriantly cushioned 
by Lesh’s big-fat-mama bass; Garcia’s 
swirly, whiney pedal steel on Candyman; 
and his electric guitar solo on Morning, 
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which keeps threatening to bust into acid-y 
snarls but is miraculously restrained. The 
album represents, for me, Garcia’s most 
consistent recorded playing.

All the other musicians do well, too— 
one should note Kreutzmann’s delicate 
percussion under Garcia’s solo and the 
vocal on Morning. I’d like to hear just a 
bit more Kreutzmann and Lesh in the 
mix; otherwise the ensemble playing is in
credibly clean and together.

The lyrics are all good, too. Rain is 
lovely, a song about what the road is 
like for a band (could be about any group 
at the beginning, but becomes more per
sonal to the Dead): “Busted down in New 
Orleans/Set up like a bowling pin.” Nice 
line.

And Hunter isn’t without a sense of 
humor. Magnolia is a southern-fried paean 
to a woman, all the cliches taken to their 
furthest and funniest extreme. (Is the 
doo! doo-doo! group, singing under the 
solo vocal at the end, a parody of the 
Crosby, Stills, Sacco and Vanzetti style? 
Sounds like.) Operator begins in the Mem
phis vein: tryin’ to locate my baby. But 
it, too, gets further out; one realizes about 
halfway through that the broad could be 
anywhere in these here Yewnited States, 
and the tag is: “I don’t care what she’s 
doing/I only hope she’s doing it right.”

I think, anyway, that this album is about 
as good as a band can get in this mode. 
Beats The Band by about ten miles. My 
own preference is for music that lets the 
creative powers run with fewer restric
tions, but if you like this kind of perform
ance, you’ll want American Beauty.

—Heineman

EDDIE HARRIS________________
FREE SPEECH—Atlantic SD 1573: Wait Please; 

Boogie Woogie Bossa Nova; Penthology; Bold 
and Black; The Things You Do; Free Speech.

Personnel: Harris, electric saxophone, reed 
trumpet: Jodie Christian, electric piano; Louis 
Spears, acoustic and Fender bass; Billy Hart, 
drums; Felix Henry, percussion.

Rating: * ★ ★
One of the first things I do when I get 

a record to review is to have my 15- 
month old son Atticus listen to it. If it 
turns him on rhythmically then I know 
at least that’s happening. Then I listen to 
the record about five or six times, trying 
to figure out the roles of the musicians 
and the context of the music itself. Some 
records are so contrived that even to give 
them consideration seems unjustified. But 
there are also records which have a spark 
of genius, yet the total realization of this 
genius never happens. This is one of those 
records.

Eddie Harris is an accomplished com
poser, certainly one of the prodigious tal
ents on tenor, and is able to transmit his 
concepts of sound. Some purists would 
scoff at his using a reed to play trumpet, 
but that’s their problem. It’s almost imme
diately apparent that he’s trying to create 
a continuum of sound, especially in Pen
thology and Free Speech. And he does 
this by several different means: on Pen
thology and Free Speech he begins this 
continuance without warning; on Wait 
Please he plays it at the end like an old- 
time riff. It is a series of sounds, some
times continuous, sometimes overlapping, 

sometimes juxtaposed.
But in listening to this record I found 

myself repeatedly wondering how Charlie 
Parker or John Coltrane would react to 
the date as a musical situation. The 
rhythm is monotonous and the energy 
level by the other performers is extremely 
low. They play sluggishly, almost as if 
they were resting up for a colossal gig. 
Their playing is over-balanced intellec
tually and there is very little emotion or 
fire. Yet the responsibility for that can’t 
be laid on the rhythm section because it’s 
Harris’ date and he should have taken the 
initiative to put some heat under them.

That’s one of the problems when you 
stand on the fence. Harris has the skills 
to stretch out—I mean really stretch out. 
That’s fairly obvious on this record and 
especially in some of his compositions 
(Freedom Jazz Dance). But for some rea
son, which is probably in the head of 
Harris, this potential is never realized. So 
this album has only that—potential.

—Cole

MANFRED MANN_____________
CHAPTER THREE—Polydor 24-4013: Travel

ling Lady; Snakeskin Garter; Konekuf; Some
times; Devil Woman; Time; One Way Glass; 
Mister You’re a Better Man than I; Ain’t it Sad, 
A Study in Inaccuracy; Where Am I Going.

Personnel: Bernie Living, alto sax, flute; Man
fred Mann, organ, vocals; Mike Hugg, piano, 
vocals; Steve York, electric bass, guitar, harp; 
Craig Collinge, drums; Brian Hugg, guitar soloist 
(track 4); Harold Becket, trumpet soloist (track 
6); Mann, Hugg, Derek Wadsworth, brass ar
rangements; others unidentified.
____________ Rating: ★ ★ ★ ★ 'A____________  

ARGENT
ARGENT—Epic BN 26525: lake Honey; Liar; 

Be Free; Schoolgirl; Dance in the Smoke; Lonely 
Hard Road; The Feeling Is Inside; Freefall; 
Stepping Stone; Bring You Joy.

Personnel: Rod Argent, organ, piano, pianette, 
vocals; Russ Ballard, piano, guitar, vocals; Jim 
Rodford, bass, vocals; Robert Hewitt, drums, 
percussion.

Rating: ★ ★ ★ ★’A
Somehow neither of these albums re

ceived the notice each surely deserved, for 
both offer some of the most creative rock 
(if indeed the music may be termed so, 
which perhaps it should not) released last 
year. Both pioneers of the Mersey Beat 
(Argent are the ex-Zombies), they each 
prove well-contemporized and far more in
teresting than the recent efforts of the 
Mersey hotshots—the Fab Four, remember?

Expecting either bubblegum a la Doo- 
Wah-Diddy-Diddy or hard-nosed burning 
like Little Red Book, I was wigged as the 
sound of Time, the first cut I heard on the 
Manfred Mann date, came on somber, al
most funereal, with Mike Hugg’s bizzarre 
voice (like Beefheart with finesse) over a 
macabre funk of spare horns and rhythms 
and the mystical flute of Bernie Living. 
Clearly, the makers of Chapter Three were 
hardly the Manfred Mann of old, but for 
the better a new quintet led by Mann and 
Huggs, well-set with simpatico studio horns, 
working sensually into several wierdly pithy 
original songs, and all without benefit of a 
superstar guitarist (or even much guitar).

Mainly reflective ballads of a kind 
rather than boisterous jumpers, the music 
is more intimately personal than most being 
played, especially on quasi-tone poems like 
Hugg’s Mister and Going. Still, the music 
may be a bit difficult for the ordinary pop

jam
BY

MPS SABA
for collectors & 

connoisseurs 
from Germany 

the Jazz musician’s 
paradise

All albums listed—$6.00 each 
Not available at your dealer.

Write to: SABA
724 N. 7th Street Allentown, Penna. 18102

DAVE PIKE
Noisy Silence—Gentle Noise 
Four Reasons
Live At The Philharmonie

MPS 15 215
MPS 15 253
MPS 15 257

KENNY CLARKE-FRANCY BOLAND 
Latin Kaleidoscope MPS 15 213
All Smiles MPS 15 214
Faces MPS 15 218
Fellini 712 MPS 15 220

MAYNARD FERGUSON
Trumpet Rhapsody MPS 15 166

OSCAR PETERSON
Mellow Mood MPS 15 211
"Travelin’ On” MPS 15 222
Motions And Emotions MPS 15 251
Hello Herbie MPS 15 262

BEN WEBSTER/DON BYAS
Ben Webster Meets Don Byas MPS 15 159

ALBERT MANGELSDORFF
Albert Mangelsdorff And His Friends MPS 15 210

ANNIE ROSS & PONY POINDEXTER 
with the Berlin All Stars MPS 15 082

LEE KONITZ 
ZO-KO-MA MPS 15 170
Alto Summit MPS 15 192

NATHAN DAVIS 
Soul Eyes MPS 15-158

ELLA FITZGERALD
Sunshine Of Your Love MPS 15 250

JEAN-LUC PONTY
Sunday Walk MPS 15 139

GEORGE DUKE 
Jazz Workshop MPS 15 074

JIM HALL
It’s Nice To Be With You MPS 15 245
Berlin Festival Guitar Workshop MPS 15' 146

GEORGE RUSSELL 
with DON CHERRY
At Beethovenhall/Part 1 MPS 15 059
At Beethovenhall/Part 2 MPS 15 060

DON CHERRY
Eternal Rhythm MPS 15 204

ARCHIE SHEPP
Live At The Donaueschingen 
Music Festival 1967 MPS 15 148

THE EUROPEAN DOWN BEAT 
POLL WINNERS 
Open Space MPS 15 259

DIZZY GILLESPIE 
The Dizzy Gillespie 
“Reunion" Big Band MPS 15 207

DON MENZA
Morning Song MPS 15 066

COUNT BASIE
Basic Basie MPS 15 264

RICHARD DAVIS
Muses for Richard Davis MPS 15 266

FREDDIE HUBBARD
The Hub of Hubbard MPS 15 267

March 18 □ 25



seeker, since a strange, almost morbid bot
tom characterizes the arrangements, with
out much variation except for Hugg’s deli
cate, somewhat Donovanesque Sometimes. 
And yet the solo work by Living is always 
tough, his hard alto burstings on Mann’s 
Konekuf the most avant pop moment I’ve 
heard, while Hugg’s introspective piano 
and Mann’s eerie organ maintain taut pace 
and emotive undercurrent throughout, now 
and then surfacing for a special glimmer, 
although generally more attentive to the 
dark passions of the sound. Chapter Three 
is unusually fascinating music, like the 
soundtrack to a fun nightmare.

Argent especially deserves a listen, as

bright, soulful but never rough, rhythmi
cally intricate far more than merely beat
ful, well-orchestrated, evocatively vocalized, 
all the platitudes. The quartet offers a 
quite uncommon invention in their com
positions, particularly in their ability to 
punctuate and vary the mainly mid-tempo 
ballads of the date. One of the meaner 
tunes, Liar, opens with the verse above a 
bass/drum rumble, then explodes on the 
title accusation, with an aftermath of piano 
and guitar bursts; and this emphasis on 
melodic interplay rather than strict tempos 
is the root of the group’s music. Seldom 
does bassist Rodford push any heavy lines, 
but weaves instead, as do the sensitive 
patterns of drummer Hewitt, so that the 
rhythm becomes far more participatory 
than the usual rock arrangements, even on 
fairly funky songs like Schoolgirl and 
Lonely Hard Road.

In this manner, Argent overcomes a 
distinct peril of most rock, as the burden 
of melodic energy is equally distributed 
among the four contributors rather than 
the vocalist or lead instrument establishing 
the tempers alone while the accompani
ment simply follows without much initia
tive. And because of this special rhythmic 
nature, especially in its delicacy, much of 
what would normally seem bubblegum, the 
sugary lyrics of Joy or the folky harmonies 
of Smoke, escapes as a far more engaging 
pop, even though the instrumental forays 
by leader-pianist Argent and guitarist Bal
lard are seldom spectacular, if ever more 
than simply tasty.

Stepping Stone is by far the LP’s best 
moment, featuring rambling but close in
teraction, smooth harmonies and consider
able soul, and should have been a mon
strous hit, as should the album—since 
“argent” does translate as “money” in 
French, and they deserve it much more 
than the more popular bunksters.—Bourne

OPERATION BREADBASKET 
ORCHESTRA AND CHOIR

ON THE CASE—Chess LPS 1549: I Wish I 
Knew; Nobody Knows; What A Friend We Have 
In Jesus; Precious Memories; Lift Ev’ry Voice 
and Sing; Too Close; Nearer My God To Thee; 
Country Preacher; What the World Needs Now 
Is Love; We Shall Overcome.

Personnel: Maury Watson, Hobie James, Cleo 
Griffin, Paul Serrano, Tim Galloway, trumpets; 
John Watson, Steve Galloway, Nadetmer But
ler, Charles Taylor, trombones; Charles Forester, 
zXrthur O’Neil, Ben Branch, Edwin Daugherty, 
Johnny Board, Herman Bowden, reeds; Wayne 
Bennett, Warren Bingham, guitars; David Mc
Collough, Floyd Morris, Donny Hathaway, Fred
dy Young, keyboards; James Willis, Phil Up
church, bass; Master Henry, congas: Prince 
Shell, chimes; Terry Thompson, Morris Jennings, 
drums; The SCLC Operation Breadbasket Choir, 
vocals; Prince Shell, Gene Barge, arrangers.

Rating: k -k -k
I recall once reading an article by an

thropologist Melville J. Herskovits in which 
he observed that most spirituals do not use 
the words “hell”, “damnation”, and “pun
ishment” and that they were, instead, an 
affirmation of God and Jesus. I think this 
album, if one were to scrutinize the lan
guage, would justify this hypothesis. It’s 
a collection of religious and semi-religious 
songs sungs by the Chicago-based choir. 
The songs are all very well arranged and, 
as music for music’s sake, they are fine 
pieces of work.

However, I feel there are other implica
tions to this album. These are political 
implications. Not that I think that music 
is not a very political medium. And people 
who do not think that music is political— 
just consider Nazi Germany and check 
out the status of the musicians and what 
they were playing. You might even check 
out whether or not political leaders through 
the ages had any musical talent.

But that’s not the point. The point is 
that the liner notes say that this album 
represents Black people. At best, it repre
sents a very small segment of the Black 
experience in music. It has none of the 
new music played by Shepp, Clifford 
Thornton, Ornette Coleman, Pharoah San
ders, Cecil Taylor, etc. It has none of the 
secular blues, no rock, not even any of 
the popular music sung by Black people 
heard on radio station after radio station 
throughout the land.

David Baker, in a down beat inter
view, made the point very emphatically 
that the music of Black people is a tre
mendous spectrum, encompassing many 
styles and periods. If we are going to 
represent that music and claim that this 
representation is the TOTAL experience, 
then the TOTAL experience should be 
reflected.

As Black people, we can no longer 
turn our backs on any one aspect of our 
musical heritage because we think it in
appropriate. —Cole

STANLEY TURRENTINE________
/XNOTHER STORY—Blue Note BST 84336: 

Get It; The Way -You Look Tonight; Stella By 
Starlight; Quittin’ Time; Six and Four.

Personnel: Thad Jones, fluegelhorn; Turrentine, 
tenor saxophone; Cedar Walton, piano; Buster 
Williams, bass; Mickey Roker, drums.

Rating: k ★ ★ ★
SUGAR—CTI 6005: Sugar; Sunshine Alley; 

Impressions.
Personnel: Freddie Hubbard, trumpet; Tur- 

rentine, tenor saxophone; Lonnie L. Smith, Jr., 
electric piano (track 1); Butch Cornell, organ 
(tracks 2, 3); George Benson, guitar; Ron Car
ter, bass; Billy Kaye, drums; Richard "Pablo” 
Landrum, conga drums (tracks 2, 3).

Rating. k k k 7i
Stanley Turrentine is a robust, straight

ahead tenorist who has developed a faith
ful following since making a name for 
himself with Max Roach in the late ’50s. 
His sound has always reminded me strong
ly of Illinois Jacquet and his style has 
strong mainstream roots. He always swings.

On these two albums (the Blue Note 
was taped in the spring of ’69, the CTI 
in the fall of last year), he travels in fast 
company but always holds his own.

The Blue Note is an unusually (for 
these days) straightforward jazz date with 
no commercial frills. It is greatly enhanced 
by the presence of Thad Jones, who is 
too rarely heard in a small-group format. 
He solos on every track except Stella (a 
ballad showcase for Turrentine at his 
warmest), and each solo is a little gem. 
Jones is a truly original player, a musician 
who uniquely combines the cerebral and 
the emotional. Using fluegelhorn through
out, he also adds spice to the ensembles. 
His compositional gifts are on display in 
Quittin’ Time, an attractive and unusually 
structured piece with a surprise ending. 
Oliver Nelson’s Six and Four is another 
good piece.

The rhythm section is faultless (Roker, 
an unsung hero, is among today’s best all- 
round drummers), and Walton utilizes his 
solo space with characteristic thoughtful
ness.

The programming on the LP is at
tractively varied, and this puts it a notch 
above the later record with its three long 
tracks, of which the first two are medium- 
tempoed, blues-flavored, and minor-hued. 
It is on Coltrane’s Impressions, which at 
15:30 takes up the entire second side, 
that the players really get into something.

This is not to say that Sugar and Sun
shine Alley are uninteresting: Turrentine 
has one of his strongest solos of the two 
sets on the former, and Benson drives 
down the blues on the second. But the 
over-all conception and feeling are quite 
predictable in a contemporary soul-jazz 
vein, and enhanced mainly by Hubbard’s 
inventive and sprightly work.

On Impressions, however, the feeling is 
looser and more swinging, and everybody 
stretches out. Organist Cornell (like drum
mer Kaye a member of Turrentine’s reg
ular working group) has a fleet, Jimmy 
Smith-inspired solo, Benson shows why he 
must be ranked among the top guitarists 
in modern jazz, Turrentine swings and 
stomps, and Hubbard unleashes ideas that 
are fresh and sometimes startling (particu
larly in his use of tonguing). He demon
strates that the freedom of invention of
fered by good changes and a swinging 
underpinning can still yield innovative re
sults. It’s “inside outside” playing at its 
best.

Carter is, as usual, the ideal bassist, and 
Landrum is a conga player with jazz soul. 
Smith doesn’t solo, but comps effectively, 
and Kaye is a solid, uncluttered rhythm 
man. In all, a very good session of its 
kind, with Hubbard adding something spe
cial. The cover is, to say the least, unusual.

—Morgenstern
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CAUGHT
IN THE

ACT
Marty Grosz and The Sounds of Swing 
Chicago Historical Society, Chicago, III. 
Personnel: Norman Murphy, trumpet; Harry Graves, 
trombone; Jerry Fuller, clarinet; Franz Jackson, tenor 
sax; Joe Johnson, piano; Marty Grosz, acoustic guitar; 
Joe Levenson, bass; Bob Cousins, drums.

The Sounds of Swing is the working 
name of a group of top Chicago musicians 
who get together all too infrequently to do 
their thing, which is swing. Not imitations 
of the standard repertoire of Goodman, 
Basic, Ellington, Dorsey, Shaw, etc., but 
living examples of mainstream jazz in 
which the spirit of the swing era lives and 
thrives on its own musical merits.

On a snowy afternoon, the band assem
bled for the second in a series of free con
certs (the other three covered traditional, 
bop, and avant garde) at the Chicago His
torical Society, sponsored by the Jazz In
stitute of Chicago and Local 10-208 of the 
A.F.M. After introductory remarks by 
former down beat editor Don DeMicheal 
on the origins of swing, the band got down 
to serious business and made some mag
nificent music.

Under the musical direction of Marty 
Grosz, the group is not interested in nos
talgia. No efforts are made to breathe life 
into familiar old solos. Moreover, the 
arrangements themselves are only loose 
sketches containing the most basic elements 
of Fletcher Henderson, Don Redman and 
other key arrangers of the period. Grosz is 
interested only in the essence of swing, not 
in literal recreation. And he captures that 
essence supremely well.

There are several important things the 

Marty Grosz: Capturing the essence of swing

band has going for it. First, the rhythm 
section. It has a gentle, throbbing drive, 
not unlike the great Basie timekeeping 
apparatus. It nudges incessantly but never 
gets overbearing. This is largely due to 
the marvelous rhythm guitar work of the 
leader and Bob Cousin’ solid drumming. 
(Some may recall Cousins’ work in the 
nationally televised Coleman Hawkins-Roy 
Eldridge TV show for NET in 1969.) His 
work with the Sounds of Swing seemed a 
bit less fiery and propulsive than on some 
past gigs, but he integrated himself well 
into the total rhythm section.

No less important than the rhythm sec
tion is the front line of soloists Grosz has 
assembled. Norm Murphy is no stranger 
to swing, having sat shoulder to shoulder 
with Roy Eldridge in the Gene Krupa 
brass section 30 years ago. He continues 
to play beautifully—crackling and fiery at 
swift tempos and sensitive and full-bodied 
on the ballads. He was particularly effec
tive on / Surrender Dear and Honeysuckle 
Rose.

Franz Jackson is best known among the 
traditional crowd as a clarinetist, but it’s 
on the tenor sax that he really unburdens 
himself. His, big, virile tone and charging, 
slashing attack recall Hawkins at his peak. 
On tenor, I can only report that Jackson 
stands with the very best—Webster, Jac
quet, Byas—you name them. Although 
never an innovator, he has absorbed the 
lessons of the greats so well that he’s truly 
a match for anyone today. He proved him
self over and over, especially on I Can’t 
Believe That You’re in Love With Me, 
Christopher Columbus, and Honeysuckle. 
Jackson was deputizing for regular Billy 
Usselton.

Jerry Fuller’s piercing clarinet (former
ly heard with the Dukes of Dixieland and 
Jack Teagarden, among others) tingled 
with excitement, and the audience re
sponded with enthusiastic applause for 
most of his solos. His smooth, rolling con
tours floated over the band’s riffing with 
grace in the best Goodman tradition. His 
tone was striking, especially in the upper 
register, where his control was reminis
cent of the perfection of Artie Shaw. He 
did a Goodman trio routine on Oh Baby 
that went down well, but seemed to strike 

his brightest sparks with the band. Nor
mally he doubles on tenor, but the horn 
was out of commission.

Harry Graves’ trombone performed ade
quately in solo but made its most valuable 
contributions in adding to the ensemble.

Above and beyond individual solo ex
cellence, however, is the ensemble sense 
among the musicians that makes nine 
pieces sound like a full band. Above all, 
the band swings as a unit. Although they 
work from arrangements, there is an in-

Franz Jackson: A match for anyone

formality and spontaneity at work that 
made this listener think they might be 
working from “heads.” This is not Time- 
Life music. Its freshness and honesty made 
it thoroughly contemporary, as reflected in 
the enthusiasm of the largely youthful and 
hirsute audience.

The Sounds of Swing have not yet re
corded, but they should. A session should 
be arranged, perhaps with a visiting guest 
star such as Roy Eldridge, who will be in 
Chicago soon. —John McDonough

Herbie Mann
Paul’s Mall, Boston, Mass.
Personnel: Mann, flute; Sonny Sharrock, Robert Pogo, 
guitars; Tom Copolla, electric piano, organ; John 
Sigler, bass; Dave Johnson, conga, "toys”; Mark
ham Rosengarden, drums; Ayr, piano, organ, vocals.

Herbie Mann and his newest group 
(“Herbie Mann, featuring Ayr”) had ar
rived in Boston to occupy Paul’s Mall for 
a couple of weeks. But this was a really 
new Mann, with the whole band in jeans 
and leather (save the debonair leader, re
splendent in a modish suit) and each mem
ber ready and able to do his thing, or 

* at least giving the appearance of doing 
i so. And therein lies the problem.
a Perhaps opening nights should never be 
z reviewed, if they are by new groups ex- 
° perimenting with new styles. But this 

aggregation doesn’t need any more re-
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The reason Sonny Payne 
plays Sonor Drums is not 

the reason Don Lamond 

plays Sonor Drums, which is not 
the reason Gary Peterson 

plays Sonor Drums.

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

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

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

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

plenty of reasons of your own.
Ask your dealer for our free 20-page 

color catalog. Orwrite M. Hohner, Inc., 
Hicksville, New York 11802 or 

Palo Alto, Calif. 94303.

IT sonor
* DRUMS



hearsals, particularly for the repertoire 
they performed. If anything, the profes
sional sheen was such that little feeling 
came across to the audience—which re
sponded in kind. Which puzzled the band. 
Which further turned off the audience. 
Which chilled the band even more. And 
. . . but you know the rest. The last set 
went about 15 minutes and then every
body, audience and band, silently folded 
their tents and stole into the snowy Bos
ton night.

What went wrong? The group started 
off the evening with Steve Still’s Judy 
Blue-Eyed Suite (Second Movement) and 
swung into it with gusto. If you’re a lover 
of amplified guitar, there was much buzz
ing and reverb there to please you. In

The name to < / x
remember in flutes
W.T. ARMSTRONG CO., INC.

ELKHART. INDIANA 46514

&®\0^ fiS^A 
I*?,,

AMERICA’S OLDEST AND LARGEST 
EXCLUSIVE PERCUSSION CENTER

| Complete stock of famous name brand 
percussion instruments and accessories. H 
Owned and operated by Maurie Lisbon—1 8 
Years staff percussionist CBS-WBBM Chicago. 
226 S. Wabash Ave. Chicago, 111. 60605 
922-8761 922-1300

fact, the leader’s flute got lost in the elec
tronics. Since most of the audience was 
over 25 and remembered a different Mann, 
the next tune, a more traditional blues, 
appeared to offer a brief rock respite. 
Mann at times did sound like the Mann 
of a few years back, but then Dave John
son entered on conga and followed with, 
as Mann pointed out, various “toys”. An 
assortment of washers, springs, wires, etc., 
the miscellaneous instrumerits gave off 
even more miscellaneous sounds. Jigglings 
and poundings were the order of the day. 
Innovation, yes. Halloween noisemakers, 
no.

A few months ago Mann was quoted as 
saying, “the amplifier thing is over . . . 
more and more bands are going acoustic.

A book you have to see to believe . . .
The Eddie Harris

INTERVALLISTIC CONCEPT
... for all single line wind instruments— 
saxophones/clarinets/flutes/trumpets. For 
beginners to top professionals. A must for 
piano-guitar-vibes-organ players. Wire
bound, 8 ¥2 x 11, 340 pages. 25.00 per 
copy (plus $1.00 postage & handling to 
any U.S.A, address; $2.00 to any foreign 
address).

Important: Send for details on the famous 
Eddie Harris reed mouthpiece for trumpet, 
and the Eddie Harris sax mouthpiece.

Send check or money order to 
(sorry, no C.O.D.s)

WARDO ENTERPRISES, INC. 
8010 South Cottage Grove Ave. 

Chicago, Illinois 60619

They’ve gotten past that loud thing, and 
now they’re getting into music . . . it’s 
not just two chords and a loud guitarist” 
(db, Dec. 10, 1970). Alas, this front-row 
table occupant wished it were so. Shar- 
rock boosted his Yamaha volume to the 
top and took off—glasses shaking and ear
drums popping. But Sharrock also looked 
incredibly bored: “You expect me to do 
this; it’s a drag for both of us, but I’ll 
do it.”

The result was neither freedom nor im
provisation, but more just technological 
fireworks. Much sound, much fury, sig
nifying little. Sharrock himself has talked 
of his dislike for the club scene, but there 
he was. Even if it is just another gig, the 
audience deserves better and he certainly 
(as witness his previous albums) can do 
better. A couple of times he looked ready 
to go into something, but then—maybe it 
was the mood of the evening—he seemed 
to hold back and rely on sheer volume 
instead.

And then came Ayr. Slight but palely 
pretty, she sat down at the electric piano 
and began to play and sing. Remember 
Jackie Cain? That’s Ayr, but not as good. 
The Jackie and Roy album Grass used the 
rock and electronic music world as its 
jumping-off point, but Jackie could al
ways ride above it, singing the lyrics with 
impeccable swinging taste—not to men
tion Roy Kral’s articulate comping. Un
fortunately, Ayr seemed unsure, the voice 
a remarkable double for Miss Cain’s, but 
lacking the model’s confidence and con
viction. And her piano playing, added to 
the Voxes, Fenders, and Yamahas, simply 
tended to drown her out.

Thus the lyrics to such songs as Baby, 
1 Don’t Know Where Love Is and The 
Creator Has a Master Plan remained un
intelligible. Ayr’s sad glances at the non- 
responsive audience—coupled with her 
habit of wringing her hands—might have 
softened another gathering, but this one 
had come for Herbie Mann and not for 
sympathy-giving. It would be interesting 
to hear Ayr do a standard; as it was, her 
songs were unfamiliar to this audience and 
of a sameness that made it difficult to en
vision her doing much else.

Can You Dig It?, sans Ayr, closed the 
set with Mann more aggressively leading. 
So most people hung around, hoping the 
opener was simply a slow start. Paul’s 
Mall, a favorite Boston jazz watering hole, 
is a very professional room. When it really 
packs ’em in, it seats around 250 patrons. 
By the close of this particular evening, the 
crowd had shrunk to about 60 hardy folk. 
Even the waitresses were commenting on 
the lack of artist-audience rapport.

The abortive last set again opened with 
promise. Memphis Two-Step drew strong 
applause. The Band’s The Night They 
Drove Old Dixie Down kept the mood. 
But Ayr then began a dirge-like I’ll Never 
Deceive You and she didn’t: the audience 
was turned off, drinks were rediscovered, 
old conversations were revived. Finally 
the group simply ambled off the stage. The 
Mall’s manager gamely tried to cover up 
the abrupt ending, but by this time nobody 
seemed to care.

This new group is competent enough, 
but hasn’t developed any identity. This is 
not a plea for Mann to go back to Mem
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phis Underground or even to Muscle 
Shoals Nitty Gritty. But freedom has its 
limits, particularly in a mixture of jazz and 
rock. The mismatched styles clash, and 
Mann himself seemed particularly uncom
fortable. He didn’t really lead or take ex
tended solos. Sharrock, the next strongest 
player, was sacrificed in an amplifier show.

By the time this is printed, the new 
Mann group will have its first album out 
on the Embryo label. But past respect for 
Mann makes one hope the album will 
surpass the personal appearance. Maybe 
the Boston trip was a try-out to iron out 
bugs. I hope so. —William H. Young

Ken McIntyre
Wesleyan University Chapel, 
Middletown, Conn.
Personnel: McIntyre, alto saxophone, oboe, bass clari
net, flute, bassoon, traps; Richard Harper, piano, 
melodica; Ahmed Abdul Malik, bass; Warren Smith, 
drums; Daahood Haroon, conga.

This was the third concert in the Wes
leyan jazz series, held at the University 
Chapel. It was given by the co-ordinator 
of the total series, Ken McIntyre, Assist
ant Professor of Music at Wesleyan and 
one of the people responsible for develop
ing a viable Black Music program here.

The concert presented an impressive 
array of instruments and instrumentalists, 
all creating moments of intense excitement. 
The best description is intense free im
provisation for the entire evening, begin
ning before all were even set up—drums, 
piano, congas and bass—and then Mc
Intyre, straight, free, fast and hard on 
alto, with one of the best drummers in 
New York behind every impulse. The 
conga was sensitive to changes providing 
patterns to play off.

Smith reaches up and hits cymbal with 
two sticks, stands up for more leverage 
to beat. The sound is out. The music, 
within the collective push outward, had 
that rare quality of energy in force, and 
clarity was present. It was obvious that 
the audience had been lifted into the 
pulse.

McIntyre previously played only his own 
tunes, but this concert and a few others 
of recent times show a dramatic change— 
not unexpected if his history is taken into 
account (one of the first to add oboe, 
bassoon, etc. to jazz, he has now added 
drums to his own instruments).

He is incredible on alto—ranging from 
growl to voice-like cries, with maturity 
of musical motives and richness in phras
ing. On flute, he also explores the total 
physical range of the instrument, even to 
triple stops (3rd is sung tone). His oboe 
could have been more effective, but back
up by melodica could be heard as out of 
tune. Amplification of oboe, bass clarinet, 
and especially bassoon were inadequate.

It is obvious that McIntyre is an ex
tremely versatile musician, but his dancing 
begins with alto. He was happy on drums, 
but clarity in polyrhythm against conga 
and the other trap set was questionable, 
and again not as pleasing as his alto. All 
McIntyre’s years of growth, chain of ex
perience and connection to arranging and 
composing seem to be beautifully expressed 
in his improvisation and performance. 
Phrases from his tunes appear, but as a 

motive; in whatever context is happening.
Harper, a young pianist of incredible 

energy and flow, can play any style, ap
parently, and deal with different dimen
sions in dominance (rhythm, line, percus
sion), all available on and in a piano. 
He uses the middle range like a rich, flex
ible voice, and counterpoint like horns that 
don’t run out of breath—lines so long. 
Energy is so prepared that the output can 
overload; obviously perceptive, he does not 
always choose to respond as expected. A 
freely creative pianist.

Warren Smith adds two outstanding 
qualities: a driving back-up, never over
bearing, just seeming to always hear what 
is happening, and a level of musical in
tegration of new-wave African influence

BUDDY AND LOUIS WITH FRIENDS

...the Sound Choice in drum heads 

REMO, INC. / 12804 RAYMER STREET, NORTH HOLLYWOOD, CALIFORNIA 91605

on the trap set. Smith appeared in this 
context to be the most sensitive of the 
four, and provided the most consistently 
coherent energy of the unit. No side 
glances: he is there from the first moment.

Haroon was not really amplified suffi
ciently, but a rich enough musician to 
discover how to be heard. He moved the 
other players into changing tempos, rhyth
mic patterns and accents. He listens, and 
clearly adds to the sound.

Abdul Malik seemed confused during 
about three-fourths of the concert. He 
arose and played all when the time came, 
but I was sorry it came so late in the con
cert. From the sound he released at last, 
it is hoped that he will play in such a free 
environment again. —Janice Jarrett

REMO
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Ontario college of 
percussion — Canada

NORTH AMERICA'S COLLEGE
FOR MUSICIAN-DRUMMERS

PROFESSIONAL
PERCUSSION

DIPLOMA 
PROGRAM

• Jazz Work Shops
• Playing Forums
• Clinics
• Lectures
• Recording Work Shops
• Percussion Ensembles

Individual, comprehensive training in 
Melodic Rhythmic Drumming—instill
ing a complete analysis of Jazz with 
emphasis on today's music.

PERFORMER-TEACHER FACULTY
PAUL ROBSON, director

BOB FENTON—HAGOOD HARDY 
STAN ZADAK—RUSS FEARON 

DAVE WARNE—LORNE HAMILTON

performers with: Geo. Shearing, 
Herbie Mann, Billy May, Pepper 
Adams, Johnny Griffin, Jackie 
McLean, Martin Denny, Glenn Miller, 
Ron Metcalf, Double Six of Paris, 
Peggy Lee, Frank Gorshin, Ella 
Fitzgerald.

ENTRANCE REQUIREMENTS
academic —GRADE 12

performance—INTERMEDIATE

AUDITIONS MAY 1971

For information, write to:

SECRETARY
ONTARIO COLLEGE OF PERCUSSION

27-29 Park Road 
Toronto, Canada

Drum Shop Talk with Bob Tilles 

by Charles Suber

it wasn’t too long ago that only a sym
phony musician was referred to as a 
“percussionist”, regardless of whether he 
specialized on triangle, tympani, or snare 
drum. The term “drummer” was used for 
someone who played any and all percus
sion instruments in the jazz or popular 
music idioms.

But, today, the emphasis is on total 
musicianship. The term “drummer”—par
ticularly in jazz—no longer carries the 
stigma of humorous condescension it once 
did. Most of the young drummers per
forming in school ensembles or out in the 
profession are well-schooled musicians who 
can read and play what the score demands.

This new image for drummers didn’t 
happen by accident. Behind the new crop 
of percussionists are hip, dedicated teach
ers such as Bob Tilles. Tilles is presently 
head of the percussion department at 
DePaul University in Chicago. He also 
teaches a limited number of private stu
dents at Frank’s Drum Shop, works many 
clinics on drums and vibes for Ludwig/ 
Musser, writes jazz percussion ensemble 
arrangements for down beat/MUSIC 
WORKSHOP PUBLICATIONS, has au
thored several instructional books on im
provisation and advanced drumming, and 
still manages to keep his hand in profes
sional playing.

His professional background has equipped 
him for a total approach to music. He was 
on CBS staff in Chicago for 13 years, cut 
hundreds of jingles for Dick Marx and 
others, worked the hotel and club circuit, 
and backed all the vaudeville acts.

But it is today’s music that Tilles is 
most interested in. In the following inter
view, he talks about the teaching and 
learning of percussion.
C.S.: How did you get into teaching?
B.T.: Do you want a fast answer? Roy 
Knapp! I had this obsession about playing 
the drums when I was about 17—my 
mother was so discouraged about my piano 
practicing that she sold the piano—and 
everybody I talked to said that Roy Knapp 
was the only drum teacher in Chicago. I 
even wrote a letter to Gene Krupa asking 
him—I didn’t know him, I was just a fan 
—about a teacher. He, or someone from 
his office, wrote back that Roy Knapp was 
the man. I studied with him for four years, 
then after four years in the army, I studied 
with him again on the G.I. Bill. After I 
was back with him for about a year, about 
1947, he asked me to sub for him in his 
classes. His school was getting so big that 
he had to delegate work.
C.S.: What about your own playing?
B.T.: Well, very soon after I started to 
study with Roy I began to get calls for 
club dates. So I joined the union in 1937. 

My first dates were the usual things: 
dances, parties, bar mitzvahs . . • you 
know. I remember doing dates with Herbie 
Kaye—that was after Dorothy Lamour— 
and several nights with Ted Weems when 
Perry Como was his vocalist. I also did a 
lot of subbing with the good hotel and 
club bands. But my days were usually 
taken up with studying mallet work with 
Jose Bethancourt and tympani with a play
er from the Chicago Symphony. Come to 
think of it, before World War II I got 
some good experience playing mallets and 
tympani with the Chicago Civic Orchestra, 
the training unit for the Symphony. So by 
the time I went into the Army I had my 
dues paid on everything except military 
sticks. And I got that for four years cour
tesy of Uncle Sam. But I also got a lot of 
experience in playing acts with the post 
show band.
C.S.: What about jazz?
B.T.: No matter what I was doing, playing 
or studying, jazz was my first interest. 
After making a living, that is. I did some 
good jazz sides with Dick Marx on Mer
cury but my recording work and jingle 
work suffered when I was on CBS staff. 
However, there were many opportunities 
for jazz playing on the station. I was on 
first call whenever any jazz singer or group 
was on radio or TV so I played with and 
behind Ella Fitzgerald, Sarah Vaughan, 
Dinah Washington, Nat Cole, Tony Ben
nett, and also with Erroll Garner, Duke 
Ellington—that was a kick—and Dizzy 
Gillespie. Depending on their arrange
ments, I would play either drums or vibes. 
Of course, it wasn’t steady jazz work. The 
day after playing with Diz, I had to cut 
the Shrine Circus.
C.S.: Were you teaching during that time? 
B.T.: Always. I never let the studio work 
or anything else get in the way of the 
students. As a matter of fact, I taught for 
Roy Knapp until 1959 when I joined De
Paul University’s staff. Tom Fabish, the 
band director there at the time, thought 
the school needed a shot in the arm, par
ticularly in percussion. DePaul is a com
muter school and many of the students 
have to work and need the training to 
make money to stay in school or go on to 
a career. So I started there one day a week 
and it grew until now we have a depart
ment.
C.S.: Do you approach college teaching 
any differently from private teaching?
B.T.: No, the basic problems are the same. 
I have a mental check list I run all my 
students through. Even though college stu
dents may have more musical background, 
I find that everyone starts and develops 
the same when it comes to drums. In all 
cases, I start the student off with a few
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Why this Premier 
sounds drier, crisper, 
more powerful than 
other snare drums
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hand-holds and some warmup exercises. 
As soon as possible we get into music— 
playing something, accomplishing some
thing. At the same time, I put him to work 
with paper and pencil on theory and har
mony. He has to understand how the music 
is constructed while he is learning the 
mechanical things. As soon as possible, we 
get into the idiom in which the student is 
most interested. In many cases, he wants 
to learn rock. Like right now because he 
can earn money with it. Okay, why not? 
I’ll show him the two or three things that 
rock is based on if that is what it takes to 
keep him in music. I will not let him 
settle for that, however. I can’t sec any 
musician today specializing in rock, or 
symphony work, or anything else. He has 
to get it all down—and not just different 
styles. I try to get the student on vibes 
after a couple of months on drum basics. 
With the mallets he goes into scale and 
chordal things, which make sense to him if 
he has learned anything at all from his 
paper work on theory and harmony.
C.S.: What is most important for the stu
dent to learn?
B.T.: Coordination is far and away the 
most important thing for a drummer but I 
don’t think it can be learned. If you lack 
coordination, you lack the primary physi
cal skill for a drummer, and perhaps, for 
any other instrument. It takes about four 
or five lessons for me to know if the stu
dent has enough coordination to go on. 
C.S.: How can you tell?
B.T.: I usually teach him a couple of jazz 
brush beats, then I’ll play vibes, with him 
on drums. Now, he’s in an ensemble situa
tion and you can tell very quickly if he 
has it. If he doesn’t, I try to tell him right 
away or suggest that he take up some 
other line of work.
C.S.: How about the ear? Can you learn 
that?
B.T.: Except for some rare cases, most 
tone identification is a learned thing, even 
though some people have an easier fa
cility for learning. It’s best if you can get 
to a student when he is young enough so 
that his ears are still open. I teach him to 
tune his drums as part of ear training. 
Roy Burns, a good friend of mine and a 
great drummer, is so careful to tune his 
drums sympathetically with his cymbals. 
Even though this is a rather sophisticated 
point, I try to get my students to think that 
way early in their training.
C.S.: Can you teach time and improvisa
tion?
B.T.: No and yes. Either you have a sense 
of time or you don’t. I can teach you 
19/4 as well as two-beat if you have the 
sense of time. As for improvisation, it can 
be taught. It must be learned by anyone 
who fancies himself as a musician. It’s 
usually much easier to teach improvisation 
on the vibes—going back to the scale and 
chordal things—with a simple 12-bar blues 
pattern. You know, there are some drum 
parts for symphonic work that call for 
some improvisation. In jazz, it’s an abso
lute necessity. Getting back to time, I be
lieve that a crude drummer with time can 
play better than a symphonic player with
out time. And I’m not talking about strict 
metronomic time. I mean a sense of mov
ing time. It has to swing.
C.S.: Is the drummer the band’s time
keeper?

B.T.: I hope for the band’s sake that 
wouldn’t be the case. The band should be 
able to maintain a good rhythm without 
the rhychm section. But, let me confide 
something to you, “a confession of a band 
drummer”—the bass player is the number 
one timekeeper. If the bass player is strong, 
he can carry along a weaker drummer and 
band—but not the other way around. A 
weak bass player lets everything down the 
drain.
C.S.: Do you find this problem when you 
do clinics around the country?
B.T.: You mean the rhythm problem? 
Yes, but the whole field of percussion has 
been a problem in schools. It’s getting a 
lot better because of the newer directors 
coming into the schools from Berklee and 
North Texas State, etc. Also, the new 
music today, even for concert band, de
mands attention to percussion training.
C.S.: Do you dig what you hear going on 
at the schools now?
B.T.: Are you kidding? First of all, the 
kids today are 800,000 times better than 
when I began. And they want to be into 
so many more things. Look at the way 
that rock is fusing back into jazz or 
rhythm&blues. Look at what the kids are 
doing on tympani. Great things. And I 
don’t mean just my students; I mean so 
many young musicians around the country. 
C.S.: Can you give me a rundown on your 
students?
B.T.: I though you would never ask— 
these are the guys who keep me young 
and moving. There is Danny Seraphine 
with Chicago, Don Hammernik at WGN- 
TV in Chicago, Norm Jeffries at ABC in 
Hollywood, Warren Hard with Merv Grif
fin, Bob McKee (formerly with the Mike 
Douglas Show, now on Cleveland TV 
staff), Rick Frigo at Mr. Kelly’s in Chi
cago, and a lot of hotel, jingle and sym
phony people.
C.S.: What about your writing? Does it 
go along with teaching?
B.T.: I guess it does. Most everything I 
have had published I did originally as 
teaching material for my students. Even 
the percussion ensemble pieces for down 
beat. Practical Improvisation came out 
about three or four years ago and it’s ap
plicable, I think, for any instrument and 
is a good beginner approach to improvi
sation. My first book, Practical Percussion 
Studies, is basically a hard reading book 
for advanced students. I try to encourage 
my students to write arrangements, mel
ody lines . . . anything that will give them 
facility and knowledge of how music is put 
together. It makes for a far better player. 
C.S.: We can’t leave without asking for 
a comment on Buddy Rich.
B.T.: He’s ageless ... a fantastic tech
nician . . . maybe the best we have ever 
heard or seen. He refuses to date himself. 
He keeps moving with the times, always 
tasty, always so strong. It’s great for my 
students—and all other drummers—to lis
ten to Buddy and what he has done for the 
past 30 years. His genius lies so much in 
the way he interprets any idiom he plays. 
He always remains fresh.
C.S.: Should we close with that?
B.T.: One more fill: I am very optimistic 
about the future of our music. The level 
of instruction is up, the level of playing is 
up, and the drummers arc becoming mu
sicians. Now, rim shot and off. gTgj
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JAZZ PERCUSSION ENSEMBLE
BIG JINKS (M) by Bob Tilles. 9: vb, 
mrmba, xylo (playable by wind instruments 
If transposed); chimes (or bells); bgo (or 
cga); tym; b,g,d. Moderate Jazz original, 
16 bars. Basie style intro, 1st chorus all 
melody, 2nd chorus open for any solos, 
followed by perc solos for 32 bars, then 
repeat to 1st chorus. (PT 5')

MW 210 .. . $6.50/$4.33

MINOR TIME (M) by Bob Tilles. 9: vb, mba, 
xylo (playable by wind istruments if trans
posed): bgo, tym, tamb; g (or p), b, d. 
Moderate tempo, original minor blues with 
loose rock/bougaloo. 12 bar intro, written 
riff, and open solo choruses (PT 5')

MW 215 .. . $4/$2.66

THEORY & TECHNIQUE BOOKS
ARRANGING & COMPOSING (for the 
Small Ensemble: Jazz/r&b/Jazz-rock) by 
David Baker, foreword by Quincy Jones. 
Chicago: 1970, 184 pp. (110 music plates), 
8%xll, spiral bound. MW 2 . . . $12.50/$8.33
JAZZ IMPROVISATION (A Comprehensive 
Method of Study for All Players) by David 
Baker, foreword by Gunther Schuller, Chi
cago: 1969, (3rd printing 1970. 184 pp. 104 
music plates), 8^x11, spiral bound.

MW 1 . . . $12.50/$8.33

BIG BAND ARRANGEMENTS
ELFSTONE (A) by Ladd McIntosh. 19: 5 
sax (as I dbl. fl & cl; ts I dbl. fl & cl; as IT 
dbl. cl; ts II dbl. cl; bs dbl. b-cl); 5 tp (tp 
I & II dbl flg); 4 tb (inc. 1 b-tb, all tb 
need bucket mutes): p,b,g,d,vb/perc. De
manding chart romps through several driv
ing choruses giving ample blowing room to 
ts and flg II plus short solo .to b. Vb & g 
must be able to play unison lines. Lead tp 
has an high F. Title from hero of Tolkien’s 
Lord of the Rings. (PT 4^')

MW 105 .. . $18.50/$12.33

GALADRIEL (A) by Ladd McIntosh. 19: 5 
sax (as I dbl, fl & picc; as II dbl. cl; ts I 
dbl. fl; tn II dbl. fl & cl; bs): 5 tp (all need 
bucket mutes); 4 tb (inc. 1 b-tb, 5th tb 
opt.); p,b,g,d,vb. Although melody is light, 
breezy and swingy, chart has driving in
tensity. Solos: ts I & g. Tp I goes to one 
high F#. Vb & g must be able to play 
unison soli lines. Sixteenth notes in horns 
make ending dazzle. A challenge to even a 
technically accomplished band. (PT 4^')

MW 104 .. . $18.50/$12.33

GOT ME HANGIN’ (M) by Eric Hochberg. 
19: 5 sax; 5 tp; 5 tb; p,b,g,d. An up-dated 
jazz-rock chart utilizing 3/4, 4/4, 7/4 meters 
somewhat in Don Ellis style. Flag waving 
ending. Performed on 1970 Mexican tour of 
New Trier West H.S. (Northfield, Ill.). Re
corded. (PT 7') MW 103 .. . $10/$6.66

KILLER JOE (A) by Benny Golson, as 
arranged and recorded by Quincy Jones: 
Walking in Space (A&M SP 3023). 15: 
4 tp; 4 tb (inc b-tb); fl, ss, ts; p,b,g,d; 
(4 female voices opt.). This famous big 
band standard features bass and tp 
solos with open space for others as de
sired. Odd meters with ss and tp com
bined; lush reed writing, hip ending. 
(PT 5') MW 159 .. . $12.50/$8.33
Quincy Jones' album. Walking in Space 
with “Killer Joe” and five other great 
tracks, PLUS the complete big band 
arrangement described above.

MW 159/LP . . . $18.48/$11.66

REVIVAL SUITE (A) by M. T. Vivona. 25: 
5 sax (as I dbl. fl; as II dbl. fl & cl; ts I 
dbl. cl, b-cl & fl; ts II dbl. a-cl, b-cl; bs dbl. 
ob & b-cl); 5 tp; 5 tb; tu, 4 fh; el-p, el-b, 
g,d, tymp. A continuous 3 movement work. 
I (Meditation) written in slow, moody con
templative style with classical flavor. II 
(Revelation) features slow, moody alto sax 
chorus over dissonant pyramid background 
that builds to end of movement. Ill (Jubila
tion) is hard driving spiritual-like move
ment that shouts. Solos: el-p, as, tb.
(PT 13') MW 162 .. . $25/$16.66

TEXTURES (A) by Bill Dobbins. 17: 5 tp, 
4 tb (inc. 1 b-tb), 5 sax (as I dbl. cl; ts 
II dbl. fl; bs dbl. ob & b-cl), p,b,d. Ex
tended jazz composition in three move
ments based on concerto grosso style using 
solo quartet playing in and around big 
band. (I) Rock style A la Miles Davis fea
turing tb & p solos; (II) Ballad setting à la 
Gil Evans featuring b & ob solos; (III) Con
trapuntal style featuring tb, p & d solos. 
Commissioned by John F. Kennedy Center 
For the Performing Arts (Wash., D.C.) and 
premiered at 1970 National CJF. (PT 20')

MW 101 . . . $50/$33.33

THEME FOR JEAN (M) by Everett Long- 
streth. 17 (+ cond): 5 sax; 4 tp: 4 tb (IV 
opt.) ; p,b,g,d. Ballad. An original “Theme” 
song with full ensemble opening for first 8 
bars, then saxes and bones softly for any 
spoken announcements or introductions, 
then back to full ensemble with very strong 
ending, (opt. coda first time for “short” 
version. (PT 3') MW 164 .. . $10/$6.66

THE DAVID BAKER BIG BAND SERIES
A DOLLAR SHORT AND A DAY LATE 
(A) by David Baker 18: 5 sax: 5 tp: 4 tb; 
tu: p.b.d. Medium swing, odd form: meter 
changes, heavy contrapuntal writing. (PT 
10') MW 117 .. . $10/$6.66

ADUMBRATIO (A) by David Baker. 18: 5 
sax: 5 tp: 4 tb: tu: p.b.d Lush sax writing, 
interesting background, extended vamps, 
tutti out chorus, strong but difficult changes, 
extremely high first tp part (PT 10')

MW 156 .. . $12.50/$8.33

BLACK MAN, BLACK WOMAN (A) by 
David Baker. 18: 5 sax; 5 tp; 4 tb; tu; p,b,d. 
Extracted from score of "I Heard My Wom
an Call” by Baker, based on Eldridge 
Cleaver’s Soul On Ice: Chance music with 
scalor, thematic fragments, combined at 
random for backgrounds. Strongly reminis
cent of the music of George Russell. (PT 
15') MW 131 .. . $10/$6.66
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EROS AND AGAPE (A) by David Baker. 
18- 5 sax (1 as dbl.): 5 tp. 4 tb: tu: p,b,d. 
Avant-garde—free rhythm with written 
brass choir type parts (sop. sax) middle 
section is a heavy acid rock with classical 
brass writing and soloist at yet another 
level Difficult electric bass (PT 1O'-15')

MW 146 .. . $10/$6.66

HONESTY (A) by David Baker 18- 5 sax; 
5 tp: 4 tb; tu: p.b.d. Brandenburg concerto 
type intro, then funky blues with cadenza 
break—interesting backgrounds Solos in
terspersed with introductory material. Small 
group version recorded by George Russell 
Sextet: “Essthetics” (Riverside) (PT 5')

MW 158 .. . $10/$6.66

LET’S GET IN ON (A) by David Baker.
18: 5 sax: 5 tp: 4 tb: tu: p.b.d Heavy heavy 
rock—difficult electric bass part. Gospel in
fluenced—an extremely difficult unison 
double time interlude Blues. (PT 10’)

MW 151 . . $10/$6.66

LUNACY (A) by David Baker 18: 5 sax; 5 
tp: 4 tb: tu: p,b,d. Slow intro—calypso time 
melody but avant-garde flavored Bridge 
completely free—effects—accelerando end
ing. Recorded by George Russell Sextet. 
“. . . in Kansas City” (Decca) (PT 7')

MW 150 .. . $10/$6.66

121 BANK (A) by David Baker 18: 5 sax; 5; 
tp: 4 tb- tu; p,b,d. Avant-garde—pointillistlc 
scoring, free blues, cooker Recorded by 
George Russell- “George Russell Sextet at 
the 5 Spot” (Decca). (PT 10')

MW 154 .. . $10/$6.66

PRELUDE (A) by David Baker 18- 5 sax; 
4 tp: 4 tb: tu: p,b,d Medium tempo, minor 
mode (small band within a band intro), 
Prelude to Lutheran Jazz Mass Plenty solo 
space with trick time changes (PT 10')

MW 152 .. . $12.50/$8.33

ROLY POLY (A) by David Baker. 18: 5 
sax: 5 tp: 4 tb: tu: p.b.d. Funky 4/4 (12/8) 
blues in the “after hours” tradition. Excit
ing background build to enormous climaxes. 
Includes a. stop time chorus. (PT 12’)

MW 121 .. . $12.50/$8.33

TERRIBLE T (A) by David Baker. 18: 5 
sax; 5 tp; 4 tb; tu; p,b,d. 3/4 blues, 24 
measures, angular melody & la Eric Dolphy. 
Backgrounds use metric modulation. Orch
estrated tb solo from Baker’s “Kentucky 
Oysters” recorded with George Russell, 
Stratusphunk (Riverside) Real blue out- 
chorus. (PT 12') MW 142 .. . $16.5O/$11

Postage:
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DRUMMERS 
“THE SOUNDS OF ROCK AND ROLL" 

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

mlng ................................ $3.
II What Every Drummer Should Know about 

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

Drummer ...................................$3.
Ill Rock and Roll Coordination for tho 

Drummer .................................$3.
DRUM BOOK MUSIC 

Box 63. North White Plains, NY 10603

DRUMMERS
OTHER BOOKS BY RALPH C. PACE

Price List
Variations of Drumming ...............................................$3.50
Cymbal Coordination ....................................................... 2.50
Supplementary Drum Study for the Beg .............. 1.25
New Variations and Drum Soles Vol. I ...................2.00
New Variations and Drum Solos Vol. II .............. 2.50
New Variations and Drum Solos Vol. Ill ............ 2.50
“3 Camps” Concert-March-Band Arr. Vol. IV ... 4.50
Variations and Basic Bongo Drum Course................. 40
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why do the better drum teachers 
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“PRO” MODEL NO. 5—send for free brochure 
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PALISADES PARK, NJ. 07650 

See for yourself at your local music 
dealer or write for free catalog.
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JONES
(Continued from page 17)

and did some nice steps himself.
I found myself almost disbelieving that 

these were a couple of guys past 50 
(Buddy is 53, Jo 59). While it is generally 
known among musicians that Buddy was a 
professional dancer at one time, Jo will 
remind you of the little-known fact that 
at one time he was the World Champion 
of Charleston dancing.

Later, after Buddy had selected a drum. 
Jo invited us all up to what he calls his 
“cellblock” (a practice room where his 
drum set always stands ready to be played). 
It was a thrill to see these two drum 
giants behind the set, not only trading four 
and eight-bar solos, but playing as one per
son: Buddy doing part of a paradiddle-like 
figure and Jo completing it without as 
much as losing a fraction of a beat.

Buddy was smiling as broadly as I’ve 
ever seen him smile. Suddenly, faking 
grimness, he said to Jo: “You know, this 
is going to make me lose my image.” At 
which the often serious face of Jo Jones 
broke out in a smile more radiant even 
than when behind his beloved drums.

And to Jo Jones, his drums are his be
loved ... his life. After Rich had left, Jo 
said: “Mack, you know why Buddy’s like 
he is, and I’m as I am? Because drums are 
our life! We’ve practiced and practiced, 
and thought and thought drums ... all 
our lives.”

There was part of the answer to my 
boyhood question of what Jo Jones was 
thinking as he sat behind those drums, 
playing all those intricate figures. Yes. Jo 
Jones lives drums . . . he loves them with 
a passion!

His love for his drums approaches rev
erence. A little something which happened 
the first time I visited his “cellblock” 
clearly showed me this.

We were both smoking as we entered 
the room. As Jo moved toward the set, 
preparing to take his seat behind it, I 
reached for an ashtray to hand him.

“That’s all right, Mack, I won’t need 
it.” With that he crushed out his cigarette 
in the tray and turned back to sit behind 
his drums.

“Something I never do—smoke behind 
my drums ... I love ’em too much! Got 
too much respect for them to do a thing 
like that!”

I made a mental note to adopt that 
habit myself.

“But,” the reader might ask, “you’re 
supposed to be a writer, not a drummer. 
What kind of drums are you going to be 
sitting behind?”

To that I’ll have to answer very honest
ly: The set I bought about two months 
ago from Frank Ippolito. Who in hell is 
going to hang around Jo Jones as much as 
I do these days and not have a set?

Oh, by the way, the day I got my set 
Jo told Frank: “Give Mack a pair of my 
‘private stock’ mallets.” Turning to me he 
said with mock sternness. “And you better 
play ’em so you don’t break ’em!”

Every time I look down at my bass drum 
and see Jo Jones’ ‘private stock’ mallets 
there, I’m tempted to frame them and go 
out and get a pair to play with.

AD LIB
(Continued from page 13)

piano; Pete Pearson, bass; Michael Shep
herd and Maurice McKinley, drums) . . • 
Award-winning Dutch flutist Chris Hinze, 
who attended Berklee, returned to the U.S. 
to attend graduate courses at the old home
stead. Hinze’s Stoned Flute album will be 
released here by Columbia in March . . . 
Featured at Slug’s in recent weeks have 
been the groups of Donald Byrd, Leon 
Thomas, Elvin Jones, Lee Morgan and 
McCoy Tyner . . . The East Village “In”, 
where Freddie Hubbard has been on 
hand, now has regular Monday night jam 
sessions presided over by drummer George 
Scott’s house trio . . . Gene Ammons’ 
twice-postponed opening at the Club Baron 
(previously foiled by N.Y. State Liquor 
Board bureaucrats) finally came off in early 
February. Monday night sessions at the up
town club continue, and a recent one had 
trumpeter-fluegelhornist Danny Moore’s 
quintet (George Coleman, tenor, alto; 
Harold Mabern, piano; Wilbur Little, 
bass; Harold White, drums) . . . Other 
uptown doings: organist Billy Gardner at 
Gene’s (Lenox Ave. at 145th) with James 
Forbes, Jr., guitar, and Michael Shepherd, 
drums) and organist Seleno Clark at the 
Blue Book . . . Jazz Adventures at the 
Downbeat on Friday from noon to 3 con
tinue to gather momentum. A packed 
house greeted Gene Roland’s 25-piece 
Horns of Manhattan, a band with plenty 
of punch. Fred Gaud, Nilo Argudin, 
Tony Cofresi, Stan Shafran, Frank Rap- 
pa and Ronnie Padov, trumpets; Bobby 
Pratt, Sam Burtis, Charles Sherman, 
Abdul Hameed, Clint Sharman and Jack 
Jeffries, trombones; Marty Oberländer, 
Bob Torrence, Gary Klein, Kenny 
Berger and Dennis Brault, reeds; Lou 
Volpe, Allan Demeuse, guitars; John 
Carbone, bass; Ronnie Bennett, drums; 
Ray Romero, bongos, and Juan Pepin, 
conga, plus a 7-piece vocal group made up 
the personnel. Shafran, Pratt, Klein and 
Volpe were the major soloists. The multi
instrumental team of Ray Nance and 
Eddie Shu followed, with Barry Miles’ 
group in the next frame and the debut of 
the Al Cohn/Willis Conover New York 
Band (Feb. 19) ensuing . . . Brooklyn 
happenings: Charles Davis and Friends 
(Curtis Fuller, trombone; Clifford Jor
dan, tenor; Cedar Walton, piano; Gene 
Taylor, bass; Billy Higgins, drums; Clau
dette Brown, vocals) in concert at the 
Id, followed by Jimmy Heath, then Joe 
Lee Wilson Plus 5 (Monty Waters, alto; 
Danny Mixon, piano; Stafford James, 
bass; Art Lewis, drums; Thomas Orti, 
timbales); and Sun Ra for two nights and 
Andrew Cyrille for two (one with quintet, 
the other with fellow drummers Milford 
Graves and Rashied Ali) at the East, 
where Sam Rivers’ band holds forth on 
Sundays . . . Singer Wilson also appeared 
at the Village Door, with Ed Lewis, trum
pet; Hank Edmonds, piano; Peck Mor
rison, bass; Clyde Lucas, drums ... Al 
Cohn followed Jimmy Giuffre at the Half 
Note and was in turn followed by Clark 
Terry (splitting a week with Joe New
man) and then by Budd Johnson, all with 
the house rhythm section (Ross Tomp-
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Learn The Secrets 
Of These 

Professional Musicians
THE JOE PASS 
GUITAR STYLE

JOE PASS, the Poll-Winning Guitarist has 
written an exciting new guitar book contain
ing theory, arpeggios, scales, technique ex
ercises, solos, ear training LEONARD 
FEATHER (author of Encyclopedia of Jazz) 
says: “Anything Joe writes is of inestimable
value to the player and student.’’
□ THE JOE PASS GUITAR STYLE— 

By Joe Pass.................................................. $5.95
□ THE JOE PASS CASSETTE 

(50 minute demonstration of book) ...... $7.50

No. 1 SOUL DRUMS 
PAUL HUMPHREY

PAUL HUMPHREY, No. 1 recording drum
mer, writes a “now” drum book, containing 
licks he used on recordings with Joe Cocker, 
Marvin Gaye, Bill Cosby, O. C. Smith, Quincy 
Jones and many others.

If you want to learn the secrets from the 
drummer who is creating hits Paul is your 
man and his book is a must!
No. 1 Soul Drums/Styles: Soul, Motown, Rock, 
Latin-Rock, Country, Gospel, Fills, others.

BNo. 1 SOUL DRUMS—By Paul Humphrey . .$3.50 
SOUL DRUMS PAUL HUMPHREY CASSETTE—(50 
minute demonstration of book) ...............$7.50

CAROL KAYE
who has recorded with Ray 
Charles, The Supremes, Stevie 
Wonder, The Beach Boys, 
Lou Rawls, Nancy Wilson,

Bill Cosby, Mel Torme, has written the fol-
lowing contemporary bass books:
□ HOW TO PLAY THE ELECTRIC BASS—The finest 

book of its kind containing all styles and infor
mation pertinent to playing electric bass . .$3.50 

□ 2 Practice L.P.'s for above book................ $4.50 
□ ELECTRIC BASS LINES No. 1—Contemporary 

bass lines for SOUL, BOOGALOO, LATIN-ROCK, 
DOUBLE-STOPS ............................................$2.00

□ 2 Practice L.P.’s for above book................ $4.50
□ ELECTRIC BASS LINES No. 2—Recorded Bass 

charts, technique exercises, sightreading methods, 
bass duets .....................................................$2.50

□ PERSONALLY YOURS—The complete guide for the 
String Bass player who plays Elec. Bass. Contains, 
fingering, ideas for creating soul and rock bass 
lines. Problems solved for all situations with many 
pictures. What it's like in the studios ... .$2.50

□ THE CAROL KAYE COURSE—One detailed book 
containing 15 easy lessons to help you sound pro
fessional on electric bass plus above 4 books, 
3 practice cassettes (including 1 play-along 
rhythm cassette).........................................$29.50
(Credit allowed on books previously purchased.)

□ NEW! ELECTRIC BASS LINES NO. 3—Scales, 
Theory with fingerings, walking Patterns, Etudes 
in all keys. Great legitimate book....... $3.75

GWYN PUBLISHING CO.
P.O. Box 5900, Sherman Oaks, Calif. 91413 

Calif, add 5% sales tax.
Foreign (and Canada) add $1.25 

Foreign Air add $2.75 Books; $5.50 Records 
Sorry, No C.O.D.'s 

kins or Don Friedman, piano; Vic 
Sproles, bass; Mousey Alexander, drums) 
and weekend guest star Jimmy Rushing 
. . • Sergio Mendes and Brasil ’66 did 
Carnegie Hall . . . Barbara Simmons, 
poet-singer who appeared on Jackie Mc
Lean’s ’Bout Soul LP, opened her own 
advertising agency, Eden, with a well- 
attended party featuring entertainment by 
Joe Lee Wilson and Danny Mixon. Guests 
included Leon Thomas and the Staple 
Singers’ Jerry Butler . . . Captain Beef
heart was at Ungano’s ... Al Cohn, Max 
Kaminsky, Ed Hubble and Tony Parenti 
were among recent guests with Balaban 
and Cats, Sundays at Your Father’s 
Mustache. Pianist Chuck Foldes, who 
works solo at the Gas House on 1st Ave., 
has taken over Dick Wellstood’s chair 
with the band.

Los Angeles: The Hollywood Palladi
um was jammed for a special tribute to 
Muhammed Ali. H. B. Barnum’s band 
provided the music and the parade of 
guests included O. C. Smith, Gloria 
Lynne, Billy Preston, Abbey Lincoln, 
Kim Weston and The Jackson 5 . . . 
Jimmy Smith made his debut at Donte’s 
after a long period of negotiations. It’s 
not easy pinning Jimmy for a commit
ment considering his schedule . . . The 
rest of Donte’s February schedule was 
filled out with “returning veterans:” Phil 
Upchurch, Craig Hundley, Frank Sev
erino, Ollie Mitchell, Herb Ellis, Allen 
Beutler, Bobby Hutcherson-Harold Land, 
Willie Bobo, Bola Sete, Richard Boone 
and Dolo Coker, and the bands of Louie 
Bellson, Dick Grove and Dee Barton 
. . . Trumpeter Blue Mitchell fronted a 
quintet with tenor man Jimmy Forrest 
sharing the front line; and a rhythm sec
tion of Waller Bishop, Jr., piano; Larry 
Gales, bass; and Doug Sides, drums . . . 
Gabor Szabo jammed Donte’s with his 
quintet: Lynn Blessing, vibes; Bob Har
ris, piano; Wolfgang Melz, electric bass; 
John Dentz, drums . . . Interesting item 
for the my-how-the-time-flies department: 
in the trumpet section of Louis Bellson’s 
band, sitting next to the ageless Sweets 
Edison, was Neal Hefti’s teen-age son, 
Paul . . . John Klemmer ended his Mon
day night series at Shelly’s Manne-Hole; 
Gabor Szabo followed. Freddie Hubbard 
followed Willie Bobo in the “extended 
gig” category at Shelly’s . . . Bobby Troup 
seems headed for a characteristically ex
tended gig at the Left Bank in North 
Hollywood. His trio plays there Tuesday 
through Saturday, with Jimmy Rowles on 
Sunday and Monday. With Troup are 
John Collins, guitar, and Don Bagley, 
bass . . . Another long stay is in the 
making at the Bill of Fare, where Bobby 
Bryant heads a quintet with Charles 
Owens and Curtis Amy on tenor saxes; 
Henry Cain, organ, and Carl Lott, drums. 
Also working with the combo; Yvonne 
Rae, one of the many vocalists trained by 
Bobby Bryant. She is also under contract 
to Bryant and his management company, 
Taureans Ltd. . . . Contraband—the name 
of Pete Robinson’s new quartet, played 
a one-nighter at the Ice House in Pasa
dena. It was another presentation by Ray
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28,000 GUITAR CHORDS

A NEW TEXT BOOK OF HARMONY AND 
GUITAR CHORD POSITIONS.

Every kind of chord there is with its 
correct name and symbol.

Every kind of chord there is listed in 
the proper order.

The correct spelling, the correct formula 
and the analysis of evey kind of chord.

Every possible substitute chord for each 
original chord in the correct order and 
coded for quick reference.

A quick and easy way to find each 
chord position and place it anywhere on 
the fingerboard.

This book, which follows
“APP'S STRING POSITION GUITAR METHOD” 

is the most complete book of its kind 
ever published.

If you are not a guitarist, the knowl
edge of harmony alone is worth the cost.

APP'S STRING POSITION GUITAR 
CHORD ENCYCLOPEDIA—

for playing every chord there is.
Price $9.95

Please mail your check or money order to

APP’S ENTERPRISES
P.O. BOX 331 BURLINGTON, IOWA 52601 

(We pay the postage)

13th Year for the Original

SUMMER 
JAZZ 

CLINICS
(National Stage Band Camps, a non-profit corpora
tion, also sponsors The Famous Arrangers Clinic)

Spend one week this summer learning: 
Improvisation, Arranging, Techniques of Jazz 
and Jazz-Rock, and (new this year) Electronic 
Modulators & Synthesizers. Staffed by top 
professionals plus outstanding Guest Clini
cians, such as Clark Terry: "Had a great 
time. Most enjoyable.”

May 30-June 5 Univ, of Oklahoma (Norman) 

Aug. 8-14 Univ, of Conn. (Storrs)

Aug. 15-21 III. State Univ. (Normal)

Aug. 22-28 Portland State U. (Oregon) 

(June 20 to July 3 . . . 3rd Annual FAMOUS 
ARRANGERS CLINIC at Univ, of Nevada, 
(Las Vegas)

Special educator courses at each location. 
Write now for brochure and applications.

Summer Jazz Clinics 6

P.O. Box 221, South Bend, Ind. 46624

Name--------------------------------------------------- Age--------------

Street------------------------------------------------------------------------

City State---------------Zip--------------

Instrument______________________________________

□ Send me free details on the SUMMER JAZZ 
CLINICS & the FAMOUS ARRANGERS CLINIC

____________________________________________________ I
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Bowman, who champions avant garde 
groups in the Los Angeles area. Personnel 
of Contraband: Robinson, electric piano, 
organ; melodica and ring modulator; Dave 
Pritchard, guitar; Ray Neapolitan, bass; 
Brian Moffatt, drums . . . Marty Harris’ 
trio keeps getting extra kicks in its job 
as house trio at Hogie’s, in Beverly Hills. 
Not only from backing some of the sing
ers who work there, like Spanky Wilson 
(who had to quit after two weeks instead 
of four due to illness); but also from an
other happy thing: the sitting in. The latest 
list includes: Erroll Garner, Buddy 
Greco, Gloria Lynne and Blue Mitch
ell. Others in Harris’ trio are John 
Heard, bass; John Baker, drums. The 
trio, plus Georgie Auld, tenor sax, and 
Lon Norman, trombone, played for a 
talk show TV pilot . . . Tommy Vig 
fronted a quintet for a special matinee 
concert at South Park Recreation Center, 
using Buddy Collette, Phil Upchurch, 
John Duke and Roy Burns . . . Ted
dy Wilson and Cannonball Adderley 
“shared” the Hong Kong Bar—but not 
simultaneously. Wilson opened Feb. 15 
for one week, then Cannonball played 
the next week. Wilson returned March 1 
to play two more weeks, then Cannonball 
was scheduled to begin a month-long en
gagement March 15. This ruled out the 
original booking for March 15: Gene 
Krupa—without any explanation . . . 
Kid Ory was given a special tribute on 
his 84th birthday at the adopted home 
he refuses to leave: Hawaii. Prevented 
by doctor’s orders from playing, he sang 
his own Muskrat Ramble at the concert.

Chicago: Richards Abrams and mem
bers of the Association for the Advance
ment of Creative Musicians were fea
tured in the finale of a four-concert his- 
tory-of-jazz series sponsored by the Jazz 
Institute of Chicago. In addition to the 
leader-pianist, listeners heard Edwin Doh
erty, alto sax; Vandy Harris, tenor sax; 
Wallace McMillan, baritone sax; Lester 
Lashley, bass, and Thurman Barker, 
drums. Each of the four concerts was 
attended by capacity crowds . . . Gene 
Ammons and Sonny Stitt battled it 
out on a recent Sunday at the North 
Park Hotel. Their rhythm section consisted 
of pianist John Young, bassist Rufus 
Reid, and drummer Wilbur Campbell. 
An overflow crowd attended the evening 
session . . . Marian McPartland’s Trio 
(Rufus Reid, bass; Marshall Thompson, 
drums) was followed at the London House 
by Oscar Peterson, whose three-weeker 
will be followed by Roy Eldridge (also 
three weeks). The Vernell Fournier Trio 
is the new off-night band at the popular 
steak spa . . . The 11th Annual Folk Fes
tival of the Folklore Society of the Uni
versity of Chicago, a weekend event held 
recently at Mandel Hall, featured the 
Lightnin’ Slim Blues Baud and Robert 
Pete Williams, among others . . . 67- 
year-old trombonist Preston Jackson, who 
came to Chicago from New Orleans in 
1917 and played with Louis Armstrong, 
Jimmy Noone and others, was feted by 
Don Gibson and the Ragtimers at the

E. & O. MARI, INC. Long Island City, N.Y. 11105

& Guitar strings
fF Fast and Furious Action
| Rock ’N Roll
£ Strings
s. The ultimate in individual expression
•: in two gauges

No. 780, 780-S 
$330 set

COMPETITION ASTOUNDED! !

—ATTENTION DRUMMERS— 
Students-Teachers-Professionals 

WHAT IS "PARA-ROCK"? 
one of the many features in 

Al Humphreys' 

"ADVANCED ROCK" 
$2.00

Send check or money order to 

AL HUMPHREYS
4108 1 3th Avenue, Brooklyn, NY 11219

NEW $12.50_ Patterns for Jazz by Jerry Coker, J. Casale, 
G. Campbell. J. Greene. A 173 pg. bk. to be played rather than 
read. Teaches improvisation thru the use of chords and scale 
patterns (approx. 400) I $7.95_ LP & Bk. New Revised A New 
Approach to Jazz Improvisation—Jamey Aebersold I The 
Jamey Aebersold Jazz Improvisation Series Arr. for 3 horns 
(alto, trpt., tromb/tenor) and rhythm I $3.00_Horizontal — 
Easy Blues in modal vein I $3.00_Bossa Nova DeJazz—
Med. bossa nova / $3.00_Sunrise—Easy Jazz Rock I $3.00_  
Blue Note—Med. Jazz tune.
Send check/m.o. to: Studio P/R, Inc. 

224 S. Lebanon St. 
Lebanon, Ind. 46052

CHINESE BELL TREES
only U.S. source 

$98.50 

CARROLL SOUND, INC. 
P.O. Box 88, Dept. DB 

Palisades Park, N.J. 07570 
Write for free catalog.

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

CHANGE OF ADDRESS
Please let us know six weeks before 

you move.
send to Subscribers Service 

down beat
222 W Adams Street 

Chicago, III. 60606



Village Tavern in nearby Long Grove . . . 
Frank’s Drum Shop, in cooperation with 
the Deagan Co., will present An Evening 
of ELECTRAVIBErations featuring vibist 
Stu Katz, pianist, Willie Pickens, bassist 
Rufus Reid, and drummer Arlington 
Davis. The free March 15 concert will 
start at 7 p.m. at Frank’s Drum Shop, 
226 S. Wabash Ave. . . . Pianist Art 
Hodes’ group played a free concert re
cently at the Pickle Barrel in the Park 
Forest Shopping Center. Personnel: Ros- 
telle Reeese, trumpet; Ron Goldman, 
bass, and Hillard Brown, drums ... A 
new local jazz-rock group, McLuhan, 
debuted recently at the Wise Fools. The 
band includes Dave Wright, trumpet, gui
tar, composer; Paul Cohn, reeds; Marvin 
Krout, organ; Mark Rabin, lead guitar; 
Neil Rasner, electric bass, and John 
Mahoney, drums . . . Chase returned 
from a month-long stint at the Pussycat 
A-Go-Go in Las Vegas to play several area 
college concerts and a two-nighter at the 
Ramada Inn in suburban Schiller Park 
(which marked the beginning of a Sunday- 
Monday jazz-rock policy at the O’Hare
area inn). The Ides of March were fea
tured the following week . . . Kenny 
Soderblom’s Big Band appears every third 
Monday at the Wise Fools. Personnel at a 
recent session included John Howell, 
Warren Kime, Art Hoyle, trumpets; Bill 
Porter, Tom McNamara, Ralph Craig, 
trombones; Soderblom, Johnny Board, 
Joe Daley, Ronnie Kolber, reeds; Dan 
Shapera, bass, and Wilbur Campbell, 
drums. A former Soderblom bandsman, 
and a past regular at the Wise Fools, 
trumpeter Oscar Brashear, has moved to 
Los Angeles where he joins his former 
Count Basie compatriots Al Aarons, 
Grover Mitchell, and Marshall Royal in 
the house band at the Now Grove . . . 
Buddy DeFranco brought his Glenn Mil
ler Orchestra to Ruggles for a recent one- 
nighter. The band’s pianist was Bob Do
gan, a former Chicagoan who worked 
with Maynard Ferguson’s band in the late 
1950s until Uncle Sam beckoned. His re
placement was a then recenty-arrived Jo
sef Zawinul.

MUSIC SHOP classified ads are accepted for all 
items and services bought and sold in the wide, 
international down beat market. Rates (minimum 
ten words per insertion): one insertion, 700 per 
word. Special multiple insertion schedules! three 
times, 650 per word; seven times, 620 per word; 
13 times. 600 tier word: 26 times. 540. per word, 
down beat, 222 W. Adams, Chicago, III. 60606.

ARRANGEMENTS
(24) Bb BLUES JAZZ CHORUSES written for all instru
ments. Exciting ideas. ($2.50) Lenhart, 57 Otsego, 
Verona, NJ. 07044.

BOOKS
DRUMMERS! At last! A Drum Study Course in Rock 
beats. Study booklet plus 33-1/3 long-play recording. 
Twenty modern Rock beats plus 31 supporting exer
cises. Beats range from "easy” to "challenging”. 
Ask for Boat SheotTM Drum Study Course Rock #1. 
$13.95 post paid. TIP Publishing Co., 2689 Limekiln 
Pike, Dept. DB, North Hills, Pa. 19038.

DO-IT-YOURSELF
PSYCHEDELIC LIGHTING MANUAL! Make strobes, kalei
doscopes, color organs, etc. Send $2.95. Lightrays, 1315- 
R Weaver, Philadelphia, Pa. 19150.

IMPROVISATION METHODS
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—$7.95 
Send to JAMEY AEBERSOLD Canada add $1.20 
1211 Aebersold Dr. New Albany, Indiana 47150

□ David Baker: Jazz Improvisation ... .$12.50
□ Baken Arranging & Composing for Small

Ensemble ... $12.50

B Baker: The II V, Progression......................$ 5.75
Baker: Developing Jazz Improvisation .. .$ 7.50

(Based on Lydian Chromatic Concept)
□ Geo. Russell: Lydian Chromatic Concept .$18.50
□ John LaPorta: Guide to Improvisation (text/

3-7" LPs) Indicate C-tr; C-ba; EB; Bb ea. $ 7.50 
□ LaPorta: Developing Sight Reading Skills

Indicate C; Eb; Bb .............................. ea. $ 3.00
□ Jerry Coker: Improvising Jazz..................... $ 1.95
□ Hank Mancini: Sounds & Scores

(+ 3 LPs) .................................................... $12.50
□ Oliver Nelson: Patterns For Sax.................$ 7.00 
□ Dan Riclgilano: Popular Jazz Harmony........$ 6.95
□ Russ Garcia: Pro Arranger-Composer $ 6.00
BChas. Colin: Encyclopedia of Scales .. .$12.50 

Gordon Delamont: Modern Harmonic
Techniques Volumes I, II ............each $12.50 

□ Delamont: Modern Arranging Technique $12.50 
Catalog Free With Order Free Postage Anywhere

TODAY’S MUSIC
Box 169-D • Libertyville, Illinois 60048

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

LYRICS REVISED to correct professional pattern. $4.00. 
Details other services. 10c coin. Copywrite, 1865D-77th 
St., Brooklyn, NY 11214.

FIRST ELECTRONIC MUSIC COMPUTER AND SYNTHE
SIZER. The Muse by Triadex is a computer and synthe
sizer. Compose and play music instantly. It’s like 
nothing else in the world. $300. Free Brochure. Profes
sional Musicians Service, 295 Huntington Ave., Boston, 
Mass. 02115.

U.S.A. Coin Guide
Show the value of over 1400 United 
States coins. Only $1.00.

BELLS COIN SHOP
BOX 276

TOLLESON, ARIZONA 85353

MUSICAL INSTRUMENTS
30% DISCOUNT Name Brand Musical Instruments. 
Free Catalog. Freeport Music, 127 T Sunrise Highway, 
Freeport, New York 11570.

WHOLESALE PROFESSIONAL Guitars, Amplifiers, PA 
Systems, Free Catalog. Carvin, Escondido, Calif. 92022.

RECORDS & TAPES
THOUSANDS OF JAZZ LPS at fantastically low prices. 
Modern, Progressive, and Blues Send ’’5c for Cata 
log. Foreign: send $1.00 (airmail). SAVE-ON-JAZZ, Box 
42664, Dept. C Evergreen Park, III 60642

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

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

JAZZ RECORDS—Free Lists. JAZZ HOUSE, Box 455, 
Adelaide P.O. Toronto. Canada.

FAST RELIABLE JAZZ record service—many rare items— 
foreign orders welcome—send for FREE LP sales list. 
JAYBEE JAZZ, Box 24504, 641 N. New Ballas, Creve 
Coeur, Mo. 63141 (formerly Harry Frost).

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

WANTED: Album entitled "Cannonball Adderley-Nancy 
Wilson" (Capitol 1657) Write: Bobby Bradley, 415 
Hamilton Avenue, Colonial Heights, Virginia 23834.

THEORY & ARRANGING METHODS
JAZZ METHODS—send 25c for catalog & sample. A 
SANDOLE, 243 Rambling Way, Springfield, Pa. 19064.

WHERE TO STUDY

Japan: Pioneer, the Japanese stereo 
equipment manufacturer, and Lufthansa 
Airlines brought the German All Stars 
to Japan for a joint recital with Japanese 
musicians at Sankei Hall Feb. 27. The 
midnight-to-dawn bash was co-produced 
and co-emceed by jazz writers Shoichi 
Yui and Joachim Berendt. Japanese jazz
men taking part included the Sadao Wa
tanabe Quartet (Watanabe, reeds; Yo
shiaki Masao, guitar; Yoshio Suzuki, 
bass; Hiroshi Murakami, drums), tenor
ist Takeru Muraoka, pianists Masahiko 
Sato and Hideo Ichikawa, bassist Keiki 
Midorikawa, and drummer George Oht- 
suka . . . Count Basie’s Orchestra toured 
Japan until the end of January . . . Jap
anese jazz writers in Swing Journal mag
azine picked Miles Davis’ Bitches Brew 
as the top foreign jazz record released in 
Nippon. Best non-Japanese vocal LP was 
Mel Torme’s Swings Shubert Alley LP, 
released by Verve-Nippon Gramaphon. 
Best Japanese Jazz record pick was Plan-

JAZZ PLAYERS—ALL INSTRUMENTS 
EMILE DeCOSMO HAS CREATED THESE BOOKS 

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

POLYTONAL RHYTHM SERIES.
THE CYCLE OF FIFTHS .............................. 
THE IF V7 PROGRESSION.........................  
THE BLUES SCALE .....................................  
THE LYDIAN MODE ..................................... 
THE TRITONE CYCLE................................... 
THE DORIAN MODE..................................... 
THE MIXOLYDIAN MODE ...........................  
THE BYZANTINE SCALE..............................
THE IONIAN MODE ................................. 
THE DIMINISHED SCALE .....................  
THE AEOLIAN MODE ................................
THE POLYTONAL GUITAR 

Send check or money order to: 
EDC PUBLISHING Dept. DB-34

..$1.50 

. .$2.50 
. .$2.00 
. .$2.00 
. .$2.00 
. .$2.00 
.$2.00 
.$2.00
$2.00 
$2.00

.$2.00
$1.50

1611 Kennedy Blvd. North Bergen, N.J. 07047 
Foreign Order* ADD $1.00 PER Book FOR Air Mall

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

LIGHTING
LARGEST PSYCHEDELIC LIGHTING catalog $1 (credited): 
RockTronics, 22-DB Wendell St., Cambridge, Mass. 
02138.

WILL ACCEPT BEGINNING IMPROVISERS FOR COR
RESPONDENCE STUDY. LEE KONITZ, 467 CENTRAL 
PARK WEST, NYC 10025

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 greater mental clarification of your 
“ideas"? I have the feeling that what most people 
think of as "technique" can more precisely be de
scribed as manual dexterity. On the other hand, I 
often get the impression that so-called ’idea*" 
relate more to vague impulses and the with to 
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 It Is like saying, "I 
know how to spell a word, but I cannot write it 
down.” I tend to believe that in most cases the 
drummer who thinks he needs more "technique" 
to express his "ideos" 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 S8th Street (at 7th Ave.) Dept. 259 
New York, N.Y 10019 Phone: 246-5661
Foreign inquires are invited.
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Two by David Baker... 
□ arranging & composing for 
the small ensemble: Jazz/r&b/ 
jazz-rock. Foreword by Quincy 
Jones, Chicago: 1970, 184 pp, 
110 music plates, 8V2 x 11, 
spiral bound, $12.50.

□ jazz improvisation, A Com
prehensive Method of Study for 
All Players.

Foreword by Gunther Schuller, 
Chicago: 1969, 184 pp. (104 
music plates) 8/2 x 11, spiral 
bound, $1 2.50.

Remit $12.50 for each copy of:

arranging & composing . . . 
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 

Phone orders: 212/581-1480

DAVE BAKER'S 
JAZZ ROCK SERIES

All arrangements score 
trumpet; trombone; alto, 
guitar; piano; electric and
□ Roly Poly
□ 125th Street
□ Son Mar
□ April B
□ Prelude

$4.1

d for nine instruments: 
tenor and baritone saxes; 
acoustic bass; and drums. 
□ One For J. S.
□ Terrible T
□ The Dude
□ Black Thursday
□ Le Chat Qui Peche
EACH

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

Also by Dave Baker . . .

BThe II V, Progression ......................... $5.75
Developing Jazz Improvisation .......... $7.50

Based on Lydian Chromatic Concept

Free Catalog—Free Postage 
NEW SOUNDS IN MODERN MUSIC 

315 W. 53rd St. New York, NY 10019

NEW SOUNDS IN MODERN MUSIC
□ Russell Garcia (The Professional Arranger) $6.00 
□ Angelo Dellaira (Chord Workshop) $7.50
□ (Arranger's Workshop) $5.00
□ (Creative Arranging) $12.50
□ Bugs Bower (Chords-Progressions) Treble or Bass 

$3.95
□ Colin/Bugs Bower (Rhythms Complete) for all 

instr. $3.50
□ Dr. Donald Reinhardt (Ency. of the Pivot Sys
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etary Poetry by Masahiko Sato and the 
New Herd big band . . . The Tigers, the 
biggest of the so-called “group sounds” 
(teeny-bop rock) of three years back, have 
finally disbanded after laying claim to 
record sales of 8,000,000 and personal
appearance audiences of some 3,000,000 
during their five-year existence. Only 300 
fans attended their farewell concert in a 
2,500-seat hall. At least two dozen other 
well-known groups of similar persuasion 
have broken up in the past six months 
. . . Blood, Sweat&Tears were in Tokyo 
for several concerts in late January . . . 
A huge benefit program, East Pakistan 
with Love, was held at Sankei Hall Jan. 
17. The event was co-sponsored by an 
organization called Shiro and Hal Sloane, 
the latter the frustrated promoter of a 
would-be gala rock festival on the slopes 
of Mt. Fuji last fall. The four-hour con
cert featured top Japanese jazz, rock and 
folk artists.

Germany: The German All Stars, who 
made a successful South American tour 
in 1968, began a three-month Asian tour 
in January. The group, led by trombonist 
Albert Mangelsdorff, also included Man
fred Schoof, Emil Mangelsdorff, Wolf
gang Dauner, Gerd Dudek, Michel Pilz, 
Rudi Fuesers, Ack van Royen, Heinz 
Sauer, Gunter Lenz, Ralf Hubner, and 
vocalist Will Johanns. The tour was or
ganized by the Goethe Institute and will 
involve approximately 40 concerts between 
Istanbul • and Djakarta. Other Institute 
programs will send the Dave Pike Set to 
South America (40 concerts, April-June) 
hnd the Barrelhouse Jazzband to Africa 
(September-October) . . . The Dave Pike 
Set was the first jazz group featured in 
the German-Swiss TV show, Hits A-Go- 
go . . . Chick Corea’s group, Circle, per
formed club and concert dates around 
Germany in January . . . Among other 
visiting artists performing concert dates 
in January and February: Ike&Tina Turn
er, Jethro Tull, John Mayall, Steve 
Lacy, and Jacques Loussier . . . Lionel 
Hampton and his All Stars, featuring 
Illinois Jacquet and Milt Bucker, will 
tour Germany in March and April. Con
certs are set for Berlin (March 7), Han
nover (March 30), Frankfurt (March 31), 
and Stuttgart, Inserlohn, Hamburg, and 
Dusseldorf on April 1-4 respectively . . . 
Brazilian guitarist Baden Powell experi
enced much success during his first Euro
pean tour, which ended late last year. 
The Junket, which included many sold-out 
concerts and TV shows (one with vocalist 
Astrid Gilberto), paves the way for an
other such tour next October through De
cember . . . The John Surman Trio 
concertized in many cities in January.

Denmark: Pianist Kenny Drew played 
two weeks in January at the Montmartre 
in Copenhagen with Niels Henning Or- 
stcd-Pedersen, bass, and Ole Streenberg, 
drums . . . Don Cherry’s Trio, enroute 
from Stockholm to Paris, stopped in Den
mark long enough to play at the Tag- 
skaegget in Aarhus and at the Stalden in 

Silkeborg . . . Tenorist Brew Moore 
worked a five-nighter at the Tagskaegget in 
early February . . . The newest Danish 
jazz-rock group, Trouble, has recently 
recorded. Personnel: Allan Botschinsky, 
trumpet; Ray Pitts, soprano and tenor 
saxes; Ole Koch Hansen, piano, organ; 
Ole Berndorff, guitar; Niels Henning 
Orsted-Pedersen, bass, and Bjarne Rost- 
vold, drums . . . The Danish Radio Big 
Band has started an informal exchange 
program with leading arrangers and com
posers from Czechoslovakia. The first 
guest in Copenhagen was Gustav Brom. 
The Radio Band has been without a per
manent leader for the past few years, but 
on April 1, saxophonist-composer Ray 
Pitts, who has been living in Denmark 
since 1962, takes the helm of the 22-piece 
aggregation . . . The Youth and Music 
Organization has arranged a four-week 
series of concerts in Danish schools with 
Dexter Gordon. The program, which will 
occupy most of February and March, will 
feature the tenorist along with pianist 
Thomas Clausen, bassist Mads Vinding, 
and drummer Ole Streenberg. Simultane
ously, the organization is continuing its 
annual series of school concerts in coop
eration with the Danish Jazz Academy. 
The first week of the program featured 
Ole “Fesser” Lindgreen’s Big City Jazz
band with featured soloist Steen Vig on 
soprano and tenor saxophone . . . Recent 
rock concerts have featured Eric Burdon 
and War, Iron Butterfly, and Jethro 
Tull . . . Charles Mingus’ group was re
cently seen on Danish TV’s Jazz-Rock 
Magazine show, which was filmed during 
last October’s Copenhagen Jazz Festival. 
Freddie Hubbard’s Quintet was also on 
the show recently . . . The Nordic Cul
tural Organization has donated funds for 
the formation of a 13-piece orchestra to 
be comprised of musicians from Sweden, 
Norway, Finland, and Denmark. The Dan
ish musicians involved will be trumpeters 
Allan Botschinsky and Palle Mikkelborg, 
and saxophonists Jesper Thilo and Ray 
Pitts.

CHORUS
(Continued from page 4)

Jazz Festival “to provide the most edu
cationally-oriented experience for student 
jazz bands . . . and as a positive alterna
tive to rigid competition with all its at
tendant pressures on both student and 
directors.” Each of the four bands had a 
chance to musically stretch out. Each 
played forty minutes of high-level jazz by 
such writers as Oliver Nelson, Gary Mc
Farland, Don Ellis, Clark Terry and Lalo 
Schifrin as well as several outstanding 
original student arrangements. The remain
der of the hour was clinic time with Howie 
Smith (reeds and ensemble playing), Ken 
Ferrantino (brass), and Chuck Braugham 
(rhythm)—all members of the University 
of Illinois Jazz Band.

We will have more to say about these 
and other events in issues to come. The 
fact that down beat and this writer were 
involved in each of the above cases only 
defines the purpose of a catalytic agent 
and an “involved” magazine. The truly 
important things are the aspirations of the 
musicians. Because of them, anything is 
possible. m
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We could write a lot of words to tell you 
how great Buddy Rich is and why he prefers 
Slingerland, but when you’ve heard him 
and tried these drums yourself —

Who needs words?
,_______ SEND FOR FREE PHOTO OF BUDDY RICH! , 

I SLINGERLAND DRUM CO. a «m company________________________ i

[ 6633 N. Milwaukee Ave.. Niles, Illinois 60648 j
I Please send free photo of Buddy Rich. I enclose 25« for post- I
! age and handling. Also send your new full color catalog. ,

I Name I

I Address  I

t City State Z i p-------------  I



urns

to an enthusiastic 
future pro asking

Cymbals...Roy tells 
him like it is...

... with a demonstration 
on how cymbals 
are played to 
complement soloists in 
the big band.

on the whys 
and wherefores of 
cymbal technique 

in contemporary 
popular music.

...on the evolution 
of cymbals as related 

to instrumentation 
in today’s broadcast 

and recording orchestras.

...at "The Percussion 
Clinic" for school 
band directors.
Recital Hall, Eastman 
School of Music.

... to young drummers 
at an informal, 

"in-store" clinic with 
Lipham Music, Gainesville, 

Florida as hosts.
...with ideas and 
suggestions to a 
summer workshop group 
at the Southeastern 
Percussion Symposium.

...to young drummers 
with a close-up 
view of modern cymbal 
technique by a top 
ranked professional.

Write for your free copy of the new ‘‘Avedis Zildjian Cymbal Set-Ups of Famous Drummers' 

AVEDIS ZILDJIAN COMPANY, 39 Fayette St., North Quincy, Mass. 02171ZILDJIAN CO.
GENUINE ¿7

...and with Roy it is
Avedis ZILDJIAN all the way
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