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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 outstanding student musicians and arrangers.

The 1971 Regional College Jazz Festivals: For ticket information to all festivals use coupon
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D March 13... Southwest College Jazz Festival 
University d^exas (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.
J Mid-West/Chicago, III.

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

J New England/Hamden, Conn.

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

"1 American College Jazz Festival
1 May 14-16, Urbana, Illinois

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

MailingAddre ss-------------------------------------------------------------------

C i ty________________________ State________ Z i p------------------
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Ben Webster (and most 
professional jazz and 

jazz-rock players) uses 
the Otto Link mouthpiece!

Otto Link Mouthpieces 
feature outstanding 

design and quality 
components: "Super" 

Tone Master Bell 
Metal used on all 

Otto Link Saxophone 
Mouthpieces; Tone 
Edge Hard Rubber 

used on all Otto Link 
Mouthpieces for 

Saxophones & Clarinets
See your dealer or write for Free Brochure

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

Pompano Beach, Florida 33060

AVEDIS ZILDJIAN 

hebbest 
HÎHÂI5

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, 8V2 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

the first chorus
By CHARLES SUBER
because of the difficulty of adequately 
answering individual mail and phone que
ries, I will attempt in this column to pro
vide answers to the questions most fre
quently asked of us.

Often, the answers you want may be 
found in a down beat-related publication 
or other “reader service” item. Here is a 
list of same. Check what you need and 
order from down beat, 222 W. Adams 
St., Chicago, Ill. 60606.

□ Jazz festivals. A calendar of high 
school and college events was published in 
the Jan. 7, 1971 db (copies of this issue, 
plus a chronological supplement, are avail
able at 500 each). For ticket information 
on the American College Jazz Festival and 
seven regional CJFs, see page 3 of this 
issue. Information on commercial festivals 
—Newport, Monterey, et al—is published 
in db as soon as available.

□ How to Organize a School Jazz Fes
tival, 6th Revision, 1969 (free booklet).

□ Product information on musical in
struments and sound equipment. Give us 
as much detail as you know and enclose 
a self-addressed envelope. We will send 
you what we have or we will forward 
your request to a suitable manufacturer 
for reply.

□ List of schools, camps, clinics, etc., 
featuring jazz study. Our 1971 Summer 
School Guide will appear in the April 29 
issue (500). The issue will also give de
tails on the dozen or so colleges that offer 
(or will by September) the equivalent of 
jazz majors. We have not found a prac
tical solution for listing or evaluating the 
450 or more colleges presently offering at 
lease one jazz-oriented course.

□ How do you get your song pub
lished? I don’t know. There is no easy 
answer. But please do not send music or 
lyrics to us! Before you try to market 
your song anywhere I suggest you read 
Legal Protection for the Creative Musician 
by Lee Berk (Berklee). If you wish your 
music to be considered for down beat/ 
MUSIC WORKSHOP PUBLICATIONS 
(see page 5) tell us about it first. Then 
upon our reply, be prepared to send us a 
complete concert score of your composi
tion, the copyright of which must be held 
by you.

□ List of published music, method 
books, etc. See the adjacent column for 
details on the new 1971 down beat/MU- 
SIC DIRECTORY which carries over 3,- 
750 listings of jazz/blues/jazz-rock music 
materials plus addresses of publishers rec
ord companies.

□ Where can I buy such-and-such re
cording? MUSIC ’71 carries a special 16 
pp. insert of a new down beat/RECORD 
CLUB Catalog which lists 3,500 (virtually 
all) in-print jazz/blues/jazz-rock record
ings (LPs and tape). (Members of the 
db/RC receive free catalogs with each 
order. See pages 34-37.) I’m sorry, but 
we can’t help you find rare recordings or 
dispose of your record collection. How
ever, readers report good results from the 
classified ad columns of our Music Shop 
section.

And for all you students out there 
who are (not) working on term papers, 
please don’t write us for “something about 
jazz” or “the relationship between rock and 
roll”. Back issues of down beat are avail
able on microfilm and microfiche. Check 
with your librarian.

Anything else?

Now Available!
down

B ■ VOLUME IIbeat
MUSICS 
DIRECTORS

The 1971 edition of the down beat/ 
MUSIC DIRECTORY has over 3,750 
listings of in-print, published jazz 
oriented music materials (about 700 
more listings than 1969 edition) col
lated from hundreds of music publishers 
and educational record companies. 
There is no similar "catalog" or "buy
ing guide" available anywhere.
CONTENTS PAGES
I. Performance Materials ..........................9-72

A. Band & Orchestra (jazz/dance/con- 
cert/marching/string/recordings)

B. Small Ensemble (combo/brass/wood- 
wind/guitar/percussion/string/record- 
ings)

C. Solos & Duets (brass/woodwind/ 
piano/guitar/organ/st ri ng/record
ings)

II. Methods & Training Materials ....73-82
A. Ensemble (band/combo)
B. Individual Instruments & Vocal 

(brass/woodwind/keyboard/percus- 
sion/string/guitar/recordings) ...........

III. Music Theory & Composition..........83-84 
A. Theory, Harmony, Arranging
B. Improvisational Techniques

IV. Vocal & Choral .........................................85-86
A. Solo and Eensemble Arrangements 
B. Recordings

V. Mise. Educational Recordings .............87-88

VI. Reference & Historical Materials ....89

VII. Author & Arranger Index............... 90-94

VIII. Directory.................................................... 94-96
Addresses of publishing and record com
panies with titles listed in the 1971 
down beat/MUSIC DIRECTORY.

Listings are arranged alphabetically by title 
and cross-referenced by author/arranger. Each 
listing contains: Title/Performance Level/ 
Author-Arranger/1 nstrumentation/Sco re 
Availability/Publisher/Retail Price.

□ Save money, time and trouble. Get the 
only source book on jazz/blues/jazz-rock 
materials.

□ The db/MD is quality printed on heavy, 
white paper; convenient paperback size 
(5’/2"x8>/2"1; large, legible type; lies open 
easily; 100 pp.

□ Price per copy: $5.00 ($3.33 for down beat 
subscribers)

□ To order: Use db/MWP Order Form (or 
facsimile on following page). 
No postage charge if remit
tance accompanies order. No 
additional charge for foreign mbm: 
delivery. (Music Dealers: send 
for the "db/Wholesale Discount 
Schedule” for all down beat 
publications and periodicals.)

down beat/MUSIC DIRECTORY, Vol. II, 
Chicago, 1971. Library of Congress Cata
log number 74-87883. Approx. 3,750 list
ings of in-print, published jazz/blues/ 
jazz-rock music materials: Author/ 
Arranger Index; Publisher/Record Co. 
Directory. Paper-back 5%" x 8’A". 100 
PP- MD 2 . . . $5.00/$3.33

4 □ DOWN BEAT



- ■■ music 
f 11^---workshop_ t 
W publications 4

More than 100 new 
Arrangements**

□ Band and Combo Scores/Parts
□ Best of Established and New 

Writers
□ y3 Off for db Subscribers
** Send for free db/MWP Catalog for 

details on all the new down beat 
Arrangements. Use coupon below.

------New Prices effective March 1, 1971------

BIG BAND ARRANGEMENTS
SHE ROARS (A) by Ladd McIntosh. 21: 5 
sax (as I dbl. cl; fl & picc; as II dbl. cl & 
fl; ts I dbl. cl & fl; ts II dbl. cl & fl; bs dbl. 
b-cl & a-fi); 5 tp; 4 tb (inc. 1 b-tb; tb I & 
II need straight mutes); tu (cues in bs & 
b-tb): P (org opt.), b,g,d,perc I (vb—only 
one set needed), perc II (vb). A happy and 
swinging chart written for composer’s 
daughter, Erika. Solos: p,tb I & b. Lead tp 
to high F. Ending is “notey” but chart has 
been used successfully at high school jazz 
clinics. Good for any technically proficient 
high school or college ensemble if doubles 
are available. (PT 5%')

MW 107 .. . $24.50/$16.33

SOLO HORN (A) by Don Erjavic. 16: 5 
sax; 4 tp: 4 tb; p (g) ; b, d. Written for 
Doc Severinsen concert at Cerritos Col
lege. Range of solo tp to E (d concert). 
Slow ballad with very modern chord back
ground mm 80 in 4/4. Space for tp impro
visations; also contains 8 bars of sax soli 
and rhythm only. (PT 4%')

MW 145 . . . $10/$6.66

SOMEONE ELSE’S BLUES (A) by Ladd 
McIntosh. 19: 5 sax (as I dbl. fi & picc; as 
II dbl. fl; ts I dbl. fl; ts II dbl. cl; bs dbl. 
cl.) 5 tp; 4 tb (inc. 1 b-tb, 5th tb opt.). 
p,b,g.d,vb,perc. Written in admiration of 
Gerald Wilson, this swinging blues features 
lengthy solos: as I, tp & tb. Short solos: 
d & perc. Great opener relaxes band and 
reaches audience. (PT 5^')

MW 106 . . . $21/$14

WADDLIN’ BLUES (M) by Everett Long- 
streth. 17 (+ cond): 5 sax; 4 tp, 4 tb (IV 
opt.); p.b.g.d. Easy 2 beat, down home blues 
that builds to jazz solos by tp II & ts I 
(solos written out with chord changes). One 
ensemble chorus and then 3 choruses going 
out the opposite of the top. Basie ending. 
(PT 6') MW 166 . . . $14/$9.33

SMALL ENSEMBLE ARRANGEMENTS
JAZZ COMBOS & SOLOS

BALLADE (A) by David Baker. 3: as; clo; 
fh. Very exciting jazz piece in two sections. 
Extensive use of the Lydian Concept. All 
parts challenging. (PT 7')

MW 218 .. . $5.50/$3.66

CIVILIZATION AND ITS DISCONTENTS 
(A) by Pepper Adams 5: tp, fl, p, b, d. 
Should be played quite slowly to allow the 
dissonances to linger. In case another chor
us is desirable: in the 32nd bar of chorus, 
play two beats of C Major followed by one 
beat apiece of F-7 & Bb7 to lead painlessly 
back to E-7 (flat 5). Title from Philip 
Roth’s working title for Portnoy’s Com
plaint. (PT 4'). MW 205 . . . $4.50/$3.00

FLOW PAST (A) by Bob Morgan. 8: tp, 
tb,as,ts,bs,p,b,d. Alternating slow/fast tem
po, contemporary style. Solos: ts, tp (alone 
and together). Written for Sam Houston 
State Univ. Jazz Octet for 1970 Southwest 
and National CJF. (PT 5')

MW 203 . . . $7/$4.66

HOLDEN (A) by Bob Morgan. 8: tp.tb, as, 
ts, bs (fl dbl. by as or 4-s), p,b,d. Medium 
tempo; alternates between contrapuntal 
and standard homophonic styles. Solos: tp, 
tb. Written for North Texas State Univ. 
“Jazztet” (PT 3’) MW 202 . . . $5.50/$3.66

NATURALLY (A) by Bob Morgan. 8: tp, 
tb.as.ts.bs.p.b.d. Medium-fast bossa nova, 
with optional solo choruses for all instru
ments in “regular" 4/4: extended drum solo. 
(PT 5W) MW 201 . . . $6.50/$4.33

Package: NATURALLY arrangement plus 
LP "Naturally”. (Jana)

MW 201/LP . . . $11.48/$7.66

NOCTURNE, FOR FIVE BONES (M) by 
Don Verne Joseph. 9: 5 tb; p,b,d,g. Piano 
used in solo passages as well as bones. Top 
tb range to D flat. Trigger tb preferred for 
tb V but not compulsory. Beautiful ballad. 
(PT 2%") MW 211 . . . $5.50/$3.66

PATRICE (A) by Pepper Adams. 6: 2 ts, 
bs, p, b, d. Fairly fast tempo ultimately 
determined by facility of reeds to play 
cleanly the triplet and eighth note figure 
in bars 9-11 of the melody and, in altered 
form bars 25-28. (PT 6')

MW 204 . . . $4.50/$3.00

SONATA FOR PIANO AND BRASS 
QUINTET (A) by David Baker. 6: p; 2 tp; 
fh; tb; tu. An extended work that combines 
jazz techniques and modern classical writ
ing in three movements: Slow-Moderato/ 
(exciting) Theme & Variations/Moderato. 
All parts demanding, no improvisation. 
(PT 25') MW 217 . . . $28/$18.66 

db/MWP ORDER FORM Mail with your remittance to down beat/MWPuu/llivvr VAULR IVHIII rhlrnnn lllinnlc ACiAf222 West Adams Street, Chicago, Illinois 60606

Please rush me the following items:

SONATA I FOR PIANO (A) by David 
Baker. A thundering solo piano piece in 
three movements: Black Art/A Song/Col- 
trane. This work is thoroughly permeated 
by jazz and the blues, although no impro
visation takes place. The last movement is 
a tribute to Coltrane based loosely on an 
abstracted, transmogrified version of his 
“Blue Trane” solo. Last movement very 
difficult. (PT 15') MW 219 . . . $8.50/$5.66

JAZZ STRING ENSEMBLE
CALYPSO-NOVA #1 (M-T) by David Bak
er. 5: 2 vlo, via, clo, b. Easy swing piece 
for young string players or those desiring 
an introduction to jazz oriented materials. 
Program notes. (PT 4’)

MW 207 . . . $4.50/$3.00

MOD WALTZ (M-T) by David Baker. 5: 
2 vlo, via, clo, b. Moderate tempo waltz 
with jazz styling. For amplified or acoustic 
string ensemble. Program notes. (PT 4')

MW 209 . . . $4.50/$3.00

SLOW GROOVE (M-T) by David Baker. 
5: 2 vlo, via, clo, b. Interesting jazz oriented 
piece for string quintet with principal chal
lenge control at slow tempo with jazz feel
ing. Written especially for the young string 
player. (PT 4) MW 206 . . . $4.50/$3.00

THE SUNSHINE BOUGALOO (M-T) by 
David Baker. 5: 2 vlo, via, clo, b. Medium 
tempo soul music for the young or inex
perienced string player. Program notes. 
Written for either amplified or acoustic in
strument (PT 4) MW 208 . . . $4.50?$3.00

Jazz String Ensemble Package #1 (M- 
T) by David Baker. A compatible set 
of four jazz oriented string ensembles 
(5: 2 vlo, via, clo, b) premiered at In
diana Univ, string lab and N.S.O.A. 
summer (1970) meeting at Elon College. 
Each piece complete with score and 
parts plus program notes.

MW-2004 . . . $15.00/$10.00

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: 19G9, (3rd printing 1970. 184 pp. 104 
music plates), 8%xll, spiral bound.

MW 1 . . . $12.50/$8.33

THE DAVID BAKER BIG BAND SERIES
Title

Cat.
No. Price

ONE FOR J.S. (A) by David Baker. 18: 5 
sax: 5 tp: 4 tb; tu: p. el-b. d. 16 measure 
blues, heavy rock background behind each 
soloist, bluesy but extremely angular mel
ody. Hip ending (PT 7')

MW 118

SCREEMIN’ MEEMIES (A) by David Bak
er. 18: 5 sax; 5 tp; 4 tb; tu, p.b.d. Virtuoso 
band piece, fast as possible, much unison 
and ensemble work, dazzling chromaticism. 
(PT 5') MW 111 .. . $17.50/$11.66

tn

2 C Q-

a>
SOUL OF A SUMMER’S DAY (A) by David 
Baker. 18: 5 sax; (dbl cl, fl & b-cl); 5 tp; 4 
tb; tu; p,b,d. Strictly chance music; every
body solos using predetermined scales, 
rows, melodic fragments. Lush ensemble 
sections serve as interludes and back
grounds and signal the beginning and end
ing of sections. (PT 15')

MW 133 . . . $49/$32.66

(Use a separate sheet for additional items)

Total db subscriber or list price:
<u □ Send me free db/MWP catalog

THREE FOR MALCOLM (A) by David 
Baker. 18: 5 sax (as I dbl. ss) ; 5 tp: 4 tb; 
tu; p,el-b,d. Dedicated to Malcolm X, each 
chorus is in three sections: (I) Heavy rhy
thm & blues & la B.B. King; (II) Swing 
blues; (HI) Mixed meters 3/4. 2/4, 3/4, 4/4. 
Improvising choruses include free (avant- 
garde) section. Extremely dramatic work. 
(PT 15') MW 116 .. . $19.50/$13

Fill out if you are a new subscriber or changing address.

Name :

Address

City _ 
4-1-71

State Zip

Postage:

(Illinois residents 
add 5% sales tax):

db subscription: $9-1 yr; 
$14-2 yrs.; $19-3 yrs. Add 

$1.50 per yr. for foreign:

Total Remittance: 

(payable to down boot

.50

?------------------  
in U.S.A, funds)

. . . $10/$6.66

o
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SUMMER
is the time

BERKLEE
is the place

for
• improvisation
• modern harmony
• private instrumental coaching
• arranging
• stage band
• ¡azz workshop

.... and in-depth involvement 
with today's music

with
• Herb Pomeroy
• John LaPorta
• Phil Wilson
• Alan Dawson

. . . .and the entire
Berklee College of Music 
faculty

Special programs for 
beginning, intermediate and 

advanced students
•

12 week term 
beginning June 7, 1971 

7 week term 
beginning June 28, 1971

• 
for information and catalog, 

write to:

Berklee College of Music 
Dept. D 

1140 Boylston Street 
Boston, Mass. 02215

MUSIC EDUCATORS 
ROCK WORKSHOP
July 6 through 16

Seminars include:

• Rhythmic basis of Rock
• Guitar in the school music program
• Organizing & rehearsing the Rock ensem

ble
• Rock & the Stage band
• The harmonic basis of Rock
• A stylistic survey of "now music", etc. 

For information write now to:
Music Educators Rock Workshop 

Berklee College of Music
Dept. D, 1140 Boylston St., Boston, Mass. 02215

April 1, 1971 Vol. 38, No. 7

down oeor
On Newsstands Throughout the World

READERS IN 142 COUNTRIES

contents
4 The First Chorus, by Charles Suber
7 Chords and Discords

11 News
13 TV Soundings, by Leonard Feather
13 Strictly Ad Lib
14 The Legacy of Albert Ayler: John Litweiler assesses the work of the late 

saxophonist.
16 Horace Silver’s United States of Mind: The influential composer-pianist- 

leader espouses his unique new philosophy. By Joe H. Klee.
18 Wallace Davenport: Taking Uncle Tom Out of Dixieland: The versatile, vet

eran trumpeter finds a new challenge. By Paul R. Lentz.
20 James Taylor: Unspoiled by Success: Michael Cuscuna interviews the rising 

composer-guitarist.
21 Record Reviews
25 Old Wine-New Bottles, by Wayne Jones
26 Blindfold Test: Donald Byrd
27 Caught In The Act: Stan Getz • The History of Soul • Freddie Hubbard • 

Frank Wright/Noah Howard
31 Music Workshop: The Anatomy of ‘‘Ambiance’’, by Marian McPartland

Cover Photos: James Taylor, courtesy Peter Asher Management Inc. Design by 
Robert Robertson.

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, Fred Robinson 
Kansas City, Dave Maxon 
Las Vegas, Phyllis Kluger

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

Printed in U.S.A, Second-class 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 Office. 
Great Britain registered trademark No. 719,407. Pub
lished biweekly. We cannot be 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 the 
Pan American Union countries, add $1, for each 
year of subscription, to the prices listed above. If you 
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 PUBLICATION’S: 
down beat. MUSIC ’71: 
MUSIC DIRECTORY: NAMM DAILY 'MPA

PRESIDENT 

JACK MAHER 
PUBLISHER 

CHARLES SUBER 
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JANE WELCH 
GENERAL MANAGER 

L. A. POWELL 
PRODUCTION MANAGER 

GLORIA BALDWIN 
CIRCULATION MANAGER 
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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., 60606, (312) 316-7811. 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 60609

CABLE ADDRESS downbeat
Members. Audit Bureau of 
Circulations
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choras 
dischords
Big On Bands

May I say that I’m glad down beat has 
as its Managing Editor a so-called 
“big band freak.”

Being a big band fanatic myself, I 
always look forward to and enjoy 
reading Jim Szantor’s articles and record 
reviews, especially since his likes 
are so similar to my own.
His well-written evaluations of the Rich, 
Herman, Kenton and Jones-Lewis 
aggregations were particularly 
appreciated by this reader, although I 
feel Rich’s latest album deserves a 
five-star rating.

At any rate, please keep those 
Szantor reviews coming!

Frederick N. Snider 
Chambersburg, Pa.

As a reader of down beat since the 
mid-30s, I have never been one to lavish 
praise toward those who review 
records, but when something superb is 
printed in down beat, I just have to 
write and express my appreciation.

I refer to Jim Szantor’s review of 
Stan Kenton’s Live at Redlands album 
(db, Jan. 21). I think this was a 
brilliant and accurate review of the 
finest album I have heard in many years.

Thank you down beat, thank you 
Mr. Szantor, for I have never read a 
better description of an LP and I have 
certainly never heard a more 
exhilarating performance by a big band.

Ed Mulford 
Monroe, Conn.

Chase Rates!
Your article, Chase: Brass Roots Jazz

Rock (db, Feb. 4) was excellent.
They just played at Ripon (Wis.) College 

and were everything the article made 
them out to be. They are exciting and 
bold, and have truly established a 
sound of their own. Wherever they’re 
going, I’m glad they stopped here. 
Congratulations on capturing their 
spirit.

Steve Flood 
President, Union Board 

Ripon, Wis.
P.S. Loved your Ray Draper article too.

Words for Albert Ayler
Albert Ayler restored much of the 

primitive innocence of early jazz to 
modern music. He either made me laugh 
or shook me to the depths.
There was so much evidence of a warm 
personality in his tunes and in his sound, 
and of an honest and truly spiritual 
dedication in the things he said 
about his music. Like Jimi Hendrix, 
his spirit lives on.

Thomas Kramer 
Portland, Ore.

More From Musicians
I think the time has come for musicians 

to have a greater say in what happens 
to their music after it has been 
performed or recorded.

I feel that it is highly unfair that 
critics set themselves up in such “god-like” 
fashion to judge and in most cases tear 
apart music that they know little or 
nothing about. Very few of them seem 
to know anything about the motivation 
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behind or the technical side of the music.
Musicians should also be able to 

write and get paid for doing their own 
articles. In most cases it seems that they 
get interviewed, the interview 
gets printed with just the answers that 
have been put forward by the musicians, 
and the interviewer gets paid for the 
article. What is that?

How about using this idea as a 
new concept for your magazine. I’m 
sure the readers would love to hear from 
the musicians themselves and I know a 
lot of musicians, including myself, 
who would be very willing to write 
and contribute to down beat.

Jack De Johnette 
Lambertsville, N.J.

As he requested, I have answered 
drummer De Johnette personally at some 
length, stating that we would be 
delighted to have him and such other 
musicians as he might suggest among 
our contributors. For the record, 
many musicians have written for 
down beat through the years;
our current regulars include David Baker, 
Larry Ridley, and Marian McPartland. 
However, many more musicians 
have offered to write but failed to follow 
through. Most of our contributors 
have at least some practical and/or 
theoretical knowledge of music, and 
statistical analysis would show 
that we print far more favorable than 
unfavorable criticism. While it is true 

that some interviews look easy to put 
together as they appear in print, 
the labor involved in transcribing, 
editing and sequencing the raw material, 
while properly invisible to the 
reader’s eye, is considerable and takes 
both skill and know-how.
Besides, such interviews always present 
the musician’s viewpoint, not the 
writer’s, and thus constitute, 
in a manner of speaking, free and 
favorable publicity.
Actors, painters novelists and playwrights 
don’t get paid for interviews 
either, but they welcome them—
as well they might. —Ed.

Of Sleeping Dogs
Thanks very much to Stanley Dance 

for his excellent open letter to RCA

THE PERSONAL GUITAR

now exclusively from

A Goya guitar is many things to many 
people. To its maker it is an artistic 
expression of craftsmanship. To some 
it is an individual expression of emotion, 
to others it is the pleasing experience 
of listening.

A Goya guitar belongs to everyone who 
pleasures in the excellence of sound and 
artistic qualities of craftsmanship, but 
only those who own a Goya know all 

the things it really is, for the 
relationship between the 

two is a very personal thing.

KUSTOM ELECTRONICS, INC. • CHANUTE, KANSAS 66720

(db, Jan. 7). It seems incredible to me 
that RCA has not yet issued a
Vintage album of its
Fletcher Henderson sides from 1930 and 
1936, or all its Duke Ellington 
records from the late ’20s and 
early ’30s. These are among our 
finest jazz records... .

Mike Robbins 
Alexandria, La.

Even more incredibly, RCA’s Vintage 
series has been suspended.
The Henderson (and much of the 
Ellington) material to which reader 
Robbins refers is available on French, 
British and German RCA, but 
the local doggie has apparently been put 
permanently to sleep. —Ed.
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clown i n oeor LMJ IW7S
NEW WORKS HEARD IN 
JCOA FREE CONCERTS

The Jazz Composers Orchestra Assoc, 
began a series of 10 workshop concerts, 
held Monday evenings at the Public Thea
ter, 425 Lafayette St. in downtown Man
hattan, with a Feb. 22 program featuring 
new works by Alan Silva.

The concerts, which are free to the pub
lic, continued with programs devoted to 
Carla Bley, Gil Evans, and Joe Chambers.

On March 22, parts of a new work by 
Roswell Rudd commissioned by the JCOA 
will be premiered, followed by music by 
Bill Dixon (March 29), Lee Konitz and 
Karl Berger (April 5), Dave Burrell 
(April 12), Stan Cowell (April 19), and 
Sam Rivers (April 26),

Basic orchestra personnel for the series 
is Mike Lawrence, Lloyd Michaels, Enrico 
Rava, Charles Sullivan, trumpets; Rudd, 
Sam Burtis, John Gordon, Jack Jeffers, 
trombones; Bob Carlisle, Sharon Freeman, 
French horns; Howard Johnson, tuba; 
Becky Friend, Konitz, Pat Patrick, Fred 
Pettis, Perry Robinson, Carlos Ward, Chris 
Woods, reeds; Keith Jarrett, piano; Sam 
Brown, guitar; Calo Scott, cello; Berger, 
vibes; Herb Bushier, Charlie Haden, basses; 
Joe Chambers, Warren Smith, percussion. 
Other musicians and soloists may be added 
as required by the composers.

The series was made possible with the 
support of the New York State Council on 
the Arts.

KIRK SCORES, PERFORMS 
MUSIC FOR TV SERIES

Rahsaan Roland Kirk recently completed 
one of the most unusual assignments in his 
career, scoring and performing the music 
for the television series on the history of 
the modern civil rights struggle, Rush To
ward Freedom, narrated by Julian Bond 
and produced by Group W.

According to director and associate pro
ducer Thomas J. Knott, a jazz fan and 
longtime admirer of Kirk, and himself a 
musician, music is a key factor in the six 
half-hour programs which comprise the 
series.

“Since there was no way to show Roland 
what was needed,” Knott said, “I timed 
all the dramatic and documentary episodes 
(the films combine both) and bridges that 
needed music, and made an oral report on 
the content and emotion of the scenes.

“We then carefully laid out the 50 cues 
for music, which ran from three seconds 
to 31» minutes, and Roland worked out the 
effects he wanted with his musicians,” he 
explained.

Though Kirk has a Braille pocketwatch, 
he was unable to use it while playing and 

leading the group. Nevertheless, Knott 
points out, “he came within a second or 
two of the required timing even in the 
longer sequences. I made slight adjustments 
in the scenes to accommodate.”

Knott, who met Kirk in 1964 while a

director-producer for station WBZ-TV in 
Boston, plays piano and earned a B.A. in 
music at Notre Dame.

“What I was looking for and got,” he 
said, “was music with lots of gusto and 
lots of sound—whistles, gongs and voice 
hums, barks and growls—as well as soul
ful jazz. Roland’s music interprets with 
vigor the conviction and direct action of 
the young people in the civil rights move
ment.”

HARTFORD JAZZ SOCIETY
MARKS 10TH BIRTHDAY

The Hartford Jazz Society will observe 
its 10th anniversary on April 24 with a 
gala concert followed by a reception. A 
number of jazz celebrities is expected to 
attend this milestone in the history of the 
nation’s oldest jazz society, now enjoying 
its largest active membership.

The HJS began in 1961 with just 12

A Word of Thanks
Would you be so kind as to print this 

letter of appreciation to the folks from the 
East, Big Brother Black and Archie Shepp 
to mention a few, for the tribute paid to 
my late husband, Albert Aylcr.

I want them to know the gratitude I 
feel in my heart for the thoughtfulness 
shown to us in our time of need.

Mrs. Arlene Ayler 
(and Desiree, our 

daughter) 

members. Today, there are 150. The so
ciety sponsors monthly concerts featuring 
the best available talent, holds an annual 
boat cruise down the Connecticut River 
to Long Island Sound and back, and also 
sponsors worthy students through scholar
ship grants to the Berklee College of Music. 
(One of many such students has been 
Japanese reedman Sadao Watanabe.)

Among the many jazz notables who 
have performed for the HJS are Kenny 
Burrell, Earl Hines, Elvin Jones, Rahsaan 
Roland Kirk, Oliver Nelson, Clark Terry 
and Randy Weston.

A spokesman for the society notes that 
recently an increasing number of young 
people have been frequenting the monthly 
sessions, a fact that bodes well for the 
future of jazz as well as the HJS, which 
can be contacted at 73 Lebanon St., Hart
ford, Conn.

DOING SOMETHING FOR
JAZZ: THE IAJ STORY

Have you ever thought about gathering 
together all the jazz fans and devotees in 
your community and forming an organiza
tion to do something for the music? Care
ful. It may not turn out exactly the way 
you intended. It may turn out to be even 
more important than you intended.

That, at any rate, has been the experi
ence of a Long Island, N.Y. organization 
with the somewhat grandiose name of the 
International Art of Jazz, Inc. It was 
formed in 1964 by a group of suburbanites 
who wanted to hear live jazz nearer to 
home, away from gin-mill locales, and at 
other than gin-mill hours. One strong rea
son for all this was that the members 
wanted to introduce their children to the 
music. So they initiated a modest sub
scription concert scries of their own.

By last year however, the organization 
was functioning somewhat differently. The 
board of directors, for one thing, now in
cludes Clark Terry (as honorary chair
man), Alice Coltrane, and musician-educa
tor Clem DeRosa.

More important are the nature of its 
recent concerts and their results. The IAJ 
often goes into black neighborhoods, and 
puts on concerts in largely black schools 
with the cooperation of the school authori
ties. If white people come, they come to 
the neighborhood and the school (and they 
do!).

An atmosphere of informal community 
attentiveness is encouraged, along with a 
belief that jazz brings people together. In 
the spring, summer and fall,-when most of 
the events have been held, the music is 
played outdoors in the late afternoon, 
with the audience on the grass or blankets. 
The student body is encouraged to par
ticipate, and often sets up hot dog and soft 
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drink stands, with the profits going to 
projects of its own.

Order and decorum is the responsibility 
of those participating and attending. The 
police are often asked to stay away—and 
they do. And notice, this is happening in 
an area which has had its share of trouble. 
Some local police departments, on the basis 
of recent experience, steel themselves for 
vandalism and other disturbances following 
local rock concerts.

IAJ, however, has a rather impressive 
file of letters of commendation from local 
police officials, one of which speaks of its 
response to “the need for more sophis
ticated entertainment.”

A particularly gratifying response—and 
one that musicians should respectfully con
sider—comes from the kids. When a sign 
in a local record shop announces that 
Cannonball Adderly or Rahsaan Roland 
Kirk or the Thad Jones-Mel Lewis band 
is coming to play for him in his neighbor
hood, his first response is often disbelief. 
And he may well retain that attitude until 
it is proven to him, by an actual presence 
on the bandstand, that someone so im
portant cares enough about his community 
and him so that he not only said he would 
come, but actually did come and play.

Aside from concerts, by the way, there 
arc IAJ in-school programs, workshops, 
and clinics of a more directly educational 
nature.

The IAJ needs support, of course, chiefly 
in the form of money. Its president, Lloyd 
Sargeant, and its program director, Ann 
Sneed, who carry most of the work, ap
plied to the New York State Council on 
the Arts for financial aid for its 1971 
program. As this is written, they have just 
been given some help by that organization.

However, there is still a need for more 

active participation and support by local 
government, citizens, businesses, and com
munity organizations. And the local press 
has not shown as much interest as it 
might. The IAJ can be contacted at 71 
McGaw Ave., Centereach, N.Y 11720.

—Marlin Williams

POTPOURRI
The Feb. 9 earthquake in Los Angeles 

completely destroyed the homes of bassists 
Red Callendar and Ike Isaacs, and guitarist 
Bill Pitman—all of whom lived in Syl- 
mar, the epicenter of the quake. Among 
lesser damage, the chimney on Pete Jolly’s 
North Hollywood home was cracked be
yond repair and had to be torn down; 
bassist Carol Kaye’s swimming pool be
hind her Sherman Oaks home is now a 
sunken pool, and half of those irreplace
able 78s in Ray Avery’s Rare Records 
store in Glendale were shattered beyond 
repair—and he had yet to put them on 
tape. But despite the after-shakes that eve
ning, it was SRO for Jimmy Smith’s 
opening at Donte’s

•
Erroll Garner will play his first location 

date in Toronto in almost a decade when 
he appears at the Royal York Hotel April 
16-24. Soon thereafter, the pianist goes to 
Europe for concerts and TV dates in Brus
sels and Antwerp (May 4 and 6); Mont- 
beliard and Paris (May 7 and 11); Berlin 
(May 12) and Copenhagen (May 17), 
with other dates being set at presstime. A 
fall tour of Great Britain is in the works, 
and Garner’s personal manager, Martha 
Glaser, is negotiating with British pro
moters, making a change from the Davison 

agency which had sponsored Garner’s pre
vious tours there. Garner’s latest album, 
Feeling Is Believing, which was nominated 
for a Grammy award, is set for distribu
tion in Germany (MPS), France (Poly- 
dor), and Sweden (Sonora-Phillips). In 
March, Garner recorded his famous Misty 
for the forthcoming Clint Eastwood film 
Play Misty For Me.

•
Pianist Denny Zeitlin played his first 

gig in a year and a half recently at the 
Matrix in San Francisco, alternating sets 
with guitarist Jerry Hahn. Both leaders 
shared the rhythm section of Mel Graves, 
bass, and George Marsh, drums. Zeitlin, 
who has been practicing and teaching psy
chiatry at the University of California in 
Berkeley, is also currently involved in the 
construction of new electronic equipment 
for use in a hybrid of rock-jazz-avant 
garde compositions he plans to unveil soon.

•
Springfield, Mass, is not the most likely 

place to hear name jazz, perhaps, but the 
newly refurbished Village Gate (formerly 
Famous Door) has been bringing some 
heavy sounds to the town (a mere 20 
minutes from Hartford, Conn., by the 
way). The February menu included groups 
led by Charles McPherson (Horace Par
ian, piano; Lyle Atkinson, bass; Rudy 
Collins, drums), Bobby Jones (John 
Foster, piano; Duke Clements, bass; 
Jimmy Madison, drums), and Kenny 
Dorham (Cedar Walton, piano; Gene 
Taylor, bass; Billy Higgins, drums). For 
March, a group co-Ied by Clifford Jordan 
and Curtis Fuller, Howard McGhee with 
singer Joe Carroll, and Charlie Rouse’s 
new group with Calo Scott on cello were 
scheduled.

James Brown signs autographs for Nigerian admirers, a scene that was repeated 
often during ‘‘Soul Brother No. 1’s” hugely successful African tour. The singer was 
mobbed by fans, honored by heads of state, and showered with gifts. Songs were 
written to commemorate the event, the most acclaimed visit by an American per
former since Louis Armstrong’s trip a decade ago.

Lionel Hampton is currently touring 
Europe on a State Department-sponsored 
tour of 26 cities and nine countries. The 
month-long trip began March 5, and in
cludes performances in the capitols of 
Poland, Hungary, Rumania, and Yugo
slavia as well as concerts in Germany, 
France, Italy, Switzerland, and Spain. 
Hamp’s 10-piece band features Illinois 
Jacquet and Milt Buckner, and also in
cludes Ronald Connors, trumpet; Bob 
Schneider, Tom Gambino, and Chuck 
McLendon, reeds; John Spruill, piano; 
William Mackell, guitar; Eustace Guil- 
mette, bass, and Kenny Bolds, drums.

•

The Master Brotherhood will celebrate 
their first anniversary with a free concert 
March 17 at the Countee Cullen Branch 
of the New York Public Library, where 
they made their debut last year. The group 
consists of Arthur Williams, Ahmed Ab
dullah, trumpets; Joseph Rigby, soprano, 
alto, tenor, baritone, flute; Mustafa Ab
dullah Rahim, bass clarinet; tenor; Les 
Walker, keyboards; Jose Luis Falcone, 
bass, and Stephen Reid, percussion.

•

Two new faces in Earl Hines’ combo: 
Bob Mitchell, trumpet, and Tony John
son, drums—both from San Francisco. 
They replace reedman Heywood Henry 
and drummer Kahlil Madi.
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STRICTLY AD LIB

New York: Gene Amnions and his 
quartet (George Freeman, guitar; Clau
dine Myers, organ; Arajamu (Jerrol 
Donovan), drums, did a month at the 
Club Baron, with organist Johnny Ham
mond Smith’s and James Moody’s groups 
sharing the stand for two weeks each. Lots 
of musicians dropped in to check out Jug 

in his first New York club engagement in 
years, and some, like fellow tenorist Stan
ley Turrentine, sat in . . . Donald Byrd 
didn’t make his scheduled gig at Slug’s, 
so trumpeter Woody Shaw, with Byard 
Lancaster, reeds; McCoy Tyner, piano; 
Herbie Lewis, bass; Eric Gravatt, drums, 
took his place, followed by Archie Shepp 
leading Yusef Yancey, trumpet; Walter 
Davis, Jr., piano; Don Moore, bass; Art 
Lewis and Beaver Harris, drums. Two 

weeks earlier, Shepp did four nights at the 
East Village “In” with Earl Cross, trum
pet; Dave Burrell, piano; Hakim Jami, 
bass; Michael Shepherd, Harris, drums. 
Charles Mingus and Larry Coryell were 
set to take Slugs’ into mid-March . . . 
Pianist Andrew Hill, composer-in-residence 
at Colgate, paid a surprise visit to New 
York, doing four nights in late February 
at the East Village “In” with Ramon

/Continued on page 38

TV SOUNDINGS
By LEONARD FEATHER

I remember once being challenged to 
undertake some feat that seemed totally 
beyond the scope of possibility, such as 
climbing Mt. Baldy or winning a Grammy 
for Song of the Year. Purely as a figure of 
speech, I replied: “That’ll happen the day 
Archie Shepp plays the Ed Sullivan Show" 

Well, the impossible, as they say, takes 
a little while, and now Archie Shepp has 
indeed made the Sullivan gig. It was diffi
cult to believe one’s eyes or ears when, 
tuning in the show entirely by accident, 
not having heard of the booking, I caught 
Sullivan’s remark about staying tuned for 
Rahsaan Roland Kirk and his “classical 
jazz musicians.”

After the commercial, around 9:51, 
there they all were, somewhat bumblingly 
introduced, but at least accorded captions 
at the bottom of the screen as each hove 
incredibly into view: Rahsaan himself, gag
gle of horns at the ready, sounding rev
eille for his troops: Charles McGhee, 
trumpet; Dick Griffin, trombone; Shepp, 
tenor sax; Sonelius Smith, piano; Charles 
Mingus, Pete Pearson, basses; Roy Haynes, 
drums; Maurice McKinley, conga, and Joe 
Texidor, percussion.

It all happened so fast—as is invariably 
the case on those rare occasions when un
compromising jazz is presented on a net
work show—that there was scarcely time 
to drink in the reality of these men’s pres
ence before their performance was over. 
The work played, Mingus’ Haitian Fight 
Song, seemed to be a general exercise in 
freedom music, though it is debatable how 
much freedom could be achieved within 
the space allotted.

The balance was better than might have 
been expected. Of the soloists, Kirk and 
Shepp came closest, within the time limita
tions, to establishing a strong improvisa
tional identity. Toward the end there was 
a sharp segue into a sort of satirical Dixie
land bit—at least I assume it was not in
tended seriously.

After this precedent-setting event was 
over, anti-climax swiftly set in. As if to 
turn the whole thing into an ethnic joke 
rather than the serious exercise it had 
been, regardless of time limitations, to 
expose the masses in TV-land to some 
different sounds, Ed Sullivan stood there 
like Lawrence Welk muttering “Wonder
ful! Wonderful! Wonderful!” and then al
lowed himself to be the butt of a tasteless 
gag in which Godfrey Cambridge said: 
“I hereby proclaim you an honorary Ne
gro” and presented him with an Afro wig.

The incident reminded me of Miles 
Davis’ appearance a few months back on 
the Dick Cavett Show, playing one of 
his own creations, after which Cavett said, 
“Of course, you all recognized Moon 
River." It would seem that none of the 
men in positions of power at the networks 
will allow the music to speak earnestly for 
itself, without some apologetic joke to 
cover up their evident misgivings about 
having presented five minutes of art that 
might not be understood by the housewife 
in Dubuque.

At all events, Kirk and his colleagues 

Archie Shepp 
finally got what they wanted. After all 
the months of pressure, they landed a gig 
on a show right alongside folks like Nancy 
Ames, Sergio Franchi and Peter Gennaro. 
Whether or not anything of lasting value 
to black music and/or jazz was accom
plished, Kirk’s principles and objectives are 
to be commended. January 24 was a unique 
night in the history of jazz on the small 
screen.

$ $ $ $ *

On the night prior to Kirk & Co.’s coup, 
the Pearl Bailey Show made it debut. The 
first segment (ABC-TV, Saturday, 8:30- 
9:30 p.m.) indicated that music would 
play a central role in the series and that 
it would be tastefully handled.

The guests were Louis Armstrong, Bing 
Crosby and Andy Williams. The climactic 
episode was an ingenious medley, bound 
together by a refrain entitled “I Don’t 
Want to Sing That Song,” in which each 
singer stood aside while the others sang 
his big hit (e.g. Andy and Bing doing 
Mack the Knife). Nothing very deep, but 
pleasant escapist fare.

Crosby’s Bridge Over Troubled Water

was handled a trifle too casually. Williams 
good humoredly took on a Give Me The 
Simple Life routine in which Miss Bailey 
kiddingly tried to upstage him throughout.

Satch, who was not playing his horn at 
the time the show was taped, provided the 
show’s warmest moments with Pearl as the 
two of them, sitting on mink cushions on 
the apron of the stage, chatted awhile and 
duetted on Didn’t We, Blueberry Hill and 
Exactly Like You. The sound was partly 
spoiled when Louis’ lavalier mike fell off, 
but it was decided that the spirit of the 
scene was perfect, so there was no retake.

What was right about this passage with 
Armstrong indicated by contrast what was 
missing from other parts of the show: 
there was too much writing, too little op
portunity for Pearlie Mae to unwind and 
be her natural self. Much was made of her 
chinchilla and the elaborate gowns, and 
she looked glamorous indeed; but the ob
viously scripted routines just weren’t need
ed for an artist with her seasoned show
manship.

I understand that after the first two or 
three programs had been taped, this was 
realized by all concerned and the scripting 
was cut way down. At the same time the 
band balance, which seemed defective at 
times, was improved.

0 Louis Bellson’s orchestra, with the lead- 
< er on the podium and Earl Palmer on 
i drums, cut the show admirably—still an- 
0 other credit to the master drummer turned 
> composer turned conductor. An all-star 
“ jam session, with special guests and Louis 

on drums, was being negotiated at press 
time.

The personnel indicates why the sound 
is as ebullient as that of any band now on 
television: John Audino, Al Aarons, Sweets 
Edison, Chuck Findley, trumpets; Jimmy 
Cleveland, Bill Tole, Carl Fontana, Kenny 
Shroyer, trombones; Joe Romano, Bill 
Breen, altos; Don Menza, Pete Christlieb, 
tenors; Alan Beutler, baritone; Lloyd Phil
lips or Don Abney, piano; Joe Pass, guitar; 
Ray BroWn, bass; Palmer, and six violins, 
two violas and two celli. Basically it’s the 
same band that appears (minus the strings) 
on Bellson’s gigs at Donte’s, except that 
Nick Di Maio, who plays trombone in the 
latter orchestra, serves as contractor for 
the TV show. Arrangers for TV are Ben
ny Carter, Jack Hayes, Bill Holman, Buddy 
Baker, and Bellson.

The Pearl Bailey show is produced by 
Bob Finkel, directed by Dean Whitmore, 
and choreographed by Robert Sidney, with 
assistance from Marie Bryant of Jammin’ 
The Blues fame. It is performed on the 
stage of the Hollywood Palace, from which 
the show of that name emanated. I hope 
it stays on the air as long as its predecessor 
or longer. ppj]
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TIM IE LEGACY OIF ALBERT AYLER
by John Litweiler
to begin at the beginning. It was Or
nette Coleman who revolutionized jazz at 
the start of the 1960s. It was Coleman— 
with his contemporaries Dolphy, Rollins, 
Coltrane, and Taylor—who determined that 
the New Music would be a revolution of 
sensibility: they did not just introduce new 
techniques into jazz, they opened the art 
to a wholly new realm of emotions, dis
coveries, human statements.

Albert Ayler was part of the New Mu
sic’s second wave, as Joseph Jarman would 
say. After Coleman and his fellows, an 
entire musical generation of slightly young
er men whose art was formed under their 
influence was sure to follow. Among these 
players Albert Ayler was the very finest, 
the truest revolutionary, the one heroically 
original mind.

At his best, Ayler was fully as great as 
Coltrane, and perhaps even Coleman. All 
these are familiar statements; his admirers 
have repeated them for several years now. 
Very few musicians have ever aroused so 
much responsive excitement, pro or even 

con. You’ll recall how, a few years ago, 
the jazz magazines were full of Ayler in
terviews and critical appraisals. Let’s go 
back to his great period, his early records, 
and note the features that mark his genius 
as a creator.

His first LP was a nightclub set, bass 
and drums accompanying, in a semi-free 
post-Rollins style. It was issued in a very 
limited edition on a private European 
label, and remains extremely rare. My 
Name Is Albert Ayler dates from the 
same European years, about 1962-63, when 
his brief, seminal association with Taylor 
took place. This is Ayler soloing with a 
grubby (despite an able bassist) bop 
rhythm section, and partly because of the 
accompanying trio, critics universally de
rided the music.

But actually, the creation is magnificent. 
Ayler carries all the pieces, so that even 
C.T., the free track, almost works. In the 

U.S. reissue, Ayler’s narrative (“My name 
is Albert Ayler . . .,” etc.) is edited out, 
so we fade in on his only recorded sop- 
prano solo, the funny, highly ironic Bye 
Bye Blackbird; the organization of this 
and Green Dolphin Street predict the sure 
freedom of the ESP-Disks. Billie’s Bounce 
is his contribution to hard bop, an op
timistic million miles removed from Park
er’s conception.

Summertime is one of the New Music’s 
classics. The theme is an overwhelming 
tragic lament. Images of pathos compound 
throughout the brilliantly subtle structure, 
and the precarious optimism of Gershwin’s 
closing chords turns into despairing pleas 
for the illusion of hope. Already, Ayler’s 
extreme care for exact dramatization, the 
perfection of dynamic shading, the preci
sion of volume gradations, even the con
cept of nuances and grace phrases deter
mining Summertime’s structure—these and 
the power of his message demonstrate an 
utterly unique individuality in jazz, an 
utterly rare sensitivity for drama and de
fined emotion, a Shakespearean sense of 
feeling and wholeness.

Not long after, Ayler began appearing 
regularly in New York, and all who heard 

him immediately recognized his unique
ness. Don’t forget that in the early ’60s 
Free musicians and fans were a tiny, near 
secret underground group—and that really 
means underground, without the current 
fashionable or P.R. overtones. They played 
at obscure coffee houses, on fleeting tavern 
gigs, sometimes at musicians’ homes, and 
in rare concerts at churches, schools, art 
galleries, etc. (Today, of course, the scene 
has progressed: now you can hear the 
music at obscure coffee houses, fleeting tav- 
tern gigs, rare spontaneous sessions, some 
concerts, etc.)

Ayler did much sitting in back then, his 
presence guaranteeing these fugitive af
fairs as memorable ones. Along the way, 
he joined forces with trumpeter Don Cher
ry, bassist Gary Peacock and drummer 
Sunny Murray for travels and recording. 
As it happens, this was one of the very 
finest modern jazz groups—in fact, Pea

cock and Murray were Ayler’s most con
sistent companions as his art developed.

What qualities won him such immedi
ately enthusiastic attention and admiration? 
Already, though still a young musician, his 
influences were far behind him; pertinent
ly, he named Bechet and Lester Young, 
among many others, and obviously the 
sense of Rollins and Coleman is prime. 
Hear his Children solo: it is Rollins’ 
methods in their most emotional terms, 
reproduced with Free means. His incredi
bly large, fully sonorous (Larry Kart: 
“The biggest human sound I ever heard”) 
sound was the most evident aspect of 
a most sophisticated dynamic sensitivity. 
(Equally, or maybe even more important
ly, nobody could play more softly, and, 
mainly, could more exactly delineate de
grees and nuances of meaning.) This music 
is a dramatic experience: the classic range 
of Ayler’s perceptions was clarified by that 
precise construction and continuity.

Two aspects of his art were most revo
lutionary. Before him the ideas of micro
tones, “blue notes”, dramatically flattened 
or sharpened shading originate at the be
ginning of jazz. In pre-Free days certain 
pianists (Monk, Herbie Nichols, Taylor, 
even Bud Powell) invented harmonies to 
distort or obliterate the common sense of 
specific tones and chord changes. Then 
Rollins, then Coleman, then Coltrane be
gan to use the saxophone’s specific over
tones and harmonics capabilities as neces
sary effects. Ayler was the first to make 
such unusual—“freak”, if you will—sounds 
a basis for his art.

As Ayler-haters love to point out, such 
weird noises come from kids first learning 
their horns. Now, Ayler began as a teen
aged bluesman, and as he matured into 
a virtuoso tenorist he very thoughtfully 
explored all of his horn’s possibilities. 
His mastering the overtones and harmonics 
ranges was his most revolutionary technical 
advance. I believe it was George Russell 
who years ago pointed out that African 
music is atonal, arhythmic, full of Ayler’s 
kind of indeterminate note choices If so, 
then Ayler’s deliberated inexact pitches 
are a return to the basics of black music.

Equally important is Ayler’s (and the 
Ayler groups’) time. It’s admirable that 
certain journalists originally tried to “sell” 
this music to a wider audience, but some 
love to repeat the canard that it’s posited 
on conventional bop-swing 4/4 time. In 
fact, a fair amount of later Ayler is in 
4/4, as are most of his composed themes 
in all periods. As he explained: “I like to 
play something that people can hum . . . 
from simple melodies to complicated tex
tures to simplicity again and then back to 
the more dense, the more complex sounds.” 
In most of his solos, the theme is quickly 
abandoned; thereafter it demands a fanatic 
to hear 4/4 in his manner and accenting.

Ayler nullified conventional time. Emo
tionalism, lyricism and structure were his 
major interests, so pure freedom of time, 
tonality, pitch and sonority were funda
mental. Ornette Coleman used to propose 
the ideal of the perfectly free, unbound 
musical statement. Ayler, then, was the 
first to realize this completely in his music, 
and since Spirits and Spiritual Unity and 
Ghosts, only a very few have even approx- 
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¡mated Ayler’s freedom.
Consider his great performances. He 

dominates Mothers, but that is a true 
communal realization, with a haunting, 
elegiac Cherry solo and Ayler’s bittersweet 
conception. I recall critic Larry Kart’s 
notion of artistic “masks”: Ayler’s big 
broad tones may often be optimistic, even 
exultant, but his lines in Mothers suggest 
a terrible sadness. The lack of tempo aids 
the again dynamic structure: every large 
phrase has its afterthought, for definition 
and, mainly, amplification—“This is true, 
and moreover, these are vital facts of this 
truth in addition, and even more, these 
further truths follow in emotional logic.” 
Thus, as in the almost equally great Holy 
Spirit, beautiful phrases of heroic import 
are, in afterthought, clarified in terms of 
pain and acceptance.

* * *
An undertone of classic—Hamlet-like, 

let’s say—melancholy pervades all this 
music. The themes almost always end in 
downward motives, even the pop songs he 
chose for My Name Is Albert Ayler. The 
isolated sequences drift slowly into sad 
descending lines; an agonized yearning is 
inherent in the frequent fast, rising long 
lines that eventually are smashed with the 
familiar growls and helpless momentary 
tenor eruptions.

Compare the four famous Ghosts to 
understand the breadth of Ayler’s genius. 
One simply offers the theme, in all its 
jollity, in several tempos. The second, with 
delightful Peacock and especially Cherry, 
has Ayler destroying the theme with hi
larious cynicism, then fleeing into strong, 
various “energy” lines. But the first trio 
Ghosts, a justly-praised work, adds dark, 
disturbed realizations in its extended length, 
while the great second trio Ghosts totally 
rejects the theme’s pleasing good nature. 
Cruelly agonized stuttered phrases appear 
before the solo rises to a visionary cathar
sis with an incredible welter of fast lines 
in “unknown” pitches, booms, hurtful ris
ing phrases.

Suddenly we realize that Ayler’s comic 
episodes are slight masks for an extremely 
intense sense of black humor, that his 
ironies are the material of classic satire, 
that continuous change, extreme internal 
disorder and passion are eternal necessities 
resolved within his humanely understand
ing and responsible frame of reference.

It’s a far cry from Coltrane, for one 
alternative. Coltrane’s musical contradic
tions became brilliant conflicts that found 
satisfaction only in violence and continued 
agitation. He is usually considered the 
greater artist—yet Ayler’s broad vision 
and the humane responsibility of his musi
cal philosophy are the more life-sustaining 
principles. As listeners we recognize and 
internalize Coltrane’s passionate conflicts, 
yet as modern men and women we need 
Ayler’s bitter humor, his resigned sorrow, 
his fully sensitive tragic awareness as a 
condition of our lives at their most ideally 
humane.

True, we live in a time of progressively 
increasing disorientation, social destruction, 
institutional malice, with the result being, 
for us and even for great creators such 
as Ayler, increasing fear, ignorance, vio

lence, escapism. Albert Ayler daily strug
gled for professional existence against the 
most hardened attitudes, the most inhuman 
reactions and conditions. It is most im
portant in hearing his music to understand 
that he visualized life in more open, more 
sensitive, ideally even simpler terms. His 
entire career was totally opposed to the 
mainstream of modern American exist
ence.

You’ll notice that among younger—say, 
under-35—musicians, Ayler’s music has 
proven as influential as Coleman’s or Col
trane’s. At least part of the reason is 
his beautiful partners during his great 
period. Sometimes Peacock unsuccessfully 
tried to evoke free wind phrasings on his 
bass, but on the whole his smiling, in
tellectual creations were among the best 
jazz bass playing between early Haden and 
current Malachi Favors. Murray by this 
time had (at last!) evolved a percussion 
style of total accent and ensemble involve
ment. Partly his revolutionary approach 
was born of necessity (imagine any of 
his predecessors—Roach, Richmond, Elvin 
Jones, etc.—in Ayler’s groups); Murray 
is one of those inevitable crucial figures 
who appear in jazz when they are needed 
most. And after playing in Ornette’s 
shadow and with the straightforward New 
York Contemporary Five, Cherry became, 
with Ayler, the perfect responsive group 
member, growing in technique and breadth 
within Ayler’s comparatively loose, the
matically-oriented designs.

John Tchicai and Roswell Rudd join 
them for the jam session LP. New York 
Eye and Ear Control. It might have been 
a disaster like Coltrane’s Ascension, but 
the more sophisticated shared principles 
of free time and harmonic basis guarantee 
part of the music’s success. AY has one of 
Cherry’s most original, haunting solos 
among the communal improvisations, but 
ITT is better because Ayler’s complete 
dominance has the others continually re
grouping around him—in places, genuine 
ensemble improvisation emerges. (In mid- 
1964, don’t forget, the idea of collective 
improvisation was still fresh and explora
tive—the ideas Ayler’s group evolves here 
were to flower a few years later into the 
sophisticated Chicagoans’ methods.)

By May Day, 1964, Ayler had added 
acolytes and a regular method of ordering 
group performances. Don Ayler tended to 
serve as a Cherry to Ayler’s Ornette role, 
and Charles Tyler was a strong, more 
gracefully linear Ayler-influenced altoist. 
Their performances began with little skit- 
tery, repeated themes, or extra-raunchy 
marches, or Gay 90s-like maudlin ditties, 
or occasionally all of these. The themes 
were played with a captivating whole
hearted fervor, the trumpet leading, the 
tenor making expansive harmonic decora
tions.

Usually Albert Ayler would offer a sad
ly sentimental, quavery, out-of-tempo solo 
with nagging afterthoughts, like a cranky 
grandmother who bakes apples pies and 
quietly farts a lot. A repetition of one of 
the initiating themes would introduce each 
soloist; they would take turns in whirl
wind tempos, then join in ensemble im
provisations. It was a delightful and usually 
surprisingly successful music, somewhat 

light in intent compared with Ayler’s great 
works. The revolutionary techniques are 
evident, the solos—especially Albert Ay
ler’s—arc tremendously forceful, yet it 
lacks the breadth and sensitivity of Ayler’s 
great period.

This general approach runs to Love Cry, 
about mid-1967. Beils is the group’s first 
and most commonly-admired LP, but Spir
its Rejoice is just as fine. The title track 
recalls Dan Morgenstern’s remar-k, “Like 
a Salvation Army band on LSD” with its 
several themes, and D.C. is their best 
single work, truly excellent solos by the 
Ayler brothers and Tyler. Angels, by Al
bert, a frilly harpsichord, and Murray, 
returns to the great Ayler. From the be- 
ginnning we hear the techniques of over
blown mush, with niggling harmonies and 
grace phrases. But this belies a theme of 
immensely poignant yearning. A heart
breaking vibrato emphasizes this sense of 
hopeless hope; the method is simply in
ternalized theme and decorations—in the 
way Billie Holiday and Lester Young of
fered simply theme and decorations.

This band won Albert Ayler something 
of a wide audience. “Wide audience” usu
ally means little to free musicians, but 
Ayler did move on LPs from ESP to the 
more fastidiously produced Impulses. The 
Greenwich Village LP recaptures the spirit 
of Spirits Rejoice and includes For John 
Coltrane, a long alto solo (played in his 
tenor style). Love Cry is eight of the 
“simple, folk-like” themes played over and 
over, with a minimum of Don Ayler im
provising, Albert generally content to har
monically decorate the dry trumpet lead. 
By then Tyler was on his own, and even 
Murray had been replaced. Ayler’s choices 
at this point represent a dangerous nar
rowing of scope from his original creative 
premises, and his last two LPs, the rhythm- 
and-blues/rock/vocal works, represent a 
crisis in his conception.

Among some Free musicians there is a 
need to “meet the public”—to emphasize 
features of their music that appear to have 
wide popular appeal. It may be conscious 
or an unconscious need, but it has nothing 
to do with selling out or going commer
cial: a musician can attempt to present a 
broad message without debasing or falsify
ing it. The most likely explanation for his 
last two LPs is that this philosophically 
assured revolutionary was convinced of his 
ability to communicate within any me
dium.

So you have, in New Grass, quite ex
cellent Ayler tenor over a dull rock rhythm 
section, with freshly trite and banal songs 
and singers performing some of the most 
uninspired material since LPs were in
vented. The very dark and shocking near- 
unaccompanied tenor solo in the title 
track is essential Ayler art; solos in Heart 
Love, Sun Watcher, New Generation addi
tionally present a somewhat more deter
minedly lyrical approach to the basic Ayler 
style, and they are also valuable. New 
Ghosts, a calypso, is played in the tone of 
the nastiest early-’50s r&b tenors, but the 
phrasing is remarkably Rollins-like—in
deed, except for the tone this could pass 

/Continued on page 29
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Horace Silver’s United States of Mind
hy
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e January 15 is martin luther king’s birthday. On this 
date, it made sense to be talking to Horace Silver about his 
new Blue Note album, The United States of Mind, Phase 
One. Dr. King and Horace Silver are talking about the same 
things . . . mankind together. I asked Silver if he could 
recall where he had been at the time of King’s assassination. 
H.S.: Not exactly. I know I was on the road someplace, 
playing some town, some club, and I heard it and was 
greatly upset. . . . You know, it’s odd that you should men
tion Martin Luther King, because about three or four days 
ago I was listening to WLIB (a New York radio station) 
and they played a short synopsis of one of his speeches, and 
what he said made me feel so good because it had to do 
with the music I’m writing now. He said something to the 
effect of “overcoming the self”—that’s how he put it. Yeah, 
he said something to the effect of overcoming the self, our
selves, before we can overcome the conditions. And it made 
me feel good because the music I’m writing had to do with 
the same thing.
J.K.: You’re writing songs now and putting words to them. 
Before, they were just melodies, but now it’s something that 
people can sing. Had you ever done this before?
H.S.: I’ve done it on occasion, more or less out of necessity. 
Some of the earlier tunes I wrote, I had no intention at the 
time of putting lyrics to—I was just interested in writing 
the tunes themselves. But a couple of them, such as Senor 
Blues and Doodlin’, became very popular, so I got Jon 
Hendricks to write words to Doodlin’ and to The Preacher 
and a few other things. I wanted to get him to write a lyric 
to Senor Blues and I couldn’t find him, so I did it myself, 
out of necessity, and it came off pretty well.

Also, I wrote a lyric to Sister Sadie. For a couple of the 
other lyrics Jon has written for me, such as Home Cookin’, 
Cookin’ At The Continental and Come On Home, I gave 
him the story I had in mind, and he wrote the lyric. He 
also wrote a lyric on Song For My Father which hasn’t 
been recorded yet. The song was inspired by my trip to 
Brazil. I was invited to stay at Sergio Mendes’ home for 
three weeks and see the carnival, which was out of sight. 
And I was so enthralled with the carnival and the bossa 
nova and with everybody being so nice to me ... I came 
home, and even with my father being Portuguese, he comes 
from the Cape Verde Islands, I had never paid much atten
tion to that kind of music before, but when I got down 
there with Sergio and those cats and they were adding this 
new modern jazz approach to that Portuguese thing—it just 
overwhelmed me and when I came back I sat down at the 
piano and came up with Song For My Father. I explained 
all this to Jon and he incorporated it in the lyric.

But getting to the reason why I’m into writing lyrics now 
—I guess within the last three years or so, I’ve had an over
whelming urge to reach more people and I feel that by 
adding lyrics I’ll be able to do this . . . and the message 
that I want to bring out in this United States of Mind that 
I’m writing and recording right now has to be said lyrically. 
J.K.: I detect a lot of church influence in your playing, a 
lot of gospel music that you get mostly from the black 
churches and yet in Connecticut where you were born I 
wouldn’t imagine there’d be too much of this more funda
mental religion.
H.S.: Oh yeah, they have it! Although I was christened a 
Catholic, I more or less follow my own religious beliefs 
today. I went to a Catholic school and, naturally, you don’t 
hear that type of music there. But I was always enthralled 
with the black church music that I would hear on the radio 
sometimes late at night. I’d turn on one of those revival 
services, and it would knock me out. And then, not too far 
from my neighborhood, they had a black church that sang 
the real down-home gospel. And I always used to stop by 
and stand in front and listen, and it used to knock me out.

Sometimes I would go to my mother’s church—she was 
Methodist—which was a black church, and they’d have 
programs of these various Gospel Quartets and I’d go listen 
to them and they’d be cookin’. So I’ve always been influ
enced by that.
J.K.: Who’s in your present band?
H.S.: I don’t have a band at the moment. The group I had 
before I broke up consisted of Cecil Bridgewater on trumpet 
and fluegelhorn; Buddy Terry on tenor saxophone and flute, 
and I started out with a young fellow, Stan Clark from 
Philly, on electric bass, and had Harold White on drums 
and myself on electric piano. And then I switched drum
mers. I had Eddie Crawford. I disbanded in January and 
now I’m devoting all my time to finishing up The United 
States Of Mind. We’re getting ready to go into the studio 
and do Phase Two (i.e., the second album) and then after 
that I want to go right into doing Phase Three. I want to 
complete it before the end of this year.
J.K.: What is “The United States of Mind?”
H.S.: Primarily, it’s intended to be entertainment, but other 
than that, it’s what I’d call an extended piece of music 
which has a metaphysical or spiritual theme to it. It deals 
with self-awareness, self-control and self-realization.
J.K.: Will that be the theme all the way through or is that 
only for the first phase?
H.S.: Phase One deals with self-awareness. In other words, 
who am 1, why am I, where do I come from, what am I 
doing here, what’s my purpose in life, where do my capa
bilities lie, what direction am I going in. You know, “What’s 
it all about, Alfie?” People are confused and don’t know 
whether they ... if life ends when they die, when the 
physical body is ended, if that’s the end of it all, what the 
purpose of it all is. I suppose Phase One is intended to 
uplift people who are in a state of confusion. And Phase 
Two deals with self-control. Self-control of the mind and 
the body, a sort of inner control, mental control, and an 
outer control of the physical self. And Phase Three deals 
with self-realization, which is the realization of the self as 
spirit, not as matter.
J.K.: This sounds like something rather ambitious that you 
should put on at Carnegie Hall or in some cathedral some
where.
H.S.: Well, I intend to do that. My whole objective in stop
ping work at this time and disbanding my group is to finish 
this work, and when I finish it I intend to put it on in con
cert in various churches and colleges and concert halls.
J.K.: Will you take the singers on tour with you when you 
go?
H.S.: I haven’t so far, because I’ve been working primarily 
in night clubs and with the money I’ve been making, I 
haven’t been able to afford to bring in any singers. I did 
once, just before we broke up this last band. We were in 
Detroit at a club, and the record had received quite a bit 
of success on the radio there so the club owner offered to 
bring in Andy Bey with us for the week, which was quite 
beautiful. But on Phase One, there’s three singers and 
there’ll be three singers also on Phase Two. When I finish 
the three records and start to put it on in concert form, 
I’ll probably have five to six singers traveling with me.
J.K.: Will you be using the same singers on Phase Two and 
Phase Three?
H.S.: Not exactly. Phase Two will have Andy Bey again. 
I’ll also have his sister, Salome Bey . . . and a young talented 
singer from the New York company of Hair, Larry Mar
shall, is going to be on a couple of tracks.
J.K.: Who arc the musicians who’ll be on Phase Two?
H.S.: I think we’re going to have Bob Cranshaw on bass 
and Idris Muhammad on part of it on drums, and Mickey 
Roker. With the horns, I’m going to be using Cecil Bridge
water on trumpet and flucgelhorn and Harold Vick on tenor, 

16 □ DOWN BEAT



and I’m adding a guitar . . . Richie Resnicoff.
J.K.:.Have you completed the music for all three phases? 
H.S.: Just about. Phase Two is all finished and ready to go. 
Phase Three is just about completed with the exception of 
two compositions.
J.K.: Do you write the lyrics first or the music first?
H.S.: That’s a good question, because back in the days 
when through necessity I had to write a lyric to a tune, 
naturally the melody was there first. A friend of mine told 
me “You’re doing it backwards. That’s the hard way 
around.” And I said, “No, you’re doing it backwards. This 
seems to be the easy way for me.” But now that I’ve be
come involved with lyrics and I feel that I’m progressing in 
that line, I’m really surprised at myself and how the words 

times. This is the Aquarian Age, as the song says, which is 
a spiritual age and you can hear it. I believe that spiritual 
influences, the spirit inside the soul, or however you want 
to look at it—the spiritual influences or forces that are 
around us, especially around the artistic-minded people—are 
inspiring us today to write in this vein to get across to the 
general public. I think all of this is working up to what the 
prophets say the year 2000 will be, the start of the brother
hood of man, which we’re all looking forward to.
J.K.: I think it really boils down to what you say on the 
album notes: “We must unify to amplify the voice that leads 
us to a greater understanding of the things we have to do.” 
H.S.: Well, this whole work, “The United States Of Mind 
Phase One, Two and Three,” does require some thought.

come out of me. I didn’t know I had it in me. So I find 
I’m writing the words first and adding the melodies later. 
J.K.: It always ends up that way. You sit down at a type
writer and you have no idea what you’re going to do. All 
of a sudden these heavy things start appearing on the paper 
from your subconscious that you weren’t even aware were 
in there.
H.S.: That’s right. It’s fantastic. It’s a very amazing thing. 
I believe that that’s the soul or the spirit within the soul 
coming through the mind.
J.K.: Do you think maybe jazz and popular music are get
ting closer?
H.S.: Definitely. I think all music is getting closer. We can 
see it now more readily in jazz and rock, but you can dig 
gospel creeping into it too. Look at your rock writers, 
lyricsts and composers, who are writing religious-type 
lyrics, spiritual-type lyrics, which I think is a sign of the 

There’s a lot of food for thought there, and I think if one 
will try to digest some of it, it’ll really be very helpful.
J.K.: The first thing I noticed is that this is not protest 
music. In fact, if anything it’s anti-protest music. It’s saying, 
well, before you go out and try to change the world, dig 
yourself.
H.S.: I feel that if these words are absorbed and applied 
they will make us better persons. They will lead to the 
mastery of our selves and that is the most difficult task of 
all. Our character, that’s the thing that we have to fight and 
make perfect. That leads us to self-control and to be mas
ters of our self and it leads us to love one another and being 
brothers with one another. We have to accomplish that 
before we can accomplish anything else. What good does it 
do us to fight wars when we can’t even conquer ourselves? 
That’s the hardest battle of all, believe me. I’m still trying 
to fight it.
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WALLACE DAVENPORT:
TAKING UNCLE TOM OUT OT DIXIELAND

by
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z does it not seem paradoxical that black 
people in great numbers shun Dixieland 
jazz in somewhat the same numbers as 
they would a Spiro Agnew rally? This 
despite the predominating contributions of 
black composers, arrangers, and perform
ers to a living and still developing tap
root of jazz that is cherished worldwide.

In some circles, mention of any Dixie- 
land-oriented group brings the response: 
“Man, that’s Uncle Tom music!” The 
reasons are not hard to fathom. This virile 
music has often been castrated by a col
lection of clowns, hacks, and musical 
bunco artists who chose the least desirable 
elements of the genre . . . and proceeded 
to make them worse. The countless, sorry 
and tasteless renditions of The Saints 
should be sufficient proof of past disasters. 
Frequently, but by no means always, the 
perpetrators of the crime have been white. 
The natural result has been that many 
blacks shun the music as it if were the 
plague. And that seems a shame to those 
who recognize the treasure still to be 
tapped from this long-mined mother lode.

Wallace Davenport feels strongly about 
this dilemma and has set out to do some
thing about it. This would not be sur
prising, perhaps, had he spent his entire 
musical career playing Dixieland. But in 
his case it is a return to the well by a 
circuitous route that offers an excellent 
overview.

Davenport’s credentials are impressive. 
Early stints with Papa Celestin, Alphonse 
Picou, Sidney Desvignes, and Red Allen 
Sr., and the Eureka, Young Tuxedo, and 
Olympia bands were followed by 15 years’ 
duty with Lloyd Price, Ray Charles, Fats 
Domino, Lionel Hampton, and Count 
Basie. The influence on his playing cover 
a surprisingly wide span, with particular 
emphasis on a dissimilar a pair as Louis 
Armstrong and Miles Davis.

Davenport is no shuck artist or gimmick 
man. His stand has been taken with a 
great deal of thought, care, and a rare 
insight. It is no accident that the New 
Orleans brothers, in increasing numbers, 
have given not only critical but also cash 
register approval to his efforts. Happily, 
conventioners, visiting firemen, and other 
assorted squares, rounds, and flats, have 
responded similarity.

How this has been accomplished by a 
man with further aspirations, the leader of 
a traditional group who has untraditional 
ideas, is the story of desire and the will 
to re-create music with a genuine worth.

“I’ll tell you what I’ve been trying to 
do,” the trumpeter said. “Ofays and the 
average soul brother have been referring 
to Dixieland as Uncle Tom music. It’s 
been true in some ways. It has been a 
prostituted form of music. I’m trying to 
get Uncle Tom out of Dixieland.

“Along with adding a little color and 
flavor to the music, taking Uncle Tom out 
will broaden the effect for most listeners. 
Take the average soul brother; he doesn’t 
dig that kind of music, but since I’ve been 

doing this, they’ve been coming down and 
realty digging what we’re doing.”

What Davenport is doing is complex, 
has been at times difficult for rut-bound 
sidemen to adjust to, but is musically in
telligent and emotionally effective. The 
judicious use of a variety of mutes, tonal 
modulation, alterations of tempos, wide- 
ranging dynamics, and unusual and fre
quent key changes, has produced a star
tlingly listenable music, not typical of 
most Dixieland groups.

“We’re playing Dixieland,” Davenport 
said, “but I’m trying to put every kind of 
music into it; modern jazz, the blues, rock 
’n’ roll, gospel music, everything—just 
make a jambalaya or gumbo of music. 
I’m trying to get a different sound with 
my band, and here’s a thing I do before I 
go to work that helps: I put a stack of 
records on the player; first a Louis side, 
then a Miles Davis. This way, when I get 
to work, it comes out in my playing. Put
ting that Miles Davis influence into it 
makes it unique.

“You know, I think that Louis Arm
strong and Miles Davis are the two great
est trumpet players who ever put their 
chops to a horn, and I have reasons for 
saying that. I started listening when I was 
5 years old, and Louis was the first sound 
I remember hearing. My mother used to 
buy a lot of records by him, and when I 
heard the solos on things like I’m Con- 
fessin That I Love You, and I’ll Be Glad 
When You’re Dead, You Rascal You, I 
wanted to get a trumpet so I could play 
those solos, but I was too young. I went to 
school when I was 6 and got my first 
trumpet when I was 7. By the time I was 
9, I was playing the solos to those tunes. 
I followed Louis until I heard Dizzy Gil

lespie. When I heard Diz, I thought there 
was no other trumpet player, anywhere.

“By that time, I was playing profession
ally in New Orleans, I’d done a hitch in 
the Navy, and it was when I got out that 
I heard Diz. Then I was inspired by Roy 
Eldridge, Harry James—just about every 
trumpet player who came on the scene and 
had something fresh to offer . . . that was 
my schtick! I’ve listened to a lot of great 
trumpet players, and I went back and 
heard the few I missed when I was a kid, 
like King Oliver and Bubber Miley.”

Davenport has been a careful listener, 
and in his own words: “I want to hear 
every one I can, good or bad, and I guess 
I’m very critical.

“The reason I feel that Louis and Miles 
are the two greatest is that they have con
tinually progressed. If you listen to re
cordings that Louis Armstrong made in the 
early ’20s, then follow through each dec
ade to the ’50s and even the ’60s, you’ll 
find that he improved in each decade, par
ticularly in his ideas. He never went back 
—he didn’t stay in a rut. He was always 
playing something fresh. And the same 
holds true for Miles Davis.

“The first time I heard Miles, I didn’t 
like the way he played, although a lot of 
people did. They saw something in him 
that came out in later years. I used to lis
ten to him when he was with Charlie 
Parker, whose playing I always loved, 
but I didn’t dig what Miles was playing. 
I thought he had a bad tone. It sounded 
like he was missing every note. A couple 
of years later he sounded better, and then 
I heard him when he started recording 
for Capitol. When he did Jeru and God
child and others, I thought that was the 
greatest thing I ever heard. A few years
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later, he made another change in his style; 
he began to get more polished, and he was 
playing fresher things, just like Louis did.

“Then he combined with John Coltrane, 
Cannonball, Paul Chambers, and Philly 
Joe Jones, and they did great things that 
were very different from what he had 
played a few years back. Every time he 
changed, he sounded better and better. 
The last time I heard Miles play was in 
November, 1969. We did a concert in 
Vienna, Austria (I was in Hamp’s band at 
the time), and it was still greater than 
anything he had done before. Now some 
other players, if you heard them 20 years 
ago and hear them now, they’ve either 
gone back or they’ve stayed where they 
were. You hear the same licks, the same 
ideas you did then.”

It would be impossible to accuse Daven
port of having become rut-bound. Con
stant progress has been the result of de
liberate effort on his part.

“This little Dixieland band I have that’s 
working at the Paddock Lounge on Bour
bon St.,” he said, “We’re trying to make a 
change from the usual approach to Dixie
land; something a little different for our 
type of group. We do Little Rock Getaway 
—at first the guys in the band said. ‘Man, 
we don’t play that. That’s a piano player’s 
tune!’—on account of the changes. An
other tune that I like doing is Stompin’ 
at the Savoy because of the bridge and the 
bridge to Wrap Your Troubles in Dreams, 
where we change chords every two beats. 
Others we do that are a little unusual, 
again because of the changes, are Star Eyes, 
Cherokee, and Like Someone In Love.

“There’s something else I do on some 
of the traditional numbers. You know, I 
have a lifetime job offer at the Paddock, 
which is very nice . . . but playing things 
like Bill Bailey and Mack The Knife 
EVERY night gets to be a drag. To make 
it interesting, I play two choruses in the 
original key, then go up a half-key. You 
won’t find Dixie musicians—and for that 
matter, many modern musicians—playing 

in the key of F-sharp, A-natural, or B- 
natural. This way, I get a chance to 
please the people and please myself at the 
same time on the square tunes. When I 
play in the key of F, I take a couple of 
choruses and then go up to F-sharp, and 
I’ve never heard any Dixieland band do 
this. Now there are some bands that will 
make a modulation—they may start in F 
and go to A-flat, or they may play in a 
key of B-flat and mess with keys like F,

“If you listen to recordings that Louis 
Armstrong made in the early ’20s, then 
follow through each decade to the ’50s 
and even the ’60s, you’ll find that he 
improved in each decade. He never 
went back . . . and the same holds true 
for Miles Davis.”

A-flat, or E-flat. We don’t do that.
“At first the band didn’t like the idea; 

they never played non-standard keys. Well, 
I practice four hours every day, and now 
they (the quintet includes Manuel Crousto, 
a fine New Orleans-rooted clarinetist; 
Clement Tervalon, trombone; John Brouni- 
ous, piano; and June Gardner, drums— 
Snookum Russell plays intermission piano) 
are woodshedding, too—and doing a very 
good job of keeping up.

“Another thing—and I don’t mean to 
sound like a braggart—but I haven’t heard 
another trumpet player around here who 
plays double B-flat over high C and can 
then hit a pedal C. The average trumpet 
player who plays in the high range tends 
to have a bad sound when he reaches to 
lower range. I can play high, but I don’t 
like being categorized as a ‘hero’ player, 
’cause I can really have a ball playing in 
the low register. Take Tin Roof Blues. I 
start at either G or F-sharp below the 
staff for a couple of choruses. Then I go 
up high, because a lot of people want to 
hear you play that upper register.

“On others, we play real loud because 

they want to hear you blast away. I might 
follow with Just a Closer Walk With Thee, 
where we play so softly that I have the 
whole rhythm section lay out. There’s just 
the drummer sweeping on snare drum. If 
they’d do anything else, they’d drown me 
out. I’m playing that softly. St. Louis 
Blues is the show-stopper for us. I use 
plunger in the minor part. Then when I 
get to the first 12 bars of the chorus, I 
play something for the people who like 
someone like, say, Lee Morgan. On the 
second 12, I might play fourths and fifths 
for that chorus, for the people who like 
something that’s out in left field, some 
freedom jazz. On the next chorus (’cause 
I know some of the squares don’t dig what 
they’re hearing) when I start to hold a 
note with circular breathing, the applause 
starts, and you have the whole crowd with 
you. When I get to the last chorus and 
they see I’m .holding that note, well, it 
tears the house up! I figure with that tune, 
I’ve reached just about everybody, and 
that of course, is what I’m trying to do.”

In reaching “just about everybody” the 
reaction often comes from surprising quar
ters.

“We played an affair in town a short 
while back,” he said, “and some teenagers 
came up to the stand and asked me whether 
we were going to play ‘old-folks’ music’ 
or were we going to play some rock tunes, 
the Funky Chicken, and things like that. 
I said. ‘Well, just wait, and if you don’t 
like what we play, well, just split!’ By the 
time we got to the second tune, they 
started dancing and second-lining and 
afterwards said: ‘Man, we didn’t know you 
guys played like THAT!’ That made me 
very happy. That’s what I mean about 

getting that Uncle Tom idea out—so peo
ple won’t reject, automatically, music which 
should make them happy and can get 
them dancing and having fun.”

Davenport has a compelling desire to 
record on a good label. Not very long 
ago he started an expensive and ill-fated 
local recording venture and knows the 
need for competent management and pro
motion.

“I’d like to record with the group I 
have now and also with some of the good, 
older musicians in town,” he said. “Maybe 
Louis Barbarin or Santo Pecora, and, of 
course, I’m open to a lot of other ideas. 
I have no records out now, and it breaks 
my heart to turn down as many as 50 
people a night who come to the Paddock 
on tours and want to buy a souvenir rec
ord, and I have to tell them there are 
none available.”

On any given night, Davenport has 
enough ideas to make a half-dozen fresh, 
really good albums. And that supersoft 
Just a Closer Walk with Thee has got to 
be recorded. It is a masterpiece.
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JAMES TAYLOR:
UNSPOILED BY SUCCESS
by Michael Cuscuna

in the first months of 1969, a record
ing by James Taylor was issued on the 
Beatles’ Apple Label. We had all lost our 
initial enthusiasm for that confused com
pany by then, but I remembered a couple 
of fine Taylor songs from a Tom Rush 
album, and listened to the set with great 
expectations.

It was magnificent—an imaginatively- 
produced collection of personal songs by 
an outstanding new singer-songwriter-gui
tarist. The album sold poorly for quite a 
while, to my frustration and amazement. 
Even the presence of Paul McCartney on 
the delightful Carolina On My Mind 
failed to catch the mass ear.

But somewhere, sometime, something 
happened. Talk of his talent spread through
out the music industry, and from musi
cians’ circles drifted out to the public. By 
January, 1970, James Taylor was a mini
legend. Then, Warner Brothers issued 
Sweet Baby James and James Taylor be
came a full-fledged star. It was the first 
time since the folk boom of the early 
’60s that an unamplified singer-songwriter 
had received such public acclaim.

And deservedly. Taylor is a sensitive 
and meticulous guitarist, a personal, ap
pealing singer and a major songwriter. 
Barely in his twenties, Taylor is virtually 
unaffected by his success.

We discussed the dilemma of the artist 
who writes out of personal experience, 
then becomes so famous that he is isolated 
and rarely has an honest relationship with 
new acquaintances.

The lanky, soft-spoken singer explained 
the situation in matter-of-fact terms: “It 
has been ridiculous. If someone has heard 
of me or recognized me, it’s a very strange 
sort of personal block. It’s a prejudice; 
they see me in a certain way. It’s a posi
tive prejudice, but it turns me around. 
There’s something called the difference be
tween the actor and the role. That has to 
exist.

“Sometimes I think about a foreign 
country like Denmark or Tunisia. It’s not 
that people are continually bugging me for 
snapshots or autographs or are tearing my 
clothes off, but it has made a difference. 
It’s hard to meet new people without their 
expecting too much or thinking that I 
have something to live up to.”

The initial wave of success is the hard
est; it carries with it the most difficult 
demands and adjustments. Taylor has been 
working constantly, amazing audiences with 
only his guitar for accompaniment.

“I’ve been really busy, and I haven’t 
got a home yet,” he said. “I need some 
sort of lifestyle. Living on the road isn’t 
very good; you spend half of your life in 
Holiday Inns. So I haven’t been writing 
much. I feel that I’ve been over-exposed 
alsq. Not that too many people are seeing

me, but it gets to be a grind sometimes 
to do a job. Then I feel bad for the audi
ence because they are being sort of cheated. 
Then I feel bad for myself.

“If I give shows, I want them to be 
great shows with great material, instead 
of coming on so often that it’s watered 
down. I like a one-night gig to the same 
audience in a large room, not a huge 
armory or civic hall. The sound must be 
good.”

Taylor would be most happy if it were 
financially and physically possible to pre
sent a show like the one he did at the 
Troubadour in Los Angeles and Carnegie 
Hall in New York. “I worked with a big 
band, five horns and a full rhythm sec
tion,” he explained. His enthusiasm mount
ed as he began to describe the experience. 
“I would get on stage and do half a set 
with my guitar. Then Carole King would 
come on for half a set. She’s a great hit 
songwriter; great piano player too. Final
ly, drums and bass would come out, and 
I would switch to electric. We would do 
the first half of Knocking Round The Zoo 
bv oii'seb'es Then the whole motley crew 
of real fine horn blowers would come on 
stage, jumping and rocking and looking 
funky. And we’d all finish out the song. 
It was a great show.”

Many superior composers in any cate
gory of music feel that performing the 
works of other artists is intimidating. That 
is not the case with Taylor. “I do a lot of 

other people’s songs live,” he says. “Some 
by my brother Livingston. And I do Joni 
Mitchell’s For Free. That’s a real per
former’s song, a lovely song. The first time 
I ever heard that was when we were doing 
a workshop. Joni, Happy and Artie Traum 
and I were on stage, passing off songs in 
round-robin fashion. When she sang that, 
I almost burst into tears.”

It is indisputable that Taylor is a major 
writer. His songs most often deal with 
very personal, autobiographical experi
ences. The case of Knocking Round The 
Zoo is a perfect example.

“I spent nine months at a hospital in 
Massachusetts four years ago, and five 
months in 1969,” he explained. “I was 
working things out mentally. Zoo was writ
ten there. We used to go in the bushes 
and get stoned, then go back to our rooms. 
That’s how that song was written.” His 
experience in mental institutions also in
spired Fire and Rain (about an emotional 
affair that ended in suicide).

His sense of humor is revealed in such 
take-offs as Don’t Loose Your Lip On Me 
and Steamroller Blues. In this age of blar
ing white bands mutilating Willie Dixon 
tunes, Taylor explains that Steamroller “is 
a comedy number, a throwaway song. 
It’s a parody of me singing the blues. 
There’s a lot of blues in what I do, but 
I’m not black, and I can’t sing authentic 
blues, which is a black musical style.”

/Continued on page 30
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BENNY GOODMAN
BENNY GOODMAN TODAY—London SPB 

21: Let's Dance; Sweet Georgia Brown; If I Had 
Yon; Baubles, Bangles and Beads; Stealin’ Ap
ples; I Would Do Most Anything for Yon; 
Turkish March; Sing, Sing, Sing; Goodbye; 
Don't Be That Way; Willow Weep for Me; 
Big John Special; Body and Soul; Poor Butterfly; 
Dear Dave; Roll ’Em; Blue Skies; One O’clock 
Jump.

Personnel: Goodman, clarinet; Derrick Wat
kins, Gregg Bowen, John McLevy, trumpets; 
Keith Christie, James Wilson, trombones; Bob 
Burns, Don Honeywill, Bob Efford, Frank Reidy, 
Dave Willis, reeds; Bill McGuffie, piano; Louis 
Stewart, Bucky Pizarelli, guitars; Lenny Bush, 
bass; Bobby Orr, drums.

Rating: ★ ★ ★ ★

This is the third album of its kind from 
Benny Goodman in 13 years. Tn 1958 
Columbia issued a two-LP set documenting 
a stand in Brussels by an ad hoc Goodman 
band. In 1962 Victor issued a two-LP set 
covering the Russian tour. Now London 
has issued yet another two-LP set, this 
one recorded February 20, 1970 in Stock
holm and representing a European tour.

There are other similarities. All three 
sets are straight concerts, opening with 
Let’s Dance and closing with Goodbye. 
All include One O’clock Jump, Stealin Ap
ples, and the themes. Roll ’Em, Don’t Be 
That Way, Poor Butterfly, and several 
others appear on at least two.

There, I am happy to say, the similarities 
end. Whereas the 1958 and ’62 albums 
documented tours that were more impor
tant for their diplomatic impact than their 
musical fruits, this LP covers a tour whose 
only justification was Goodman’s desire to 
get out and raise a little hell with a group 
of musicians he was very impressed by. 
This may explain why the band sounds 
better than any large group Benny’s re
corded with in perhaps a generation. 
Whereas the Brussels and Moscow bands 
sounded sleepy and apathetic, this group 
plays with a swinging, richly textured and 
joyous enthusiasm. There seems to be a 
greater dedication among these men to the 
brand of jazz Goodman represents than 
there was in the earlier bands. Moreover, 
there is not the diversity of styles and 
musical temperaments here that there was 
before. If you were disappointed by the 
other two LPs, you should dig this one.

The first three tracks are combo work
outs. Georgia kicks off with a gentle 
chorus and attempts to build excitement 
through two subsequent choruses, which 
are flawed by failure to integrate and de
velop ideas smoothly. The last two choruses 
are vastly superior, and give the listener 
a glimpse of BG at his best. He swings 
fiercely, with a solid, steady, and often 
gritty tone that’s uncommonly fiery.

Had You is a typically mellow ballad 
rendition. Baubles features McLevy on 
trumpet, although his style has a delicacy 

about it that often makes a trumpet sound 
like a fluegclhorn.

Apples is the first band track. The reeds 
and brass snap at each other with great 
gusto, and McLevy kicks in with a tart, 
strutting, and often superbly inventive two 
choruses. Benny unfortunately only takes 
the rideout chorus; unfortunate because 
this piece often inspires him to his best 
work.

Willow is a showpiece for Watkins. 
Whereas McLevy is sly and foxy, Watkins 
is both a spectacular and accurate high- 
note man. He plays against a backdrop of 
soaring brass. Big John sounds as good as 
ever, with Goodman heard in a smooth 
release. Body features Burns’ soft, light- 
toned tenor in pretty but not profound 
variations. Skies, Anything, Pearls, and 
Jump are other evergreens that are good 
to hear, and they contain excellent Good
man solos.

Roll ’Em finds the band playing beau
tifully throughout, but Goodman is weak 
—flinging up and down the scale for two 
choruses without developing a single idea. 
The solo is carelessly played, and his tone 
and attack seem remarkably unsteady.

Sing is flawed in two ways. First, Orr’s 
drumming concentrates on the snare rather 
than the high hat. What results is really a 
series of pauses for drum breaks that don’t 
integrate into the arrangement. Gene 
Krupa’s work on this famous number was 
great because it was truly an integral part 
of the whole. Second, Goodman is not at 
his best in his long solo. He probes, tests, 
experiments, and just plain goofs off, but 
fails to stumble on much that’s worth
while. In a sort of musical game of pin- 
the-tail-on-the-donkcy, Benny pokes here, 
there, and everywhere but never really hits 
the target. Watkins fills the old Harry 
James role with a wild and woolly shoot- 
’em-up solo that makes up in sheer brute 
force what it lacks in discipline and con
tent.

Aside from the reservations cited, this is 
very good Goodman, playing with a su
perb band—one, by the way, that returns 
to the old five-brass format of the original 
Goodman band. The few low points in the 
set, you might say, won’t cost you any
thing since London is selling this at a 
two-for-the-price-of-one cost, which makes 
it a great bargain. A 12-page picture album 
is included along with a set of dull liner 
notes, listing neither personnel nor record
ing date.

Goodman reportedly did additional re
cording with this group for the Philips 
Company, and perhaps we can look for
ward to additional releases. Meanwhile, 
this set (which Goodman himself had re
corded) should be a pleasure to all who 

dig good big-band mainstream jazz.
—McDonough

JOHNNY HODGES
A MEMORY OF JOHNNY HODGES—Master 

Jazz Recordings MJR 8107: Get that Geet; Per
dido: That's Grand; Skip It: Hop Skip and Jump; 
Sweet Lorraine; Nix it, Mix it; Jump That's All; 
Mood Indigo; Bean Bag Boogie; Time on Aly 
Hands; Run About; In The Shade of the Old 
Apple Tree; Last Leg Blues.

Personnel: Harold "Shorty” Baker, trumpet; 
Quentin Jackson, trombone; Hodges, alto saxo
phone; Jimmy Hamilton, clarinet (tracks 1, 3, 4, 
7, 8. 11, 12, 14); Don Byas, tenor saxophone 
(tracks 7, 8, 11, 14); Raymond Fol, piano; 
Wendell Marshall, bass; Sonny Greer (tracks 7, 
8, 11, 14) or Butch Ballard, drums.

Rating: * * ★ ★
This is a remarkably spirited collection 

of Ellingtonia from a period that seems 
terribly rudderless in retrospect. Specifi
cally, the time was April and June of 1950 
and the place was Paris. Personnel changes 
had been frequent as the band girded it
self for another European tour. Ben Web
self had recently split from his second tour 
of duty, leaving a vacant tenor chair. 
Freddie Guy had left, leaving the rhythm 
section without a guitar. Tyree Glenn was 
out for good, leaving the old Tricky Sam 
parts in the hands of newcomer Quentin 
Jackson. So for the European tour, Duke 
hired Don Byas for the tenor spot and, re
alizing the increasing unevenness of Greer’s 
drumming, also took along Butch Ballard. 
Oscar Pettiford was another recent de
fector, having been replaced by Wendell 
Marshall, cousin of former Ellington bass
ist Jimmy Blanton.

It was the nucleus of this band that’s 
represented on this fine LP. Of the 14 
tracks, four arc blues and 10 are 32-bar 
forms. Two are Ellington standards, three 
are popular evergreens, and the rest, are 
originals.

Hodges himself is at the top of his con
siderable form, spinning rich, clear, vi
brant improvisations throughout the album. 
The accent is on swinging riff figures 
rather than sinewy ballads, although they 
are represented in at least four selections. 
Time on My Hands is a vehicle for a 
conversation between Hodges and Hamil
ton’s clarinet, as each exchange two-bar 
phrases throughout. Lorraine is done in 
moving fashion with Baker’s trumpet at its 
most elegant. Indigo is good, but not a 
match for the velvety version recorded for 
Columbia (CL 825) the following Novem
ber. Apple Tree oilers Hodges at his most 
beautiful in his counterpoint to the melody 
in the last chorus.

Nix It is a charging swinger with in
spired solo work from Byas. Hamilton’s 
hot, gutty, clarinet is a striking contrast to
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his usual cool, urbane manner. Boogie is 
another especially propulsive number with 
two excellent choruses each from Baker 
and Hodges. Byas is also heard to advan
tage on Jump.

Next to Hodges, the mainstay of this LP 
is Baker, whose warm, rich tone gener
ates flowing, beautifully-organized phrases. 
Jackson also acquits himself with high hon
ors, occasionally catching a bit of the feel 
of Dickie Wells in his ideas.

This is basically an LP of solo prowess, 
some of it delightfully rugged. As Elling
ton small groups go, it’s not in the tradi
tion of the groups of the late ’30s and 
early ’40s, where coloration and mood 
were so supremely captured by close atten
tion to structure. These may be considered 
the precursors of the many marvelous 
sessions Hodges led for Norman Granz 
throughout the ’50s; the free-spirited ses
sions that were so exciting. The sound is 
a trifle shrill and without a great deal of 
depth, but this is the fault of the French, 
not the Americans presently releasing 
these items for the first time stateside.

—McDonough

YUSEF LATEEF________________
SUITE 16—Atlantic SD 1563: Buddy and Lou; 

Down in Atlanta; Nocturne; When a Man Loves 
a Woman; Michelle; Symphonic Blues Suite (7 
Movements).

Collective Personnel: Lateef, flute, oboe, so
prano and tenor saxophones, miscellaneous in
struments; Neal Boyar, vibraharp; Eric Gale, 
Earl Klugh, guitars; Joe Zawinul, Barry Harris, 
piano; Chuck Rainey, electric bass; Bob Cun
ningham, acoustic, electric bass; Jimmy Johnson, 
Albert Heath, drums; Seiwart Clarke, viola; Ker
mit Moore cello; Sweet Inspirations, voices; 
Cologne Radio Orchestra conducted by William 
S. Fisher.

Rating: ★ ★ ★ ★ ★
There are some musical artists who have 

a natural, innate, soulful, bluesy feeling 
and sound.

Yusef Lateefs artistry is of this natural 
breed. This is by no means said to pigeon
hole this great artist whose talent is so 
extremely multi-faceted. He possesses a 
keen musical knowledge and language 
which enables him to bridge a wide span 
of African music, spirituals, blues, bebop, 
avant-garde and the European symphonic 
forms. His musical voice is always identi- 
fiably his own.

Being a performer myself, I have long 
recognized the difficulty a record reviewer 
must face in maintaining a degree of ob
jectivity in his comments. Many factors of 
a particular recording must and should be 
considered: variances in moods of the per
formers; idiosyncracies of a&i men and 
engineers; studio conditions, etc. I con
tacted Lateef, who was very pleased with 
my consideration and concept of reviewing.

The album derives its titles from the 
innovative usage of the 16-track recording 
machine by Lateef on Side One. This en
abled him to dub in the lead voice as well 
as allowing for simultaneous participation 
in the ensemble on some of the tracks.

The album opens with an original, 
Buddy and Lou, inspired by Kansas City 
and Jay McShann. There are three flute 
parts with the oboe lead overdubbed.

Down in Atlanta has flute, tenor sax, 
cello, viola, and a very lyrical and deeply 
spiritual soprano lead. The background is 
reminiscent of Baroque orchestration. A 
visit to the church of Rev. Jasper Williams 

in Atlanta inspired this work.
Nocturne has no recorded doublings and 

was written out of appreciation of the 
Impressionist school. There is an effective 
use of Alberti bass to move from the mel
ody into the improvised section.

When a Man Loves a Woman is done 
very beautifully with flute, tenor sax, and 
oboe lead. The Sweet Inspirations’ vocal 
blendings on this and the other track on 
which they participate arc fantastic. Their 
inclusion definitely adds to the fusion and 
energy projected on this side of the re
cording. The totality of the experience is 
a delight to the listener.

Side One ends with Lateef presenting a 
16-year old guitarist, Earl Klugh, in his 
recording debut. The young man exhibits 
precociousness and promise in his brief 
rendition of Michelle.

The other side of the album is the 
original Symphonic Blues Suite in seven

movements. Lateef refers to this composi
tion as Neo-Concerto Grosso because his 
own interventions come into play in its 
structuring.

The Baroque dance forms are utilized in 
the first and second movements with 
atonal harmonies based on theoretical 
concepts employed by the modernist Karl
heinz Stockhausen (i.e. no major or minor 
3 rds, no perfect 5ths, no dominant 7ths 
and no diatonic progressions).

The third movement. Blues, employs the 
12-measure Afro-American blues form with 
excellent tenor sax and crisp, swinging 
percussion work from Albert Heath. This 
is followed by a 12-tone Variational Inter
lude with pianist Barry Harris improvising 
freely against a conducted 5/4 meter for 
the orchestra. Harris’ performance here 
should dispel those printed rumors of his 
talent lying only in the bebop vein. His 
creativity defies categories.

The Passacaglia and Chorale movements 
are treated in the style of Bach and the 
Baroque form. The final movement re
turns to an extended blues form with a 
short coda built in the 12-tone fashion.

Lateef informed me that the entire Suite 
was recorded in one take: a tribute to 
the composer and the excellence of the 
Cologne (Germany) Radio Orchestra un
der the baton of William S. Fischer. The 
quality of the recording by the engineers 
is superb, and also merits mention.

This album is a must, and shows the 
ever-expanding musical language of a 
truly great artist—Yusef Lateef.

—Ridley

JAMES MOODY_______________
THE TEACHERS—Perception PLP 6: The 

Teachers; Rest Sweetly Brother Dove; Unchained; 
The New Spirit; Hello, Goodbye (Right On 
Brother Beatles); Behind Every Good Man; Street 
Tatk Suite.

Personnel: Moody, soprano, alto, tenor saxo
phones; Richard Meisterman, trumpet; Michael 
Gibson, John Huston, trombones; Joe Brazil, 
tenor saxophone; Howard Wyeth, piano, organ, 
drums; Barry Lazarowitz, drums, timbales; Otis 
Smith, percussion; Paul Dickler, guitar; William 
Chelf, piano (tracks 2, 6); Bill Elmiger, bass 
(tracks 4, 5); Clint Houston, bass (tracks 2. 6); 
Adam Ippolito, tuba (track 7); Steve McCord, 
guitar (tracks 4, 5); Paul Petrucelli, bass (tracks 
3, 7); Jay Silva, Jay Thomas, trumpets (tracks 
4, 5); Bob Summers, trumpet (track 1); John 
Trivers, bass (track 1); Chip White, drums 
(tracks 2, 6).

Rating: ★ ★ ★ ★
This coming together of Moody and a 

jazz-rock group called The Albert is stim
ulating and interesting. Moody is heard in 
settings created by members of the band; 
Wyeth, Huston, and Gibson wrote most of 
the arrangements.

Moody composed Unchained and Be
hind. His growth as a writer may be un
justly overshadowed by his skill and fame 
as a master of reeds. That fame is un
likely to be diminished by this album. His 
first recorded soprano sax work was on the 
excellent The Blues And Other Colors LP 
(Milestone 9023) of last year. He has the 
instrument even more tightly under con
trol now, and his playing on Sweet Talk 
confirms him as a worthy successor to 
Bechet. He doesn’t use Bechet’s wide vi
brato, but the joyous spirit is similar. In 
the final selection of Sweet Talk, over a 
tango-like rhythm reminiscent of some of 
Jelly Roll Morton’s “Spanish tinges", 
Moody plays a delightful paraphrase of 
Alphonse Picou’s High Society solo. He 
seems to have absorbed a good deal of 
New Orleans. There’s also an evocation of 
days gone by in the stop-time breaks of 
Behind.

But overall the album has a contempo
rary sound. Fuzz guitar, electric bass, a 
Blood, Sweat&Tears brass sound, and 
Moody’s use of a multi-vider all have 
prominence at one point or another. In 
Suite, after a soprano introduction stately 
as a Mozart minuet, and a gospel inter
lude, there’s a free section complete with 
electronic effects and unfettered Moody a 
la Ornette Coleman. The brass writing by 
Wyeth and Huston and Gibson’s on Hello 
is excellent. Gibson achieves something of 
an Ellington effect with Gil Evans touches 
on the title piece and concludes it with a 
series of Brahmsian chords.

The Albert plays this music with the 
intensity, commitment, and grace the best 
big bands achieve on their good nights. 
The band swings, and its members are 
dynamically-attuned to one another.

There’s a great moment on Unchained 
when Moody plays a flute duet with him
self via dubbing. This sort of thing can be 
disastrous, but it comes off beautifully 
here.

There’s one disappointment. Moody en
counters some heavy-handed and unsym
pathetic drumming in the final choruses of 
Behind. The performance loses its mo
mentum and is faded into indistinction by 
the engineer. Considering the high level 
of the rest of the album, another take 
would seem to have been advisable.

—Ramsey
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PINK FLOYD__________________
ATOM HEART MOTHER—Harvest SKAO-362 : 

Atom Heart Mother (Father's Shout); Breast 
Milky; Mother Fore; Funky Dung; Mind Your 
Throats Please; Remergence; If; Summer '68; 
Fat Old Sun; Alan’s Psychedelic Breakfast (Rise 
and Shine; Sunny Side Up; Morning Glory).

Personnel: Richard Wright, Roger Waters, Dave 
Gilmour Roger Mason, unspecified instruments; 
unidentied orchestra and chorus.

Rating: ★ ★ ★ >/2

EKSEPTION
BEGGAR JULIA'S TIME TRIP—Philips PHS 

—600-348 : Ouverture; Prologue; Julia; Flying Pow
er; Adagio (Albioni); Space I (J.S. Bach); Italian 
Concerto (J.S. Bach); Concerto (Tchaikovsky); 
Space II; Pop Giant; Space HI; Feelings; Epi
logue; Finale: Music For Mind/Theme Iulia.

Personnel: Rein Van Den Broek, trumpet, 
fluegelhorn, pocket trumpet; Eric Van Lier, 
trombone, tuba; Dick Remelink, flute, soprano, 
tenor saxophones; Tony Vos alto, soprano saxo
phones, tonytone, electronic effects, percussion; 
Rick Van Der Linden, piano, spinet, Hammond 
organ, pipe organ, mellotron, xylophone, per
cussion: Cor Dekker, bass; Dennis Whitbread, 
drums, _ kettledrums; Michel Van Dijk, vocals, 
percussion; Linda Van Dyck, voice.

Rating: ★ ★★★'/?
Pink Floyd and Ekseption are, at the 

least, intriguing: pop artists with a classical 
bent, each creating a music with distinct 
personality, and both quite difficult to 
criticize.

For one trauma, my experience with 
European composers is limited, as is my 
knowledge of concerto structure and such 
—but at least “I know what I like”. 
Otherwise, both ensembles play what I 
would term a sort of “head” music (not 
to be confused with psychedelia); that is, 
a music suited especially for a chamber 

concert medium—and thus the listening 
concentration required to witness both LPs 
is rather intense. Whatever, Pink Floyd 
and Ekseption offer on their current albums 
some of the most unique and engaging 
sounds in some time.

To me the previous Pink Floyd date, 
Ummagumma, proved in one perspective 
the most startling release of last year: a 
for-once expert adaptation of electronic 
techniques to rock (both live and in a 
studio), plus a disarming and unexpected 
musical sensitivity throughout. But Atom 
Heart Mother is less appealing somehow 
(although I suspect because I now have 
higher expectations of the band), perhaps 
in that the collectively-composed long title

suite docs remind me of the real thing: 
notable textures well-directed through many 
colorful tangents (a strong orchestral 
theme with variations by a scatting chorus, 
a small string ensemble, a lyrical rhythm 
section with an especially fine electric gui
tarist, and the mandatory electronic col
lage)—yet too often the whole seems 
dispassionate, almost too “straight” for my 
blood.

But then, the second side surprises with 
soft ballad moods, featuring separate 
Waters, Wright, and Gilmour, then con
cludes with easy instrumental interludes 
among the sounds of early morning kitchen 
scuffling on Breakfast. Again, the musical 
sense of Pink Floyd is uncommon, par- 

ticuarly that of Richard Wright, whose 
Summer ’68 is the highlight of this album 
as was his spot on Ummagumma—all of 
which adds up to a quartet of imaginative, 
always fascinating musicians.

Ekseption, on the other curiosity, are 
Dutch (Pink Floyd are English), and just 
as they personalized such divergent tunes 
as by Beethoven, Saint-Saens, Gershwin, 
Bobby Timmons, and Jethro Tull on their 
previous date, on this LP they offer special 
illuminations: an evocative excursion from 
Albioni and Bach through Tchaikovsky 
and into the present and beyond, with 
tastes of jazz, rock electronics, and what
ever else along the way, all ordained by 
Rick Van Der Linden. Really, I am at a 
loss to describe the piece (and it assumes 
the entire album), other than to note the 
incredible sense of a whole from essen
tially disparate parts—truly, Van Der 
Linden exhibits a remarkable genius for 
both structure and energy. The precision of 
the music is strong yet spirited, moving 
quickly and always with a natural pace 
from often opposed textures (baroque pipe 
organ into rock and the like), played with 
command and grace, and still never so 
“serious” as to lose interest.

And so to me Beggar Julia’s Time Trip 
becomes very important: not only as an 
album that vitalizes the classical essence I 
generally despise (that proverbial “long
hair” snobbery), but also as a perfect 
bridge between two sadly estranged musical 
cultures.

Finally, if Zubin Mehta were to attempt

She recorded 60 of the world s greatest vocal blues records 
without a microphone.

When Bessie made her early 
recordings the microphone 
hadn't even been invented.

Her 5-ft. 9-in. 200-pound 
body would send a booming 
voice through a cone - shaped horn 
which activated a stylus that cut 
the master.

But even this crude way of 
recording could not distort the 
genius of Bessie's voice. Her pitch 
was considered phenomenal. She 
could hit a note right in the 
middle and shade a vowel a 
thousand different ways.

t

BESSIE SMITH 
----- EMPTY BED BLUES

WEEPING WILLOW BLUES 
ME AND MY GIN/SLOW AND EASY MAN 

RAINY WEATHER BLUES 
POOR MAN'S BLUES; ond many more

Sixty songs exist today that 
Bessie recorded without a micro
phone. All are included on five 
two-record albums which con
tain all 160 recordings (existing) 
of her voice.

The third album of this series 
has just been released,called 
"Empty Bed Blues." It contains 
31 songs made by Bessie during 
the years 1924 (pre-microphonc) 
and 1928.

"Bessie didn't mess with the 
mike'' John Hammond, executive 
producer of these albums, re
cently said in a national maga
zine. "She had to come up 
before the days of the micro
phone so she developed a pair 
of pipes you couldn't believe."

Fortunately,because of these 
albumsjohn, we can believe. We 
can believe.

On Columbia Records

" ''C01UM8IA ^MARCASREG PRINTED« USA
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Clarinetists and saxophonists who care 
about good music care about the reed they 
use. That's why La Voz reeds are in such 
demand. La Voz reeds are fashioned from 
the highest grade cane available. And La 
Voz ages its cane from 3 to 4 years before 
it even becomes a reed. The special La 
Voz manufacturing process calls for pre

THE PRIDE OF
THE PROFESSIONALS:

RELAX-U” THRONE
Name

Address

City___________ State & Zip

No. 839
DRUM THRONE

$3975STRONG tubular legs 
angled to sit perfectly 

flat and solidly on floor.
COMFORTABLE seat is 13” in 

diameter, heavily padded with / 
thick foam cushion for hours A 

of playing comfort. //
ADJUSTABLE threaded knurled // 

nuts lock height in wobble-free // f
slip-proof position on rugged A

threaded solid steel rod. //

SEND FOR FULL COLOR CATALOG

Jf/¿/l/t/l A CCM COMPANY

SLINGERLAND DRUM CO., Dept. DB1
6633 N. Milwaukee Ave.; Niles, III. 60648

COMPARE THIS HUSKY “RELAX-U” 
DRUM THRONE FOR COMFORT 
AND STABILITY 
WITH ANY 
OTHER 
MADE /

cise craftsmanship and hand-grading to 
exact tolerances. We also inspect each 
La Voz reed many times to assure supe
rior performance. With all that built-in 
quality, shouldn’t our reed be your reed?

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

his classical/rock fusions again, he would 
do far better to collaborate with compatible 
creators like Pink Floyd and Ekseption 
(along with Zappa), and leave Santana 
and his other former associates back on 
the street. —Bourne

LEON THOMAS
THE LEON THOMAS ALBUM—Flying Dutch

man FDS-132: Come Along; I Am; Bag's Groove; 
Um, Um, Um; Pharoah's Tune (The Journey).

Personnel: Ernie Royal, trumpet; Billy Harper, 
tenor saxophone; Jerome Richardson, alto saxo
phone; Howard Johnson, baritone saxophone; 
Donald Smith, James Spaulding, flute; Arthur 
Sterling, piano; John Williams Jr., Bob Cunning
ham, bass; Billy Cobham, Roy Haynes, drums; 
Sonny Morgan, African oboe, bonogs; Richie 
Pablo Landrum, conga; Gene Golden, bongos; 
Thomas, vocals, Thailand flute, Mindewe flute, 
Ecuador Freedom flute, bells, maracas.

Rating -.•k-kVi
Leon Thomas remains somewhat of an 

enigma, for although he is associated with 
the avant, his style is nonetheless quite 
traditional, despite the hype. And yet in 
becoming an underground star of sorts, 
like Pharoah Sanders, Thomas may be 
able to develop a broader audience for 
more intense black music by offering his 
very appealing quasi-mystical ultra
rhythmic sounds. Nevertheless, the con
stancy necessary to maintain a good fol
lowing may eventually prove slightly a 
downfall; that is, repetition breeds tedium 
without enough exciting variation. And 
again like Sanders, Thomas has begun to 
sound too much like himself too often.

Somehow the sensual African overtones, 
the peace/love poetic evocations, even the 
dynamite scat yodels, which surely defined 
much of the beauty on Sanders’ dates like 
Karma and Jewels of Thought and on 
Thomas’ excellent solo LP, Spirits Known 
and Unknown, attains surfeit on the cur
rent date, as Thomas seems to be simply 
re-doing successful musical formulae. Still, 
Thomas is a dynamic vocalist even when 
least interesting, so that The Leon Thomas 
Album is indeed enjoyable, in spite of my 
varied reservations.

Certainly the three short tunes are the 
most disappointing: Come Along with 
merely okay calypso/r&b (reggae?); I Am 
with a dedication to black women and a 
quick philosophy (“I am that I am”) but 
sounding like a silly Rudolph Friml oper
etta ditty; and Bag’s Groove with swing 
and scat very much a la Jon Hendricks. 
Um, Um, Um then follows live with cutesy 
rapping and demonic yodels, but at the 
last is rescued only by much percussion 
and tough Spaulding flute.

And so it is ultimately Pharoah’s Tune 
which makes or maybe breaks the album, 
for the long piece offers Thomas and co
horts at both best and worst: extended and 
evocative, the rhythm constant and com
pulsive, the horns darting, and Thomas 
crooning at full charm and passion, both 
yodeling and in his verse (very similar to 
that on The Creator Has a Master Plan)— 
but again sadly over-familiar.

Finally, I am sure that in the presence 
of performance, as I well know from ex
periencing Thomas in concert, even his 
most overt cliche would overwhelm my 
senses—but as good as he may be on this 
album, somehow “I’ve heard it all be
fore ...” —Bourne
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OLD WINE- 
NEW BOTTLES

PIANO ROLLS ON LP
Various Artists, Parlor Piano, Biograph 

1001Q
Rating: ★ ★ ★ ★ ★

Fats Waller (1923-24), Biograph 1002Q 
Kating: ★ ★ ★ ★ ★

James P. Johnson (1917-21), Biograph 
1003Q

Rating :★★★★★
Jelly Roll Morton (1924-26), Biograph 

1004Q
Rating :★★★★★ 

James P. Johnson, Father of Stride
Piano, Sounds 1204 

Rating: No Stars 
In the past dozen years, there have 

been single albums of piano rolls presented,

more or less, as novelties—Barbary Coast, 
with their campy nickelodeon Plink, Plank, 
Plunk, for one—as well as increasingly 
serious assortments from Fox Movietone, 
Victor (both carried the Gershwin rolls), 
Folkways (produced by Tremor Tichenor), 
Riverside, VJM, and Dot, who used the 
hotcha format for a series of LPs of rolls 
from pianist Johnny Maddox’ collection. 
A wealth of material has lain for years 
in private collections, largely untapped 
and ignored, and at last something is being 
done about it.

Biograph has commissioned Mike Mont
gomery (who, incidentally, now owns the 
meat of Maddox’ extensive collection) to 
produce a definitive series of albums by 
the major jazz keyboard artists of the 
piano-roll era. Permission was obtained 
from the QRS Company, a pioneer still 
active (their catalog contains many cur
rent tunes) in the field, for this project; 
these are legitimate reissues. Montgomery 
chose, programmed and edited (extra notes 
were frequently added to rolls after initial 
cutting by the companies when they felt 
it would enhance a performance; in most 
cases these have been removed, returning 
the renditions to their natural state) the 
rolls, chose the tempos and pumped the 
pedals himself, on a piano fine-tuned for 
the occasion, over-saw the mastering and 
wrote the liner notes and rollographical 
data for each LP.

It is a labor of love, and an expert, 
thorough one; Mike is the Dr. Christian 
Barnard of piano rolls (this is not meant 

to slight Tichenor; both are Foremost 
Authorities).

Piano rolls seem to affect the jazz col
lector in either an oh-boy or a ho-hum 
way. The mechanics of cutting rolls pre
clude the “human edge” found in “live” 
piano recordings of the day, yet this nega
tive aspect is balanced by a positive one: 
almost any cassette recorder, even, can 
make a higher fidelity recording than could 
the pre-electric processes in studio use dur
ing the decade or so of greatest roll-making 
activity. You have a choice of very low-fi 
78s, or rolls in highest-fi. But before 
choosing, think of being able to hear, 
without straining, every note, clearly.

These albums were produced for the 
jazz collector, not the dilettante or the 
sound fanatic who’d rather hear the op
erating noises of the piano than the music 
itself. The rolls are arranged chronologi
cally, in order of release date (recording 
dates have been lost), with the informa
tion for each roll given just as it appears 
on the original box, and additional data, 
where known, added in parentheses. Proper 
tempos have been carefully researched 
(quite a contrast to those old Riverside 
LPs) and each disc plays over 40 minutes.

All previous Morton roll collections, 
even the recent Swaggie, hereby become 
obsolete, for not only is the sound quality 
500% better, but there is a previously- 
unissued roll (Tom Cat). (Sweet Man and 
Tin Roof Blues are allegedly genuine Mor
tons, but they seem—to me, at least—an 
attempt by another pianist to simulate 
Morton’s style, by suggesting rather than 
copying some of his standard licks.) 1003 
is the first of five Johnson LPs, and re
maining Wallers surely will appear in the 
next round, as will additional collations 
by the less prolific pianists, as those on 
1001. Haitian Blues is the only duplicated 
track throughout the four discs.

Five stars for the Biographs, for a job 
masterfully done. Finally, whether you 
purchase none or all, at least dig the 
albums’ covers. 1001 carries a reproduc
tion of a QRS ad that lists many of the 
rolls “reissued” here; the others are rust- 
toned still lifes that defy adequate descrip
tion but complement perfectly the pro
fessionalism of the entire production.

The Sounds LP is/was an ill-timed entry 
into the bootleg arena, coming on the 
market just days before the Biographs 
and probably making some early buyers 
pretty sore. It’s an unfortunate animal in 
almost all ways: an untuned piano was 
used (that’ll please those dilettantes); the 
album title was lifted verbatim from Co
lumbia CL 1780; though well-written, the 
“pop” liner notes contain no specific roll 
data; there is no list of titles on front or 
back, requiring violation of the shrink
wrap on early released copies (later copies 
have a small paste-on, with titles and 
roll-source credits, on the shrinkwrap it
self!); and, as if all that were not enough, 
the poor devil is doomed to obsolescence 
in infanthood by the Biograph project. No 
stars, under the circumstances.

Finally, a word of thanks to QRS for 
having the great thoughtfulness and fore
sight to acquire the material of so many 
other roll companies and thereby consoli
date one of America’s great musical leg
acies. —Wayne Jones

Just look at the expression 
on Eric’s face and you will 
know how he feels about 
his new Ovation.

It’s got the NEW sound; 
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blindfold test / DONALD BYRD
by
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er The life style of Donald Byrd has altered dramatically during 
the past decade. After his touring years as a jazzman (with 
Max Roach, Art Blakey and his own group), he became deeply 
involved in both teaching and studying, ultimately earning an 
M.A. from the Manhattan School of Music.

Immersed in Afro-American history and culture, he is now 
Chairman of the Black Music Department at Howard University 
in Washington, D.C. “When I started there in 1968,” he says, 
“I had just three classes: musical history, a seminar and a jazz 
band. I have continued to expand; there are six now and even
tually I plan to offer as many as 18.”

Among the classes lately added to his curriculum is one 
called “Legal Protection of Music, Literature and Art.” To 
better qualify himself to teach this course, Byrd enrolled last 
year as a student in Howard’s law school.

Somehow he still finds time to play occasional club dates and 
record sessions. His recent album, Electric Byrd, was a highly 
innovative set employing all the new tonal textures that modern 
technology can provide.

This was, to put it mildly, a belated return date. Byrd’s pre
vious Blindfold Test was published in the June 26, 1958 issue.

1. STAN KENTON. Granada (from Live at 
Redlands University, Creative World). Augustin 
Lara, composer; Bill Holman, arranger; Warren 
Gale, Jim Kartchner, trumpet solos.

I didn’t like it . . . from a compositional 
standpoint ... I really didn’t like any of 
it at all. The composition is a very hack 
type of thing; the tune is tired. The orches
tration was terrible, nothing in it at all 
because it was just a bunch of block 
chords, there was no contrapuntal writing. 
The band didn’t seem to be that well in 
tune; the soloists sounded like a combina
tion of Lee Morgan and Freddie Hubbard 
playing very badly. The screeching effect 
. . . that whole musical syndrome is fin
ished. You know, playing notes like that 
just for the sake of playing, is purely the
atrical and, today, ineffectual.

It was just generally boring; the rhythm 
wasn’t anything spectacular. Probably from 
the standpoint of largeness, just being a 
big band sitting on the stage, probably 
doing some 1930 effects . . . but that’s 
about all. It’s mass hysteria, to me.

It sounded compositionally—like Stan 
Kenton-Ted Heath, that ’50s type of thing, 
only done very badly. No stars.
2. JOHNNY COLES. Heavy Legs (from Little 
Johnny C., Blue Note). Coles, trumpet; Leo 
Wright, alto saxophone; Joe Henderson, tenor 
saxophone; Duke Pearson, piano, composer. Re
corded 1964.

That sounded like Duke Pearson on 
piano, and the trumpeter sounded a bit 
like Johnny Coles. The tenor saxophone 
player sounded like Clifford Jordan; occa
sionally it had some stuff like Joe Hen
derson, but I don’t think it was Joe. The 
alto saxophone player eludes me.

It was uninteresting . . . Let me qualify 
myself; I’ve been listening to so many 
acoustical things that it would be unfair 
if it was an older record. If it was a late 
release, it’s a drag, but if it is an older 
recording, I’d make allowances. It really 
sounded like some white west coast band 
would have sounded—and wouldn’t even 
have sounded good—in the middle ’50s. 
It just sounds uninspired.

In the rhythm section, I was trying to 
identify, but it was just straight-ahead 
rhythm with nothing in it; it was obviously 
a studio session. I wouldn’t rate that one 
either.

3. TIME-LIFE ORCHESTRA. Things Ain't What 
They Used To Be (from The Swing Era, 1944-5, 
Time-Life). Billy May, leader; Mercer Ellington, 
composer; Shorty Sherock, trumpet; Joe Howard, 
trombone; Les Robinson, alto saxophone; Ray 
Sherman, piano; Nick Fatool, drums.

I like that one; it sounds like Duke 
Ellington—sounded like Johnny Hodges in 
there. The only thing I didn’t like about 
it was that the tempo dragged. It started 
out much better, then as it got into the 
trumpet and trombone solos, it really 
started dragging.

But the orchestration was very good. I 
would say if it hadn’t been for the tempo 
dropping—for which I would take off one 
star, because to me if you don’t have a 
good drummer, you don’t have a good 
band. Another thing is, I could hear that 
arrangement maybe opened up, and under 
other conditions, say a live performance 
of that, where they could really stretch 
out and do their thing, it would probably 
really be a bitch. It was too short, and 
they didn’t really get a chance to get into 
their thing, but it was basically very good. 
Four stars.

4. ORNETTE COLEMAN. The Circle With A 
Hole In The Middle (from The Art Of The Im
provisers, Atlantic). Coleman, alto saxophone, 
composer; Don Cherry, cornet; Charlie Haden, 
bass; Billy Higgins, drums.

That was very interesting; Ornette and 
Don Cherry. I don’t know whether it was 
Billy Higgins—the first group, I can’t re
member. I have a lot of impressions from 
that. I remember one time in Chicago I 
was listening to a recording of theirs, and 
it sounded like a distorted impression of 
Charlie. Parker and Miles Davis years ago.

From the standpoint of musicality, for 
being creative and imaginative, I would 
give it five stars; but when the academician 
creeps in on me, I would give it no stars. 
In other words, the trumpet and saxophone 
are well established instruments, and I 
think that if you wanted to dismiss the 
tradition of musical instruments, then I 
would say it’s the greatest. But when I 
think back to how old the instruments are 
and what has been done, I don’t think you 
have to necessarily distort it; the same 
thing they were achieving could have been 
done very honestly if they had been really 
more proficient on their instruments. To 

play strange lines, atonal lines or an 
aleatory type of music, you don’t really 
have to distort it. It can be articulated 
with definitiveness, if you are proficient 
on the instrument. . . .

Now, it depends upon what standards 
you want to use in judging this. If you 
want to say this is a very individual, very 
personal type of thing, I’d say yes. But I 
don’t really think that’s the case, and I’m 
thinking from the standpoint of sincerity 
and honesty. The same thing could have 
been done with integrity. Integrity may be 
a bad word, because I know Don, and I 
know he believes in what he’s doing . . . 
possibly accuracy would be a better word. 
Like I said I would rate it five stars . . . 
but as far as accuracy is concerned, no 
stars.

5. DON ELLIS. Open Beauty (from Electric 
Bath, Columbia). Ellis, composer, trumpet; Ray 
Neapolitan, Frank De La Rosa, Dave Parlato, 
basses.

A couple of statements I’d like to make 
about that. Opposed to what most people 
might think, jazz has a tradition; that was 
not jazz music. It was like a mixed bag of 
things. It started out with a certain type of 
theme, which it didn’t keep—it was very 
nice, double-stop playing on the bass, and 
the introduction of the different instruments 
in a sort of contrapuntal effect. However, 
the improvisatory part of the soloist wasn’t 
in keeping with the rest of it.

After the introduction, it just didn’t 
hang together; it became boring . . . that 
glissando effect of the trombones was noth
ing. If they’re going to be atonal, the 
harmonization should also be atonal. I’m 
not necessarily saying that that was atonal. 
But when he got into using the echo effect, 
he would have been better off using an 
electro-plex. It just sounded like somebody 
playing around trying to figure out certain 
effects. It sounds rather like the Herbert 
L. Clark trumpet trio played in the De
bussy or Ravel type of concept.

It’s Don Ellis, and I think he’s a good 
trumpet player. Jazz trumpet player? No! 
I’m really amazed at Don, I think that is 
terrible. If that is indicative of the type 
of music he’s playing, he should abandon 
it instantly. It’s not even worth rating.
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Stan Getz
Chat Qui Peche, Paris, France
Personnel: Getz, tenor saxophone; Eddy Louiss, or
gan; Rene Thomas, guitar; Bernard Lubat, drums.

Undoubtedly, Stan Getz and his Euro
pean sidemen gave the beginning of the 
new jazz year some of its most beautiful 
Parisian nights. Indeed, the saxophonist 
played with a fervor, an enthusiasm, and 
an imagination which recalled the Getz of 
the “Story ville” LPs: of Signal, Hershey 
Bar, Mosquito Knees, and Pennies From 
Heaven (even more so since Rene Thomas 
is in the line of Jimmy Raney).

He always passed from romanticism to 
expressionism, from dream to vehemence, 
refusing to let himself be fenced in by one 
style only, as if it were too small for his 
talent. After the period “Brothers sound” 
came the time of torrid flights, of frenetic 
pursuits: Stan, one forgets too often, was 
in his way one of the forerunners of hard 
bop.

In the same manner, today he gives us 
a music to listen to which sets itself at the 
opposite end of Sweet Rain even if it 
borrows its themes (the very beautiful 
Liiha by Chick Corea, for example). Big 
and authoritative, the lyricism has no 
longer any need of prettiness to manifest 
itself. Indeed, the phrase remains very 
melodious, even very singing, but it avoids 
letting itself be caught up in its own se
duction; from it rises a haughty beauty 
which makes a statement instead of mere
ly insinuating. Let us say, by metaphor, 
that, in the Getzian course, the male and 
female phases follow one another.

It is a male phase which extends itself 
at the moment: the sound is powerfully 
sonorous, the rhythmic aspect of the 
phrase is enhanced, the fast tempos are 
often provocative.

Each saxophone improvisation illustrates 
a generous eloquence capable simultane
ously of roundness and sharpness. Getz, of 
course, does not renounce tenderness, but 
he does not miss any opportunity to imply 
it, leaving it the narrowest opening from 
which to expand (a certain sound quality, 
for example).

He received tailor-made support from 
the Eddy Louiss Trio. In fact, another ar
ticle would be needed to speak of these 
three men. So I’ll only say that Bernard 
Lubat played with drive and power; that 
Rene Thomas improvised at his best: re
laxed, inspired, happy to be there and 

sculpting beauty with perfect ease. As for 
the organist, I have been a fan of his for 
a long time. Here, I shall only add that if 
I hadn’t been, I would be now for all he 
did at Stan’s side night after night: his 
unyielding originality, his never-ebbing in
vention, his fire, his thirst to play and his 
unshakable love of the music. Eddy “Fats” 
Louiss: even behind Thomas Waller, be
hind Theodore Navarro, it is not too much 
to call him that.

In French, Getz told me: “Eddy est 
formidable!” And in his own language, he 
added: “He is one of the most marvelous 
musicians I know.” And Stan Getz, called 
“The Sound”, knows many marvelous mu
sicians and does not have a reputation for 
being an indulgent critic.

—A lain Gerber

History Of Soul
St. Peter's Lutheran Church, 
New York City
Personnel: Louis Metcalfe, trumpet, leader; Herb Hall, 
clarinet; Red Richards, piano, vocal; Frank Skeete, 
acoustic bass; Buck Jones, electric bass; Tommy Ben
ford, Walter Conyers, drums. Guests: Rae Harrison, 
vocal; Sam Wooding, piano.

As a regular attendant at the weekly 
Jazz Vespers at St. Peter’s since moving to 
New York in mid-1967, I could not help 
observing that the musical fare on these 
occasions has been mainly modern jazz, 
with a good showing by the avant garde as 
well. Sometimes, it would reach back to 
the swing era, but no further.

This historical gap was filled recently 
when Pastor John Gensel introduced a 
gathering of jazz veterans, including sev
eral members of a group that used to go 
under the name of Pioneers of Jazz.

Headed by Louis Metcalfe, a trumpeter 
from St. Louis—a town well known for 
producing great jazz trumpet players— 
they put on a performance much like a 
miniature festival.

Metcalfe, a veteran of such bands as 
Sam Wooding, Duke Ellington, Charlie 
Johnson, Jelly Roll Morton and Ki'ng 
Oliver, still blows one of the great hot jazz 
trumpets. On drums was Tommy Benford, 
well remembered from so many of the best 
Jelly Roll Morton Red Hot Peppers sides. 
He also worked with, among others, Fats 
Waller and Edgar Hayes, and was in 
Europe with Willie Lewis in the ’30s, re
cording in Paris with Coleman Hawkins 
and Benny Carter.

Both in their 60s now, these men out

play musicians young enough to be their 
grandchildren. But if age is a criterion— 
and in a way, it is—they were outdone by 
septuagenarian Sam Wooding, whose once 
world-famous band at times included Tom
my Ladnier, Doc Cheatham, Metcalfe, Al 
Wynn, Herb Fleming, Garvin Bushell, 
Gene Sedric, and many other stars of 
1920s jazz. Today, Wooding is more into 
pop music than jazz, performing show 
tunes with his partner, Rae Harrison, a 
good, belting singer.

The clarinetist was Herb Hall, younger 
brother of Edmond Hall. Though his style 
is as different from the traditional liquid 
New Orleans clarinet as Edmond’s was, he 
is his own man. Having worked with Don 
Albert’s big band and groups led by Sam
my Price, he has assimilated much of the 
Texas jump style into his playing. His fea
ture, Memphis Blues, was one of the high
lights of the afternoon.

Younger players such as Richards, 
Skeete, Jones, and Conyers completed the 
group. They went through what Metcalfe 
termed “A History of Soul”, beginning 
appropriately enough in church with Just 
a Closer Walk With Thee, and continuing 
with a Richards boogie-blues, a ragtime 
version of Muskrat Ramble, Hall’s Mem
phis Blues, and Metcalfe’s improvisation on 
Sugar Blues.

A tribute to Louis Armstrong, Someday, 
was well sung by Richards, and a bow to 
Ellington, Caravan, had Metcalfe in the 
lead. We then arrived at bebop with a 
version of Groovin’ High, which sur
prised not only in Metcalfe’s ability to as
similate the style but also in Benford’s 
demonstration of his knowledge of bop 
drumming. (What Jelly Roll would have 
said is probably unprintable.) Rock, as 
represented by Herbie Hancock’s Water
melon Man, came off well, if not as con
vincingly as the rest of the program.

It all ended with The Saints. It had to. 
There was no other way. With two basses 
and two drums alternating twos, fours, 
and three-and-one-halfs, Metcalfe con
ducted like a hip Stokowski, and left the 
audience screaming for more.

Over coffee with Pastor Gensel, we 
discussed the fact that this had been the 
first traditional venture at Jazz Vespers, 
and he pointed out that he had tended to 
depend on musicians he knows personally, 
and just wasn’t acquainted with that many 
older players. I think that will be changing. 
The roots of jazz are beginning to show at 
Vespers. —Joe H. Klee

Freddie Hubbard
Wesleyan University Chapel, 
Middletown, Conn.
Personnel: Hubbard, trumpet, fluegelhorn; Junior Cook, 
tenor and soprano saxophones; Kenny Barron, piano; 
Mickey Bass, acoustic and Fender basses; Louis Hayes, 
drums.

This was the last concert in the jazz 
scries at this sequestered campus located 
in the valley beside the Connecticut River. 
The juxtaposition of Pharoah Sanders, 
Ornette Coleman, Ken McIntyre and Fred
die Hubbard to Middletown, Connecticut 
seemed quite unlikely, but it happened.

Hubbard was the first trumpeter to ap
pear in this series, something which seems 
odd in itself. Maybe it’s true that sax 
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players are trying to do a thing to trum
peters. (Only a joke, sax players!) It did 
seem fitting that the sole trumpeter should 
be Hubbard, because this program had 
been quality all the way. And certainly 
Hubbard is at least one of the best, if not 
the best, of young trumpeters around.

There are a lot of really good musicians 
performing today. People who feel com

Freddie Hubbard: “. . . great chops, unique 
hand dexterity, and a superb musical mind.”

fortable with their horns, people who are 
called virtuosos for one reason or an
other, people who can negotiate a score 
or who can blend well with musicians to 
succesfully pull off a difficult arrangement. 
But Hubbard is on another level.

If you have any doubt about this, listen 
to his improvisations. Listen to his se
quences of notes. The people who can 
really play rarely rely on centers for 
security. They play intervallic relationships 
which are difficult to hear and have 
very little tonal continuity. Then there’s 
time and phrasing: creating shapes which 
are sometimes jagged, sometimes smooth, 
sometimes conical, sometimes plane-like. 
But the really exceptional musicians put 
this all together to create an experience, 
and Freddie Hubbard is a truly excep
tional musician.

The concert started about an hour late 
and lasted 3M hours with a short inter
mission. The chapel was packed and the 
gathering was enthusiastic, as it had been 
for the three preceding concerts.

Hubbard’s portfolio for this concert 
ranged from the serenely beautiful Black 
Angel by Kenny Barron to the rollicking 
Red Clay. Piece after piece after piece, 
Hubbard played flawlessly. Switching from 

trumpet to fluegelhorn, he demonstrated 
great “chops", unique hand dexterity, and 
a superb musical mind. (It’s how he co
ordinates all of this.)

Barron had a solo shot on Black Angel 
which ended with a pulchritudinous modu
lation into Rainy Day. Hubbard then took 
over and, playing fluegelhorn, with the 
help, oddly enough, of a faulty sound 

system (something which marred the rest 
of the concert), penetrated the abyss of 
musical thought. He then leaped, with the 
help of double time, into chromatic lines 
with turns and imitations, transposing 
through sequences. And with all of this 
an echo created by the reproduction unit, 
which gave the piece a Rosemary's Baby 
feeling—eerie, strung out.

Barron was almost inaudible all night. 
Chapels are not always the best places 
to hear a musical performance unless the 
sound system is good. The mikes kept 
going off and Barron, along with Cook, 
was most affected by this technological 
faux pas. On the one piece where he 
could be heard, Black Angel, he again 
evinced why he is a prodigious two-hand 
line player. Like Hubbard, he hears the 
difficult intervallic relationships, and he 
really hears the blues.

Cook played with more vigor and ag
gressiveness than I had heard from him 
in a long time. It was really too bad that 
the mike kept going out, because I know 
that some of his concentration was lost 
when he had to switch back and forth 
or was having the mikes switched for 
him by Hubbard. But it didn’t diminish 
his statements, which were clear and direct

all night long.
Bass contributed outstanding support 

and his solos, if not outstanding, were at 
least enjoyable to listen to. On a couple 
of numbers he picked up the Fender bass, 
which he was obviously uncomfortable 
with, playing restricted rhythmic ostinatos. 
I guess I’m too old-fashioned and tradi
tional to understand the current attraction 
to that instrument.

Louis Hayes was Louis Hayes. Always 
on time, always ready to play with the 
least amount of effort and the greatest 
amount of musicianship. I’ve seen him in 
a number of different settings: with Oscar 
Peterson, Horace Silver and Cannonball 
Adderley. He has always responded with 
elegance and affirmation of his skills.

The thing that puzzles me most about 
Hubbard is why he plays inside. It seems 
to me he could do anything he wants to 
do. I’ve heard him play free and he’s as 
comfortable with that as he is with any
thing else. I really don’t think he needs 
the II7 = V7 progressions or the other 
tricks that keep musicians hung up on 
diatonic concepts and inside. Well, that’s 
his thing, and his thing is enjoyable to 
listen to.

One closing remark. I would like to 
thank Ken McIntyre and Wesleyan Uni
versity for giving me and the other stu
dents the opportunity to see this fine 
series of concerts. —Bill Cole

Frank Wright/Noah Howard
Cami Hall (Formerly Judson Hall), 
New York City

□ Personnel: Wright, tenor saxophone: Howard, alto sax- 
< ophone; Bobby Few, piano; Muhammad Ali, drums.

£ Frank Wright and company had too 
° much going from them to miss at Judson, 
£ sorry, Cami Hall. Like many of their 
> fellow players, they have achieved little 

recognition and less exposure in the United 
States. Wright and Howard made two LPs 
each for ESP, and Few and Ali have been 
heard backing Albert Ayler, Pharoah San
ders, and others, but their names are still 
relatively unfamiliar to most listeners. 
Their quartet, however, is far from an 
ad hoc grouping of adventurous players. 
It is a working unit, with six months of 
recording and performing throughout Eur
ope behind it. This Jazz Spotlight produc
tion was the quartet’s first appearance since 
the successful European trip, and, armed 
with mutual understanding and energy to 
burn, they proceeded to raise the roof for 
two and a half hours, nonstop.

While a few listeners who evidently had 
been expecting something quite different 
left early, most of those present were 
mesmerized by the music. It started calmly 
enough, with a lyrical saxophone duet. 
Ali arrived onstage and began (rhythmical
ly) nailing down his drums as Few’s piano 
faded up under the horns. After a few 
minutes of melodic reflection, with both 
saxophonists displaying rounded, full-bodied 
sounds, Howard disappeared into the wings 
and Wright and Ali jumped into some 
full-tilt energy playing. Only Few was 
miked, but his piano swirled far under
neath the tearing, screaming, propulsive 
sounds of Wright and Ali.

Wright is an exciting player who com
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municates his involvement and joy to the 
audience through skipping dances, pirou
ettes into the air, and broad smiles when 
the band is spectacularly taking care of 
business. He plays broad, asymmetrical 
phrases, often rising from deep, heavy 
sounds through the natural overtones of the 
horn and up to great whooping shrieks 
with his entire body behind them. He 
often favors an Earth Mover approach, 
getting down under the flailing drums and 
pushing upward with dark, thick strokes.

Howard followed Wright’s solo with a 
statement centered in the alto’s “false” 
upper register. Dressed in a long white 
garment of eastern origin, he had the 
effect of a dervish, wailing hell- for-leather 
and moving like a man in a trance. Next, 
Few offered a piano solo that used a variety 
of effects well; he has grown considerably 
since he last played in New York. His 
familiar sustained tremolo passages were 
interspersed with sections that effectively 
contrasted the extreme upper and lower 
registers, and with moving bass-and-treble 
criss-crosses in a style that might be de
scribed as space stride. Ali seemed to 
draw energy from the music and at the 
same time turn the energy back with an 
all-out drive that created incredible kinetic 
movement without references to standard 
meter. He is one of the most powerful of 
a growing number of drummers who can 
swing like mad without limiting the rhyth
mic variety and flexibility so essential to 
the “New Music.”

An hour or more of furious playing 
passed like so many seconds. Less to

AYLER
/Continued from page 15)

for a Rollins solo. There is Ayler’s own 
singing “in tongues” here, too, with traces 
of his saxophone approach in the quavery 
vocal—a nice diversion.

In the end, it’s good Ayler, and you can 
overlook the accompanying sinners. His 
last LP was his worst artistic mistake. In 
four of the six pieces, Ayler’s tenor is 
secondary to ponderously banal, unreal 
out-of-tempo vocals. You quickly get the 
fear that Ayler really believed in such 
childlike lies as “A man is like a tree, a 
tree is like a man,” or “Music is the heal
ing force of the universe.” His bagpipe 
piece is pretty ordinary, for him, and the 
saddest piece has a skillful, convincing 
rock-blues quartet with Ayler for the most 
part nagging unsuccessfully at moss-cov
ered r&b phrases.

The average soul music fan would find 
this music hickish, the average rock fan 
would miss the necessary inhuman brutal
ity or introverted sentimentalism. Ayler 
avoided the most popular or useful mod
ern lies, but his own kind of humbug was 
hardly an improvement. Mostly, these last 
two LPs prove that Ayler really did re
main creative and individualistic despite 
the surroundings.

Of Albert Ayler’s value there is no 
question: for a time, at least, he was one 
of the several great jazz originals, and 
every one of his recorded works is im
portant. Of his importance in the develop
ment of jazz, I’ve already noted his revo

gether groups which go in for energy 
manifestations often break down at this 
point, unable to find a release for the high 
tension which inevitably results from such 
a surfeit of energy and force, but Wright 
kept interest and power together by steer
ing the music into a re-examination of

Frank Wright

some notable facets of its origins. A ref
erence to melodic fragments of My Favor
ite Things launched Howard on his most 
lyrical solo of the evening; his rich alto 
sound conveyed the heritage of his home 
town, New Orleans. Wright then reworked 
a four note fragment of A Love Supreme 
at considerable length. Though the music 

lutionary ideas of saxophone technique, 
structure, ensemble organization. But I 
wonder if certain Coltrane-Pharoah San
ders works might have been conceived 
without Ayler’s previous models of tech
nique. Charles Tyler was certainly affected 
by Ayler’s music, and most importantly, 
an entire movement of free jazzmen, the 
Chicagoans, formed their art during Ay
ler’s ascendance: you can certainly hear 
Ayler in saxists Maurice McIntyre and 
Henry Threadgill; even Joseph Jarman’s 
most advanced saxophone ideas suggest 
Ayler’s techniques, and Roscoe Mitchell’s 
work is a further step in the structurally 
and dynamically highly sensitive area that 
Ayler (and before him Rollins, Monk, 
Coleman and Lester Young) developed.

* * *
Does anyone disagree? Can anyone 

claim, at this stage of the dissolution of 
America, that Ayler’s ideas were unimpor
tant? Ayler’s creations, even at the end, 
were far larger than life: his conflict and 
pain and poverty were those of a hero, 
albeit Ayler was a hero unfortunately like 
you and me in outward appearance. His 
was a classic art. His strange death pre
maturely deprived American music of all 
kinds of one of its outstanding vital forces. 
If we are to become a civilization, Ayler’s 
kind of humanist understanding, his depth 
and complexity, even his kind of contrast
ing simplicities and innocences, must be
come part of our character. We cannot 
all be heroes, but it may be that we can 
someday be the more sensitive individuals 
Albert Ayler thought we might be.

of Howard and Wright may owe more to 
Albert Ayler’s universe than to Coltrane’s, 
the tribute was fitting, an acknowledge
ment of spiritual as well as musical in
spiration.

The rest of the concert was like a trip 
back into time, but with the sharp imme
diacy and furor of the present. Wright 
played a spiritual tune straight out of the 
Protestant Hymnal, lovingly and with feel
ing. Then he and Howard fell into power
ful blues rifling again jumping off from 
a very simple, distilled phrase. With Few’s 
funky chording behind them and Ali kick
ing things along, the quartet sounded like 
a 1950s’ rhythm and blues band, freer to 
be sure, but with the same power, inflec
tion and drive. Few played a fantastic 
solo that transmuted soul stylings into a 
polytonal explosion of interweaving lines, 
with the down-home feeling intact, and the 
horns returned to riff out a flagwaving 
finale.

Jim Harrison, who hopes to make Jazz 
Spotlight features at Cami Hall a regular 
experience, deserves support if the quality 
of the music continues to match the 
heights reached by Wright and Company. 
Regular working bands like this one are a 
necessity if the possibilities of free inter
action are to be fully realized, and their 
obvious enjoyment and high spirits, as 
well as their feeling for the traditions of 
their art, make them a must-see combina
tion. Hopefully they will be able to stay 
together in the economic quicksand of the 
U.S. jazz scene and continue to inspire 
us. —Bob Palmer

Discographical Notes
Ayler’s first LP, the Scandinavian night 

club trio set in a limited edition, is of 
course long unavailable. I do not own, 
additionally, two other important Ayler 
LPs: Spirits, recorded in Europe with a 
quartet including trumpeter Norman How
ard, and Sunny Murray’s first LP, Sun
ny’s Time Now, produced by the Ameri
can Jihad label, which Ayler nonetheless 
dominates and which also includes Don 
Cherry. Both are extremely unavailable, 
in Europe and here, and both are products 
of Ayler’s great period, far superior to the 
later ESPs and Impulses.

My Name Is Albert Ayler is Fantasy 
86016, and includes his first masterpiece, 
Summertime. Ghosts is Fontana SFJL 
925/888 606 AY, with the two quartet 
Ghosts and Children, Holy Spirit, Vibra
tions, and Mothers; the better record 
stores often do have the Ghosts LP.

Spiritual Unity is ESP-Disk 1002, with 
the two trio Ghosts plus The Wizard and 
Spirits. Nowadays, all ESPs are in the 
Schwann Catalog, and good stores stock 
the ESPs anyway. This and the Fontana 
are the greatest Ayler collections.

Bells is ESP-Disk 1010; Spiritual Unity 
is ESP-Disk 1020; New York Eye And 
Ear Control is ESP-Disk 1016. Of Ayler’s 
Impulse records, Albert Ayler In Green
wich Village, with For John Coltrane 
but without Charles Tyler, is A-9155; 
Love Cry is 9165; New Grass, with JI eart 
Love, New Generation, Sun Watcher, and 
his sixth recorded Ghosts, is 9175; the un
fortunate Music is the Healing Force of 
the Universe is 9191. m
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TAYLOR
(Continued from page 20)

It is important to a songwriter that 
other singers perform his material. “I 
haven’t had a lot of luck with people 
doing my tunes,” Taylor says glumly. 
“They seem to miss a lot. I don’t know 
how, but I’m trying to write accurate 
lead sheets for everything now. Rick Nel
son is doing Anywhere Like Heaven.” 
Many musicians I have spoken with, how
ever, see no reason to do a Taylor song, 
claiming they cannot improve on the 
original.

As a recording artist, Taylor has been 
through some changes. A major reason 
why the first disc was overlooked was lack 
of promotion. “In England, it may have 
been on the Beatles’ label. But here, 
Apple is just part of Capitol. Night Owl 
and Carolina On My Mind are my favor
ite tunes, but I am not completely happy 
with the production. It was a little over
done. Like on Night Owl, I wanted a kind 
of Latin, rhythm-and-blues feel, with may
be a four-part horn section, a good bass 
player and a solid drummer, which we had. 
But we had these English session men on 
horns, and they’re not too hip, really. So 
we got a sort of half big band feel, but it 
just wasn’t tight, it wasn’t the right groove. 
I love that song, but never do it on stage 
because it needs that production.”

Thankfully, producer Peter Asher was 
able to bring Taylor over to Warner 
Brothers, where his magnificent and highly 
successful second album was done. Taylor 
is quite happy with that record, which 
carries with it a delightful anecdote: “I 
write a lot of 15 or 20-second songs, and 
have a lot of unfinished songs which I 
sometimes leave in fragments. Suite For 
20 G is made up of three fragments that 
we put together with musical bridges. It’s 
a kind of cop-out. We wanted to finish the 
album and needed another song. So we 
put that together to finish the album and 
collect our 20 Grand from the company.

“That album was done quickly, spon
taneously and inexpensively. I’ve got a few 
new tunes for my next album, but I don’t 
know what direction I’d like to take in 
terms of production. Sometimes I think 
that I would like to spend a lot of money 
and time. Maybe I’d make one in my home 
on a four-track machine. I really don’t 
know yet.”

Meanwhile, the talent of James Tay
lor continues to mature. The future? 
“Well, I’d like to work with my family. 
My brothers Hugh and Alex are good 
singers. My sister is currently recording 
for Peter, and Livingston is already into 
his thing. I’d like to record with all of 
them and call it Taylor, Taylor, Taylor 
and Taylor!” Recently, Taylor has ap
peared as a sideman on recordings by 
such friends as Carole King and John 
Stewart.

Fame and all its consequences have not 
jarred James Taylor. He is a quiet young 
man who knows his own worth and needs 
no ego trips to prove it. Despite the big 
money he is into, he earnestly lives by 
his own words: “Good music is created 
apart from the marketing and selling of 
it.”
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Embouchure trouble, lack of range, endurance, power.
Damaged chops treated privately. 
Phenomenal (TRIPLE-C-) embouchure technique 
course for all playing and non-playing teachers.

EMBOUCHURE
TROUBLE-SELF ANALYSIS

Phenomenal-Triple C-Embouchre Technique
Volume 1 and 2 Combined

$35.00
Available only through Stevens-Costello Embouchure 
Clinic.

Make check or money order payable to: 
ROY STEVENS EMBOUCHURE CLINIC.

STEVENS-COSTELLO FOR INFORMATION
EMBOUCHURE CLINIC CALL OR WRITE
1576 BROADWAY 212—CIRCLE 7-4092
NEW YORK CITY, N.Y. 10036

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

Guitar 
strings

< Electric Bass Strings
Nylon Tape Wound

The Best In Sound
, The ultimate in individual expression

At an Amazing Low Price
^1000setg., Needing only one finishing touch 

YOUR TOUCH

idSschool of music 

offering
A PROGRAM

OE COORDINATED STUDY 
IN JAZZ. ROCK AND POP 

by a faculty of outstanding 
professional musicians 

PROFESSIONAL DIPLOMAS AWARDED
COMPOSITION-ARRANGING 

INSTRUMENTAL PERFORMANCE 
Enrollment open to full and part-time 

students. For admission and 
scholarship information.

JACK WERTHEIMER. DIRECTOR 
jds school of music

252 Boylston St., Boston, Mass. 02116

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) / $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 I $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



The Anatomy of “Ambiance” 

by Marian McPartland

this is a tune I wrote and recorded with my trio (Ambiance, Halcyon 103). It can 
be played in the bossa nova or soft rock styles. The chord changes are quite interesting 
to improvise on and I’ve written out the melody line with chord symbols only (Example 
I), with written notes (Example II) and with part of an improvised chorus (Example 
III). Tempo: quarter note=80.

The drummer can use a subtle rock or bossa nova beat or a mixture of both. The 
bass (acoustic or electric) can play a similar line to the one that was so well-explained by 
Carol Kaye recently (db, Feb. 18). See Example IV.

This piece does not necessarily have to be a quiet thing—it is really a matter of one’s 
personal tastes. It can build after several choruses and one can stretch out and try 
different ideas of voicing, tempo, and rhythmic conception. If you have any questions 
about this piece, would like to request things you would like to see written, or just have 
general comments, please write me c/o down beat.

Example I

a

The Secret of Manhas
set's remarkable reputa
tion is the Magic-Finger 
Clutch. Over 35 years of 
use has established it to 
be the most dependable 
automatic adjustment 
fora music stand.

5,500,000 
MANHASSETS 
CAN’T BE WRONG!

The most dependable auto
matic music stand in the world, 
used by more schools than any 
other. Manhasset stands are 
famed for their long lasting life. 
Generations of band directors 
have continuously preferred 
these stands. Manhasset is the 
easiest to adjust, because of the 
exclusive Magic-Finger Clutch 
(one -hand adjustment, no 
thumb screw) that provides con
stant even clutch action up or 
down.

KING Fvd 1—1SICZ A I—
INETRUMENTS

EASTLAKE. OHIO



FOR NYLON TIP 
DRUM STICKS

3rd Annual

FAMOUS 
ARRANGERS 

CLINIC 
at 

Las Vegas 
(Univ, of Nevada)

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

June 20 to July 3.
MARTY PAICH, Director

(Conductor and arranger for Glen Campbell Show) 
Faculty will include arrangers such as Dee 
Barton, Louis Bellson, Billy Byers, Ray Coniff, 
Don Ellis, Dan Haerle, Wes Hensel, Quincy 
Jones, Henry Mancini, Keith Moon, Oliver 
Nelson, Mel Torme and others as available.

Special curriculum available for music educators. 
Two hours University Credit.

Write today for free brochure and application.

FAMOUS ARRANGERS CLINIC 7
P.O. Box 221, South Bond, Ind. 46624

Name__________________________________________

Street__________________________________________

City State Zip

□ Also send details of tho five 1971
SUMMER JAZZ CLINICS.

----------------------------------------------------- J
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TAPE REVERSE SIMULATOR — Lets you 
control an exponential build-up and fast 
decay of your guitar or bass signal over a 
fixed signal range. This capability gives 
your live playing the weird effect similar 
to a pre-recorded tape that is played 
backwards.

ATTACK EQUALIZER—Allows you to suck 
out and emphasize the BITE you get just 
when your pick plucks the strings. The 
attack control, used in conjunction with 
the tone and booster controls, will give 
your instrument as much balls as you 
want, letting you taste and feel each note.

MIKE MATTHEWS FREEDOM AMP

Free yourself from the bureaucratically 
dominated sources of electricity.

This 400 watt peak PORTABLE amplifier 
uses patented low drain circuitry which 
allows it to operate on standard flashlight 
batteries. Just one specially designed 
super heavy duty 10" speaker is all that’s 
needed to pump out all this power making 
this unit the most compact, rugged guitar 
amplifier developed to date. Its built-in 
Attack Equalizer Control System allows 
you to zero in on just the BITE you want.

BLACK FINGER —A totally DISTORTION- 
FREE guitar sustainer that gives pure 
clean lengthy controlled sustain. This 
80db compressor can stretch chords as 
well as single notes, with an infinite bell
like clarity.

LPB-1 This linear power booster is a 
compact solid state preamplifier that can 
up to triple the acoustic output of any 
amplifier. It will increase guitar, sustain 
and improve the performance of all fuzz
tones, and wah-wah pedals.

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

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

LOW FREQUENCY COMPRESSOR — This 
ultimate version of the mole is designed 
exclusively for the professional electric 
bass player. Its outstanding feature of a 
HEAVY BASS-SUSTAIN control will make 
you sound as if you’re bowing a stand-up 
bass fiddle.

MOLE The mole bass booster will extract 
the highs and amplify the subharmonics 
giving your instrument the depth, reso
nance and heavy penetration of the foot 
pedals of a church pipe organ.

BIG MUFF - — This finest distortion de
vice is high on sustain and low on distor
tion. It is designed for the guitarist who 
wants his axe to sing like a humming bird, 
with a sweet violin-like sound. The sustain 
control allows you to optimize long sustain 
with a hint of harmonic distortion.

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

HARE-LIP MICROPHONE ECHO — Gives 
the singer echo effect electronically, and 
at one tenth the cost of the mechanical 
tape echo units. In addition to the echo 
speed and intensity controls, this unit has 
an adjustable booster to control the in
crease of regular microphone volume.

(ALSO AVAILABLE AT YOUR RETAIL MUSIC STORE)

The MIKE MATTHEWS FREEDOM AMP 
will let you—

• play your axe while 
traveling to a gig.

• blast out in the solace of 
the woods.

• lead a pilgrimage to the 
mountains.

• become a star.

electro-harmonix
15 West 26th St., New York, N. Y.

DB-301

10010

All of the units in the above column are 
housed like the Hare-Lip—with heavy duty 
stainless steel construction and three controls.

All Electro-Harmonix accessories, both 
factory wired units and kits, are guar
anteed for three years. They are com
patible and modular. Any combination 
of more than one unit will give you an 
infinite variety of sounds.

Enclose a check and Electro-Harmonix 
will pay shipping. Or, if more conve
nient order C.O.D. for cost plus ship
ping. Enclose a 10% deposit on C.O.D. 
orders. (C.O.D. orders are limited to 
the continental United States).

announcement mailing list at no charge.

PLEASE SHIP:
Factory 
Wired

Complete 
Kit

MATTHEWS AMP $179.00 □ $129.00 □
TAPE REVERSE 69.95 □ 49.95 □
ATTACK EQUALIZER 49.95 □ 34.95 □
BLACK FINGER 69.95 □ 49.95 □
LOW FREQ. COMP. 59.95 □ 42.00 □
BIG MUFFt 39.95 □ 26.95 □
HARE-LIP ECHO 39.95 □ 26.95 □
LPB-1 (plug into amp) 14.95 □ 10.50 □
LPB-1 (plug into inst) 14.95 □ 10.50 □
BIRD (plug into amp) 17.95 □ 12.95 □
BIRD (plug into inst) 17.95 □ 12.95 □
MUFF (plug into amp) 18.95 □ 13.75 □
MUFF (plug into inst) 18.95 □ 13.75 □
MOLE (plug into amp) 19.95 □ 14.25 □
EGO (2 female jacks) 14.95 □ 10.50 □

□ Enclosed is total check for order ?.........
□ Ship C.O.D. Enclosed is 10% deposit $..............

□ Please place me on your new product

Name

Address

City State Zip



down beot/RECORD CLUB

on 3,500 in-print 
jazz/blues/jazz-rock 
LPs and tapes!
(Domestic labels only)

SAVE—db/RC now offers all In-print jazz 
recordings at 1/3 off list price.
NO GIMMICKS—Fill out the order form with 
the necessary information: artist, record label 
and number, and list price.

If you are not sure a record is in print, order 
it. We'll find it and ship it, or inform you "out- 
of-print." You may order something else or get 
a full refund.

We will continue to print listings of new re
cordings to keep you aware of what is good and 
available, but you may use any source you wish 
(record reviews, radio-TV, Schwann's catalog, 
record ads, etc.)—to get information on the 
recordings you order.
NO OBLIGATION—EASY TO JOIN:

1. Extend your present subscription at $9.00 
for one year and automatically become a db/ 
RC member. The same applies if you are a new 
subscriber.

2. If you are presently a subscriber and wish 
only to become a member of the db/RC send 
$3.00 for membership fee.

NO MINIMUM—NO REQUIRED PURCHASE 
OR OBLIGATION! You choose only the records 
or tapes you want. The only recordings you re
ceive are those you order. To further protect 
you, shipments will not be made unless full 
payment accompanies order.

SERVICE—You receive prompt and accurate 
service.

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

EASY TO ORDER: Fill out (print or type) the 
order form below; mail with your remittance to 
db/RC. (For your protection, no shipment made 
without remittance.)

SPECIAL GIFT OFFER!
Your $9.00 membership entitles you to buy gift 
memberships for only $7.00 each when remitted 
direct to down beat. Please attach separate sheet 
with names and addresses (and any records you 
want us to send) to the db/RC Order Form.

The following listings represent a sampling of the more than 3,500 titles available through the db/RC.

BESSIE SMITH

ARTIST TITLE LABEL NO. STEREO LP CASSETTE8-TRACK
Cannonball Adderley The Price You Got to

Pay To Be Free Cap 636 5.98 6.98 6.98
Gene Ammons Brother Jug! Pres 7792 4.98 6.98 6.98
Albert Ayler Introducing Fan 6016 4.98 x x

Music Is the Healing
Force of tho Universe Imp 9191 5.98 x x

Ginger Baker Air Force 2-Atco 703 9.98 9.98 9.98
Air Force 2 Atco 33-343 4.98 6.98 6.98

Gary Bartz NTU Troop Home! Miles 9027 5.98 x x
Count Basie Best 2-Dec 7170 9.58 x x
Art Blakey Boots & Herbs Blue 84347 5.98 x x
Blood, Sweat & Tears B, S&T-2 Col 9720 4.98 6.98 6.98

B, S&T-3 Col 30090 5.98 6.98 6.98
Blues Image Red. White & Blues Atco 33-348 4.98 x x
Bonzo Dog Band Keynsham Imp 12457 4.98 x x

ARTIST TITLE LABEL NO. STEREO LP CASSETTE 8-TRACK
Dreams Dreams Col 30225 5.98 6.98 6.98
Charles Earland Black Drops Pres 7815 4.98 x x

Black Talk Pres 7758 4.98 x x
Billy Eckstine Stormy Ent 1013 4.98 x x
Duke Ellington 70th Birthday Concert 2-SS 19000 5.98 x x
Don Ellis At Fillmore Col 30243 5.98 6.98 6.98
Bill Evans Montreux II CTI 6005 5.98 6.98 6.98
Fifth Dimension Portrait Bell 6045 4.98 x x
Roberta Flack Chapter Two At 1569 5.98 x x

First Take At 8230 4.98 6.98 6.98
Aretha Franklin Spirit In The Dark At 8265 4.98 6.98 6.98
Stan Getz Marrakesh Express MGM 4696 4.98 x x
Stan Getz with Laurindo Almeida MGM 10009 4.98 6.98 6.98
Dizzy Gillespie The Real Thing Percept 2 4.98 x x

Souled Out GWP 2023 5.98 x x

EMPTY BED BLUES
»auanc 

wttrwo wiucw Bims
Ml AW MT am UOW»MDl>ST«**N 

»Amr MIAI >41 Blues
POO« MAW'S Bims omI moor

BESSIE SMITH 
Empty Bed Blues 
Col 30450
$4.98 x x

NOW!
BOBBY HUTCHERSON

BOBBY HUTCHERSON 
Now!
Blue 4333
$5.98 x x

WERWOLF 
The Fourth Way 
Harv 666 
$5.98 x x

ETTA JAMES 
Losers Weepers
Cadet 847 
$4.98 x x

CAPTAIN BEEFHEART 
Mirror Man
Buddah 5077 
$4.98 x x

LEADBELLY
Col 30035 
$4.98 x x

THE BEST OF 
THE ELECTRIC FLAG 
Columbia 30422 
$4.98 x x

Randy Brecker Score SS 18051 5.98 x X Grand Funk Railroad Grand Funk Railroad Cap 406 5.98 6.98 6.98
Clifford Brown Jazz Immortal Pac 20139 5.98 X X Live Album Cap SWBB 633

Quartet in Paris Pres 7761 4.98 X X 5.98 X X

James Brown Soul on Top King 1100 4.98 6.98 6.98 Herbie Hancock Fat Albert Rotunda War 1834 4.98 6.98 6.98
Super Bad King 1127 4.98 6.98 6.98 Eddie Harris Best of Eddie Harris At 1545 5.98 6.98 6.98

Dave Brubeck The Gates of Justice Dec 71075 5.98 X X Free Speech At 1^73 5.98 X X
Rusty Bryant Soul Liberation! Pres 7798 4.98 X X Sugarcane Harris Sugarcane Ep 30027 5.98 X X
Tim Buckley Lorca Elek 74074 4.98 X X Isaac Hayes Hot Buttered Soul Ent 1001 4.98 6.98 6.98

Starsailor Str 1881 5.98 X X Isaac Hayes Movement Ent 1010 4.98 6.98 6.98
Kenny Burrell Quintet w. Coltrane Pres 7532 4.98 X 6.98 ... To Be Continued Ent 1014 4.98 6.98 6.98
Gary Burton Good Vibes At 1560 5.98 X X Joe Henderson Quintet At The Lighthouse Miles 9028 5.98 X X
Butterfield Blues Band Keep on Moving Elek 74053 4.98 6.98 6.98 Jimi Hendrix Smash Hits Reprise 2025 5.98 6.98 6.98

Live Elek 7E-2001 5.98 6.98 6.98 Woody Herman Woody Cadet 845 4.98 X X
Charlie Byrd The Stroke of Genius Col 30380 5.98 6.98 6.98 Earl Hines A Monday Date: 1928 Miles 2012 4.98 X X
Donald Byrd Electric Blue 4349 5.98 X X Quintessential

Fancy Preo Blue 4319 5.98 X X Recording Session Hal 101 5.98 X X
Ray Charles Best of Ray Charles At 1543 5.98 6.98 6.98 Johnny Hodges 3 Shades of Blue Fly 120 5.95 X X

My Kind of Jazz Tan 1512 4.98 6.98 6.98 Billie Holiday Lady Day Col 637 4.98 X X
Chicago Chicago Col KPG24 6.98 7.98 7.98 Paul Horn Concert Ensemble Ov 14-15 4.98 6.98 6.98

III Col 4079 5.98 6.98 6.98 Freddie Hubbard Black Angel At 1549 5.98 X X
El Chicano Viva Tirado Kapp 3632 4.98 6.98 6.98 Red Clay CTI 6001 5.98 6.98 6.98
Creedence Clearwater Cosmo’s Factory Fan 8402 4.98 6.98 6.98 If 2 Cap 676 5.98 6.98 6.98

Pendulum Fan 8410 4.98 6.98 6.98 Jackson 5 Third Album Motown 718 4.98 6.98 6.98
Ornette Coleman The Art of the Jazz Crusaders Old Socks,

Improvisers At 1572 5.98 6.98 6.98 New Shoes Chisa 804 4.98 X X
Alice Coltrane Huntington Ashram Jefferson Airplane Volunteers Vic 4238 4.98 X X

Monastery Imp 9185 5.98 X X Worst Of Vic 44^9 4.98 6.98 6.98
Ptah The El Daoud Imp 9196 5.98 6.98 6.98 Antonio Carlos Jobim Stone Flower CTI 6002 4.98 X X

John Coltrane Giant Steps At 1311 5.98 6.98 6.98 J. J. Johnson Israel A&M 3008 5.98 6.98 6.98
His Greatest Years Imp 9200-2 5.98 6.98 6.98 Boogaloo Joe Jones Right On Brother Pres 7766 4.98 X X
Selflessness Imp 9161 5.98 X X Elvin Jones The Ultimate Blue 84305 5.98 X X
Transition Imp 9195 5.98 X X Quincy Jones Gula Matari A&M 3030 5.98 6.98 6.98

Kenny Clarke- Let’s Face the Music Pres 7699 4.98 X X Walking in Space A&M 3023 5.98 6.98 6.98
Francy Boland Volcano Pol 24-4501 4.98 6.98 6.98 Janis Joplin Pearl Col 30322 5.98 6.98 6.98

Chick Corea Now He Sings, Barney Kessel Feeling Free Contem 7818 4.79 X X
Now He Sobs SS 18039 5.98 X X Hair Is Beautiful Mile 9025 5.98 6.98 6.98

Crosby, Stills. Nash CSN&Y At 8229 4.98 6.98 6.98 Rahsaan Roland Kirk Funk Underneath Prest 7450 4.98 X X
Jack De Johnette Complex Mile 9022 5.98 X X Vo'unteered Slavery At 1534 5.98 X X
Paul Desmond Bridge Over Troubled

A&M 3032 
Col 30038 
2-Col 26 
Col 8271

5.98
5.98
5.98
4.98

Rahsaan Rahsaan At 1575 5.98 6.98 6.98

Miles Davis
Water

At the Fillmore 
Bitches Brew 
Sketches of Spain

X 
7.98 
7.98

X

X 
7.98 
7.98

X

B. B. King

Lee Konitz

Indianola Mississippi 
Seeds

Duets
ABC 713 
At 8235

4.98
5.98

6.98
6.98

6.98
6.98

Lou Donaldson Everything 1 Play is Charles Kynard Afro-Disiac Pres 7796 4.98 X X
Funky Blue 84337 5.98 X X Peggy Lee Make It With You Cap 622 5.98 6.98 6.98

Doors 13 Elk 74079 5.98 6.98 6.98 Ramsey Lewis Them Changes Cadet 844 4.98 6.98 6.98



ARTIST TITLE LABEL NO. STEREO LP CASSETTE 8-TRACK

Herbie Mann Live at Whiskey
A Go Go At 1536 5.98 6.98 6.98

Muscle Shoals
Nitty Gritty Emb 526 5.98 X X

Shelly Manne Outside Contem 7624 5.79 x X
Les McCann &

Eddie Harris Swiss Movement At SD 1537 5.98 x X
Jack McDuff To Seek A New Home Blue 4348 5.98 X X

Tough 'Duff Pres 7814 4.98 x X
Jimmy McGriff Soul Sugar Cap 616 5.98 x X
Marian McPartland Ambiance Hal 103 5.98 X X

Interplay Hal 100 5.98 x X
Sergio Mendes Stillness A&M 4284 5.98 7.98 7.98
Buddy Miles We Got To Live

Together Mer61313 5.98 6.98 6.98
Them Changes Mer 61280 5.98 6.98 6.98

Moody Blues Question ot Balance Thresh 3 5.98 X X
James Moody The Teachers Pere 6 4.98 X X
Thelonious Monk Genius Prest 7656 4.98 X X
Wes Montgomery Greatest Hits A&M 4247 4.98 6.98 6.98
Joe Morello Another Step Forward Ov/14-02 4.98 6.98 6.98
Mothers of Invention Uncle Meat Biz 2-2024 7.98 9.98 9.98
Gerry Mulligan Genius Pac 20140 5.98 X X
Laura Nyro New York Tendaberry Col 9737 5.98 6.98 6.98
Don Patterson Donnybrook w. S. Stitt Pres 7816 4.98 X X
Oscar Peterson Soul-O! Prest 7595 4.98 6.98 6.98

Easy Walker Pres 7690 4.98 X X
Esther Phillips Burning At 1565 5.98 6.98 6.98
Jean-Luc Ponty Electric Connection World 20156 5.98 X X

King Kong World 20172 5.98 X X
Last Poets Last Poets Doug 3 4.98 X X
Houston Person Truth! Pres 7767 4.98 X X
Buddy Rich Best of Buddy Rich World 20169 5.98 6.98 6.98

Buddy and Soul World 20158 5.98 6.98 6.98
Keep the Customer

Satisfied Lib 11006 5.98 6.98 6.98
Freddy Robinson Black Fox Pac 20162 5.98 X X
Diana Ross Everything Is

Everything Motown 724 4.98 6.98 6.98
Pharoah Sanders Jewels of Thought Imp 9190 5.98 X 6.98

Summun Bukmun
Umyun Imp 9199 5.98 X X

Santana Abraxas Col 30130 5.98 6.98 6.98
Santana Col 9781 4.98 6.98 6.98

Bobby Scott Robert William Scott War 1886 5.98 6.98 6.98
Doc Severinsen Live! Com 901 5.98 X 6.98

Severinsen’s Closet Com 950 5.98 6.98 6.98
The Best of Doc Com 952 5.98 6.98 6.98

Sly & The Family
Stone Greatest Hits Epic 30325 5.98 6.98 6.98

ARTIST TITLE LABEL NO. STEREO LP CASSETTE 8-TRACK
Wayne Shorter Schizophrenia Blue 84297 5.98 X X

Super Nova Blue 84325 5.98 X X
Horace Silver Best Blue 4325 5.98 X X

That Healin' Feelin' Blue 4352 5.98 X X
Nina Simone Black Gold Vic 4248 4.98 X X
Bessie Smith Story 4-Col 855/8 19.92 X X

Any Woman’s Blues Col G30126 5.98 X X
Lonnie Smith Drives Blue 84351 5.98 X X
Stuff Smith
Willie ‘The Lion”

Memorial Album Prest 7691 4.98 X X

Smith Live At Blues Alley Hal 105 5.98 X X
Jeremy Steig This Is SS 18059 5.98 X X
Sonny Stitt When Sonny Blows

Blue Jamal 5161 5.98 X X
Gabor Szabo Magical Connection B T 8823 5.98 X X
James Taylor Greatest Hits Stax 2032 4.98 X X

Sweet Baby James War 1843 5.98 6.98 6.98
James Taylor Apple 3352 4.98 6.98 6.98

Leon Thomas Album Fly 132 5.98 X X
Jethro Tull Benefit Reprise 6400 4.98 6.98 6.98

Ike & Tina Turner
This Was Reprise 6336 4.98 6.98 6.98
Workin' Together Lib 7650 5.98 6.98 6.98

Stanley Turrentine Sugar CTI 6005 5.98 6.98 6.98
Up at Minton’s 2-Blue

84069/70 11.96 X X
McCoy Tyner Expansions Blue 84338 5.98 X X
Various Artists Core of Jazz MGM 4737 4.98 X X
Various Artists Jazz Wave, Ltd. On

Tour Blue 89905 5.98 X X
Various Artists Super Hits, Vol. 2 At 8274 5.98 6.98 6.98
Various Artists Three Decades of Jazz

1939-1949 Blue 89902 5.98 X X
1949-1959 Blue 89903 5.98 X X
1959-1969 Blue 89904 5.98 X X

Joe Venuti Once More With
Feeling 0v/14-04 4.98 6.98 6.98

Violin Summit (with Stuff Smith, Jean-Luc
Ponty, Stephane Grapelli, Svend Asmussen) Prest 7631 4.98 X X

Miroslav Vitous Infinite Search Embryo 524 5.98 X X
Dionne Warwick Very Dionne Seep 587 4.98 X X
Muddy Waters Fathers & Sons Chess 127 5.98 6.98 6.98
Mike Westbrook Marching Song 2-Deram 1 6.98 X X
Pat Williams Heavy Vibrations Verve 5075 4.98 X X
Flip Wilson
World’s Greatest

The Flip Wilson Show Little D 2000 5.98 X X

Jazz Band Extra! Proj. 5309 5.98 6.98 6.98
Young/Holt Mellow Dreamin’ Cot 18001 4.98 X X
Frank Zappa Chunga's Revenge Biz 2030 5.98 7.98 7.98

Hot Rats Biz 6356 4.98 6.98 6.98

BILL COSBY 
When I Was A Kid 
Uni 73100 
$4.98 x x

JIMI HENDRIX 
The Cry of Love 
Reprise 2034 
$5.98 x x

AIR CONDITIONING
Curved Air
Warner 1903
$4.98 x x

Lightnin Hopkins 
In New York

LIGHTNIN' HOPKINS 
In New York
Col 30247 
$4.98 x x

TH€ STORŸOFTHë BLU€S
IKUJOSW-

UAOMUWMGMlMOCeUÏ/OTO SIW« 
HW WITH.’BUCKAWWl

HOWLIN' WOLF 
Evil
Chess 1540
$4.98 x x

THEY CALL ME 
MUDDY WATERS 
Chess 1553 
$4.98 x x

Use this Discount Chart to con
vert list prices to db/RC one- 
third discount.

List db/RC List db/RC
Price Price Price Price

($4.98) $3.33 ($ 9.98) $6.66
($5.98) $3.99 ($10.98) $7.33
($6.98) $4.66 ($11.98) $7.99
($7.98) $5.33 ($13.98) $9.33

MEMBER'S ORDER FORM

LEADBELLY/ 
BROONZY/SPANN/ 
SMITH/WHITE—The 
Story of The Blues 
Col 30008 
$4.98 x x

Mail with your remittance to down beat/RECORD CLUB 
222 West Adams Street, Chicago, Illinois 60606

Manufacturers list prices subject to change without notice. db/RC guarantees the lowest prices 
prevailing at the time order is received.

Artist & Title Label No. (LP or CA or 8T) db/RC Price

(Use a separate sheet for additional items)

Total db/RC price:

□ Send me free db/MWP Catalog

Fill out if you are a new subscriber or changing address. 
Name_____ --------------------------------------------------------------------------  
Address________________________________________________  
City______________________ State Zip
4-1-71

Postage:
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Morris, tenor, Charlie Haden, bass; Alan 
Blairman, drums . . . The Village Van
guard, in a departure from usual policy, 
had singer Novella Nelson and comedian 
Professor Irwin Corey . . . The J.P.J. 
Quartet (Budd Johnson, tenor, soprano; 
Dill Jones, piano; Bill Pemberton, bass; 
Oliver Jackson, drums) did two swinging 
weeks at the Half Note, also backing in
cumbent weekender Jimmy Rushing (who 
brought along veteran reedman Rudy 
Powell, now playing tenor and fully re
covered from a 1969 heart attack), and 
some new vocal talent in the pretty form 
of Judy Canterino (club owner Mike 
Canterino’s wife and a former Lennie 
Tristano student) who specializes in vin
tage Billie Holiday songs. Eddie Locke 
took over Jackson’s drum chair with Roy 
Eldridge at Jimmy Ryan’s for the interim 
. . . Alice Coltrane concertized at Ithaca 
College Feb. 13 with Pharoah Sanders, 
Jimmy Garrison, and Rashied Ali . . . 
The Friday noon Jazz Adventures series 
at the Downbeat club featured some in
timate, interesting sounds by pianist Barry 
Miles’ trio, some wide-open swinging by 
the new Al Cohn-Willis Conover New 
York Band, and mainstream jazz by 
Jimmy McPartland’s combo with featured 
vocalist Teddi King in February, and was 
set to follow up with the brass team of 
Clark Terry and Phil Wilson, and Elvin 
Jones and his quartet . . . Jazz Vespers 
at St. Peter’s have featured groups led by 
vibist Vera Auer and drummer Al Drears, 
and a joint recital by singer Sheila Jordan 
and pianist Paul Knopf . . . The Wings 
Club began a series of open rehearsal
concerts by local big bands at the Bilt
more Hotel in mid-February with Gene 
Roland’s Horns of Manhattan, followed 
by Lew Anderson’s 18-piece “swing band” 
. . . Sessions at Woody’s (8th Ave. near 
54th St., not 34th, as a recent typo made 
it appear) which blossomed out from a 
Wednesday night start to Monday and 
Tuesday, recently added Friday as well. 
(Some of the same faces, plus others, also 
jam on Sunday nights at the Cafe London 
on West 23rd St.) Regulars include pianist 
Jay Chasin, bassist Bucky Calabrese, 
trumpeter Gene Roland, tenorist Dave 
Moser, reedman Carmen Leggio, trom
bonist Bobby Pratt, and drummer Rudy 
Grant. Folks like Al Cohn and Jerry 
Dodgion have dropped by . . . Philly 
Joe Jones has been leading trios weekends 
at Pee Wee’s, with Wynton Kelly or 
Hugh Lawson, piano, and Arthur Har
per, bass. The drummer also played at 
the Id, 425 Utica Ave. in Brooklyn, with 
added horns including Monty Waters, 
alto and soprano. The club also has Mon
day night jams (Charles McPherson 
has been featured) and Sunday happen
ings (singer Joe Lee Wilson, who also 
gigged at the Hy-Way Inn in Nassau, was 
on hand with his quintet) . . . Pianist 
Barry Harris was at the Needle’s Eye 
. . . Rafiki’s in the East Village had week
end sounds by Cecil Young, piano; Hal 
Dodson, bass; Michael Shepherd, drums 
. . . Billy Taylor’s trio will be at Top 
of the Gate through March 28. He fol
lowed Ahmad Jamal’s threesome. Down

stairs at the Village Gate, Sun Ra con
tinues to hold court on Sundays, with 
various rock and occasional jazz groups 
providing regular Tuesday-Saturday fare. 
Among recent incumbents: Whiskey Howl, 
Chelsea, Cowboy, Orphan, Elephant’s 
Memory, singer Edwin Birdsong, Roy 
Ayers’ Ubiquity, Factory, and Joe Beck 
and Friends. Next door, at Jacques’, 
pianist Eddie Thompson continues with 
bassist Lynn Christie . . . Tiny Grimes 
was at The Guitar . . . Singer Irene Reid, 
backed by the Now Thing Trio (Jimmy 
Ponder, guitar; Al Prince, organ; Har
old Phipps, drums) did a benefit for 
NARCO II, a day care drug treatment 
center, at the Top Club on 125th St. The 
Underground Express, featuring René 
McLean (son of Jackie McLean) was 
also on hand . . . The First Moog Quar
tet (Kenneth Bichel, Stan Free, Eric 
W. Knight, John Boyaji) recently re
turned from a concert tour including col
leges in Ohio, Illinois and Wisconsin, and 
a Boston Symphony Hall appearance . . . 
Trombonist Alan Raph will be featured 
in Lee Holdridge’s Concerto for Bass 
Trombone and Contemporary Ensemble 
at Town Hall March 26, in a concert by 
The Seventh Century, a 14-piece group 
including seven horns, keyboards, guitar, 
bass, and percussion . . . Jazz Interactions 
kicked off its 1971 school concert program 
with nine concerts in February at schools 
in Manhattan, Brooklyn, and the Bronx 
. . . Ruby Braff was featured with Bala- 
ban&Cats at Your Father’s Mustache, 
where the Sunday sessions recently reached 
new heights with a soprano sax and clari
net confrontation between Kenny Davern 
and Bob Wilber . . . Carlos Garnett’s 
Universal Black Force will be heard in 
concert at the Brooklyn MUSE March 25, 
where Wednesday jam sessions continue.

Los Angeles: Freddie Hubbard fol
lowed Willie Bobo’s group into Shelly’s 
Manne-Hole with a quintet that was new 
to the Los Angeles area: Hubbard, trum- 
die Hubbard followed Willie Bobo into 
Shelly’s Manne-Hole with a quintet that 
was new to Los Angeles: Hubbard, trum
pet and fluegelhorn; Junior Cook, tenor 
sax; Joe Bonner, piano and electric piano; 
Mickey Bass, bass and electric bass; 
Louis Hayes, drums . . . On Monday, 
Shelly’s now features a new 12-piece jazz
rock group called Transfusion. As the ads 
read, it is “a multi-polyphonic gasser.” It 
is co-led by drummer Les DeMerle and 
reedman Joe Roccisano, with Ed Sheftel, 
Mike Price, Oscar Brashear, trumpets, 
fluegelhorns; Ray Cappochi, trombone; 
Jay Migliori, Charles Owens, Tom Peter
son, reeds; Tom Garvin, piano, electric 
piano; Art Johnson, guitar; Ernie Mac- 
Daniels, bass, electric bass; Renee Ar
mand, vocals . . . Herbie Hancock un
veiled a new sextet at the Lighthouse in 
Hermosa Beach. Personnel include: Eddie 
Henderson, trumpet, fluegelhorn; Julian 
Priester, trombone; Benny Maupin, reeds; 
Hancock, piano, electric piano; Buster 
Williams, bass, electric bass; Billy Hart, 
drums. Bola Sete followed the Hancock 
group . . . Kim Richmond’s jazz-rock 
group, The Hereafter, is now recording 
for Capitol and has a concert lined up 
for May at the Pilgrimage Theater. Per
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sonnel for band: Jack Coan, Warren 
Luening, trumpets; Mark Levine, Mayo 
Tiana, trombones; Richmond, reeds; Loren 
Newkirk, piano; Pete Woodford, guitar; 
Putter Smith, electric bass; Steve Ettle- 
son, drums; Pat La Rocca, vocals . . . 
Another jazz-rock group is making the 
local rounds. It’s called the Glenn Ferris 
Unit and the leader plays trombone with 
Don Ellis. Ferris recently led his group 
at a special concert at the North Holly
wood Regional Library and played a one- 
nighter at San Fernando Valley Junior 
College in Van Nuys. Charts are mainly 
spontaneous, based on guide lines set down 
by Ferris himself. Personnel includes Jack 
Walrath, trumpet; Bert Wilson, tenor sax; 
Bill Douglas, electric piano; Buell Neid- 
linger, electric bass; Billy Elgart and Zi- 
tro, drums; John Bergamo, percussion . . . 
Guess Who and The Youngbloods played 
a one-nighter at the Long Beach Arena 
. . . The Bee Gees and The Staple Sing
ers gigged for two shows at the Santa 
Monica Civic Auditorium ... A one- 
nighter at the same auditorium found the 
Beach Boys and their South African pro
tegees, The Flame . . . Also at the Santa 
Monica Civic: Iron Butterfly, for one- 
night . . . Grand Funk Railroad had to 
add an extra car (in other words, another 
concert!) for their two sellout shows at 
the Forum . . . Fleetwood Mac played 
the Whisky A Go Go for three nights. 
His group was followed by Hugh Ma- 
sakcla for two nights . . . Ramsey Lewis 
played Tom Ham’s Lighthouse in San 
Diego for two weeks. The trio is sched
uled to open at the Hong Kong Bar for 
one month, April 22 ... On the other 
side of the Century Plaza, Sarah Vaughan, 
who opened in mid-March, will close 
April 25. Della Reese follows April 27 
... A mixed bag of jazz and rock was 
presented at Disneyland during the Lin
coln-Washington combined and advanced 
holiday weekend: Joe Williams, Gerald 
Wilson and his orchestra, Freda Payne, 
Jackie De Shannon and The Chairmen 
of The Board . . . Thelma Houston has 
been recording radio recruiting promos 
here for the U.S. Navy. Backing the singer 
for the spots are John Myles, piano; Billy 
Fender, guitar; Jeff Castleman, electric 
bass; Bobby Morin, drums; Warren Bry
ant, conga drums . . . Laurindo Almeida 
gave a concert at the Wilshire Ebell The
ater. The audience was understandably 
small: at the same time, Andres Segovia 
was being presented in recital at the Music 
Center. Said Almeida, after thanking his 
fans: “it’s quite hard to compete with 
Segovia.” ... A concert called New 
Sacred Sounds was presented at the Music 
Center. Included were: Lalo Schifrin’s 
Jazz Suite on the Mass Texts, with Lalo 
conducting the Boger Wagner Chorale; 
The Gates of Justice, by Dave Brubeck, 
with Brubeck as soloist, and Ariel Ra
mirez’ Misa Criolla. Another two concerts 
for young people were given at the Music 
Center with the Brubeck work featured 
. . . Shortly before the world premiere of 
Quincy Jones’ Black Requiem for Ray 
Charles and Orchestra, Quincy added 
trumpeter Joe Newman to the roster of 
guest artists for the two concerts at Prairie 
View College in Houston. Others include: 
Billy Preston, organ; Toots Thielemans, 

harmonica, guitar; Ray Brown, bass; 
Grady Tate, drums; the 60-voice Prairie 
View College Chorale and the 110-piece 
Houston Symphony Orchestra . . . Bob
by Bryant moved his quintet into the 
Playboy Club for one week then returned 
to his “home base,” Bill of Fare. Person
nel: Bryant, trumpet; Herman Riley, 
Charles Owens, tenor saxes; Henry Cain, 
organ; Carl Lott, drums . . . Steve 
Spiegl’s big band put on a special free 
concert at Cerritos College, in Norwalk. 
Guest soloist was Ernie Watts . . . Stan 
Kenton’s latest tour has been extended. 
They’ll hit clubs and campuses in 45 cities 
before returning home to Los Angeles in 
early April . . . Steve Hideg fronted a 
septet at the Blue Danube in Hollywood 
and has hopes of turning it into at least a 
once-a-week gig. Personnel: Cat Ander
son, trumpet; George Augustine, trom
bone; Tony Ortega, reeds; Mike Wof
ford, piano; Carson Smith, bass; Mike 
Warren, guitar; Hideg, drums. Some of 
the charts are by Hideg; some by Tommy 
Vig and Ron Myers; others are old Art 
Blakey arrangements . . . Pete Jolly has 
cut an new album for A&M. It’s a little 
“freer” than his previous albums and he 
hopes it’s not “sweetened” too much. On 
the date: Chuck Berghofer, bass; Paul 
Humphrey, drums; Milt Holland, per
cussion. Pete doubled on quite a few key
board instruments, including electronic ac
cordion. There were no charts used for the 
session. They simply started playing, with 
each one contributing musical suggestions 
. . . Another improvisational group, the 
Lonnie Shetter Quintet, gave a concert 
at the Ice House in Pasadena, under the 
direction of Ray Bowman. Personnel: 
Alex Rodriguez, trumpet; Shetter, reeds 
and flute; Kent Glenn, piano; Jack Han
nah, bass; Chuck Glave, drums. Shetter 
works with Don Ellis’ band . . . Sonny 
Criss fronted a group of inmates from 
Chino prison at a special concert at Clare
mont College in honor of Black History 
Week. Sonny also lectured on jazz follow
ing the concert. Criss also sat in with 
Eddie Williams and Gloria Lynne at the 
Balboa Bay Club in Newport Beach. For 
a while, Criss studied with Lalo Schifrin 
(Lalo has a course in music scoring at 
UCLA), but he had to discontinue because 
of his day gig as a social worker. “But 
even during the brief time I spent with 
Lalo, I learned quite a bit,” commented 
Criss.

Chicago: Miles Davis made his first 
Chicago club appearance since the demise 
of the Plugged Nickel with a three-night 
stand at the Quiet Knight. With the trum
peter during the reservations-only gig were 
Gary Bartz, alto and soprano sax; Keith 
Jarrett, keyboards; Mike Henderson, bass; 
Jack De Johnette, drums, and Airto 
Moreira, percussion . . . Oscar Peterson 
opened at the London House (his 17th 
appearance with bassist George Mraz and 
drummer Ray Price, and Roy Eldridge’s 
Quartet followed. Future bookings at the 
club: organist Don Lewis (March 24- 
April 11); George Shearing (April 14- 
May 2); the Tennyson Stevens Trio 
(May 5-23), and Ramsey Lewis (May 26- 
June 20) . . . Joe Henderson and Curtis
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Fuller were featured in a recent Modern 
Jazz Showcase session at the North Park 
Hotel. The following week’s attraction was 
Art Blakey, and Bill Evans and Pepper 
Adams are set for March 21. Al Cohn, 
with either Zoot Sims or local tenorist 
Sandy Mosse, appears March 28, April 
2-4 is reserved for Yusef Lateef, and Lee 
Morgan, with pianist Harold Mabern, 
will occupy the North Park bandstand 
April 9-11 . . . The Modern Jazz Quartet 
presented two area concerts on successive 
nights—one at the Goodman Theatre and 
the other at Howard Auditorium in Wil
mette . . . Stan Kenton’s Orchestra drew 
excellent crowds at the Quiet Knight dur
ing their three-night stand. Personnel: 
Mike Vax, Cary Pack, Tony Farrell, Joe 
Ellis, Dennis Noday, trumpets; Dick 
Shearer, Fred Carter, Mike Jamieson, 
Mike Wallace, Graham Ellis, trombones; 
Quinn Davis, Richard Torres, Kim 
Frizell, Willie Maiden, Chuck Carter, 
reeds; Kenton, piano; Gary Todd, acous
tic and electric bass; John Von Ohlen, 
drums; Ramon Lopez, congas . . . Alice’s 
Revisited held another benefit for it’s own 
benefit (to buy a food license and expand) 
at the Body Politic, 2259 N. Lincoln Ave. 
Muddy Waters and Sammy Lay were 
featured . . . Recent concerts at the Syn
drome featured Rod Stewart and Small 
Faces, Savoy Brown, the Grease Band, 
Mountain, Fleetwood Mac, and Ned . . . 
The Adventures in Jazz Orchestra, 
which debuted recently at the Chances R 
on East Chestnut, began regular Sunday 
afternoon sessions at the Quiet Knight 
March 7. The band, co-led by Terry 
Brejla and Bill Brenemann, is com
prised mainly of local ad men, etc. with 
an abiding interest in big band music.

San Francisco: Carmen McRae was 
at El Matador for two weeks with Nat 
Pierce, piano; Andy Simpkins, bass, and 
Harvey Mason, drums. Bill Evans’ Trio 
(Eddie Gomez, bass; Marty Morell, 
drums) followed with a one-week book
ing .. . The Harding Theater’s recent 
attractions included the Bobby Hutcher
son-Harold Land Quintet, The Fourth 
Way, the New Generation Singers, 
Herbie Hancock’s Sextet, and guitarist 
David T. Walker . . . The Both/And 
Club had Bobby Hutcherson’s group 
(Todd Cochran, piano; James Leary, 
bass; Ed Marshall, drums) for two week
ends in late January . . . The Showcase in 
Oakland presented Jimmy Smith with gui
tarist Leo Blevins and drummer Leon 
Petties . . . Cal Tjader’s Quintet played 
the Bombay Bicycle and the On-Broadway 
in Oakland recently . . . Thelonious 
Monk’s Quartet (Paul Jeffrey, tenor sax; 
Larry Gales, bass; Len Chancellor, drums) 
were at Mandrake’s . . . The Union West 
began a new nightly music policy with 
Don McCarrel, piano; Mario Suraci, bass, 
and Dennis Allison, drums, on the stand 
Tuesday through Saturday and Eddie 
Duran, guitar; Pete Marshall, bass, and 
Al Costa, drums, handling Sundays and 
Mondays . . . Former Stan Kenton trum
peter Warren Gale worked a one-nighter 
at the New Orleans House in Berkeley 
with Jules Rouse, trombone; Bert Wil

son, tenor sax; Dave Kempton, piano; 
Gary Todd, bass, and John Waller, drums 
. . . Basin Street West, embedded in a rock 
policy over the past couple months, brought 
in Charlie Byrd for a ten-day booking in 
early February . . . Mongo Santamaria’s 
new group, with CO-star Armando Peraza 
on conga, consists of Luis Gasca, trumpet; 
Grant Reed, reeds; Neal Creque, vibes; 
Roger Glenn, piano; Eddie Rebeira, bass, 
and Carniello Carcia, drums. They pre
miered with a month-long booking at 
Cesar’s Two . . . The Claremont Hotel 
in Berkeley, recently host to the big bands 
of Stan Kenton, Count Basie, and Woody 
Herman, features tenorist Sam Simpson’s 
Trio (Alonzo Davies, organ; Earl Wat
kins, drums) on weekends.

Dallas: While not exactly overrun with 
jazz clubs, the Dallas-Fort Worth area was 
at least showing signs of life as the spring 
season approached. In one of the most 
significant events, pianist Jac Murphy pur
chased the Villager Club and re-established 
a jazz format at the North Dallas Lounge, 
which had been his trio’s home base in 
years past. In addition to managing the 
club, Murphy will also lead the house trio 
six nights a week. His sidemen are former 
Woody Herman bassist John Monaghan 
and drummer Banks Dimon. Sunday ses
sions will feature the 15-piece Kicks 
Band, composed of local studio players 
and directed by Rich Matteson . . . Mean
while, across town the Arena reopened 
with the Jazz Organizers on Thursday 
and Friday, the Christopher Hayes Move
ment (with Hayes on organ) on Saturday 
and Sunday, and a Sunday matinee fea
turing the Black Mafia. The latter group, 
which also works weekends at Dallas’ per
ennial jazz spot, The Lark, features Curtis 
Peterson, alto sax, flute; Tim Peterson, 
tenor sax, flute; Billy Clements, guitar; 
Pat Peterson, piano, vocals; Eugene 
Monroe, bass, and Emory Thomas, drums 
. . . At the nearby Arandas, Red Garland 
departed for the west coast after a long
standing engagement and was replaced by 
tenorist Marchel Ivery’s group ... A jazz 
format is also being tried at the Office, on 
the site of the old Fink Mink. Bob Sickles, 
congas and flute, heads a group there called 
Ancient Dream, which includes reedman 
Barrie Kelsey, pianist Tom DeSalvo, 
bassist Bill Hieronymus, and drummer 
Dave Levine ... In Fort Worth, David 
“Fathead” Newman joined The Rays 
weekends at the Club Eldorado. The group 
also features Clyde George, organ; Ray
mond George, guitar; Dwayne Durrett, 
drums, and Thelma Pruitt, vocals. Not 
too far away, there is jazz to be heard at 
Floyd Wilson’s Malibu Club . . . Tex 
Beneke flew in from St. Louis to headline 
a benefit appreciation dance staged by 
Fort Worth AFM local 72 for Harvey 
Anderson, popular reed player and band
leader seriously injured in an auto accident 
late last year . . . Nina Simone appeared 
in concert Feb. 12 at Dallas’ Apparel Mart, 
sponsored by the National Conference of 
Black Methodists for Church Reform . . . 
Canned Heat, Southwind, and It’s A 
Beautiful Day shared billing on the first 
of what was to be a series of Sunday 
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afternoon rock concerts early this year 
. . . One of the city’s most popular 
rock groups, Jerry Fisher’s Cherokee, 
faced a temporary setback when fire gutted 
the Club Village during their engagement, 
virtually destroying all their instruments. 
Fisher has now leased Nero’s Nook, di
rectly across the street, and is doing SRO 
business once again . . Jesse Lopez, also 
scheduled for a Village booking, moved in
stead into the Executive Inn’s Black Gar
ter Club, the latest of the city’s major 
rooms to adopt a rock policy. Pianist 
Richie Salicco’s Trio (Lou Cook, bass; 
Pete Messick, drums) continue in the 
EI Lounge ... An early 1971 attraction 
at the Touche Lounge of the Hyatt House 
was an Atlanta-based group, Susan & 
The Sound System, headed by brilliant 
young New Orleans guitarist Gary Hul- 
lette. Rounding out the group are bassist 
Kenny Watson, drummer Wilf Manz, 
and the leader’s wife, Susan Richerson, 
vocals . . . Dallasound, featuring the 
Dallas Symphony Orchestra in pop ar
rangements augmented by a jazz rhythm 
section, drew an overflow 3,500 for a 
January concert. The orchestra was con
ducted by Anshel Brusilow and arrange
ments were by Bill Holcombe. An album 
should be forthcoming.

Baltimore: The Lee Morgan Quintet, 
with Billy Harper, Harold Mabern, Reg
gie Workman and Billy Higgins, inaug
urated the 1971 Left Bank Jazz Society 
concert season at the Famous Ballroom. 
The LBJS has Elvin Jones and Stan 
Kenton booked for the first two Sundays 
in March. . . . Rufus Harley played a 
long week-end at the James Brown Motor 
Inn late in January, backed by the house 
band for the past 18 weeks, guitarist Earl 
Wilson, organist Charles Covington, and 
drummer Ricky Johnson. Covington re
turned to Baltimore after a stint on the 
road with George Benson . . . Pianist 
Fuzzy Kane, bassist Monty Poulson, and 
drummer Warren Gant have taken over 
the Wilson trio’s old spot at the Royal 
Roost on York Road. . . . Miles Davis, 
scheduled to play early in January at 
Painters Mill, a suburban theater-in-the- 
round now used mostly for rock shows, 
cancelled with six hours notice. The pro
moters, Tree Frog Productions, brought 
in several good local rock groups, including 
Grin from Washington, D.C., and closed 
the show with Redbone, a driving band 
of Indians from the West Coast, composed 
of the Vegas brothers, Lolly and Pat, 
who play guitar and bass respectively, 
rhythm guitarist Tony Bellamy and Chey
enne drummer Pete DePoe.

Detroit: The new year brought signs of 
a jazz resurgence with the re-opening of 
a well-known club and the appearance of 
new coffeehouses dedicated to bringing 
jazz to Detroit. The Drome Lounge is 
back in action after a one-and-a-half year 
absence. The Billy Burrell Quartet, fea
turing vocalist Terri Thornton, opened 
the renovated room in January, followed 
by brother Kenny Burrell and his group. 
At the IBO Cultural Center, Rahsaan | 

Roland Kirk did two days in February, 
followed by Joe Henderson’s Sextet for 
a three-day weekend. The Watt’s Club Mo
zambique featured guitarist Grant Green 
for 10 days in late January, highlighted 
by a live recording session with tenorist 
Houston Person. James Moody’s group 
(Larry Young, organ; Roy Brooks, drums; 
Eddie Jefferson, vocals) followed, and 
Rusty Bryant’s trio was next . . . Baker’s

Clb music shop*
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, 70$ per 
word. Special multiple insertion schedules: three 
times, 65$ per word; seven times, 62$ per word; 
13 times. 60$ per word: 26 times. 54$ per word, 
down beat. 222 W'. Adams, Chicago, III. 60606.

IMPROVISATION METHODS

PRACTICAL IMPROVISATIONS 
MODERN HARMONY BOOK FOR ALL INSTRUMENTS 

scales, chords, blues, alterations, etc. 
Send $3.25 to BOB TILLES

6153 N. Claremont Awe. Chicago, ILL. 60645

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.

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.

30% TO 50% DISCOUNT. Guitars, Amps, Drums. Any 
model. Free catalog. Warehouse DI, Box 9352, Fort 
Worth, Texas 76107.

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.

Maker of Fine

Acoustical & Classical Guitars

seeking Manufacturer

Representative or Distributor.

Will discuss territories.

Fedor Fatovich
18 63rd Street

West New York, NJ. 07093

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

RADIO STATIONS. Jazz series available. Free tape.
Jazzman, 1102 Melrose Ave., Phila. Pa. 19126.

Keyboard Lounge re-opened Jan. 21 after 
a month-long closing, with pianist Monty 
Alexander’s group. Yusef Lateef and 
Richard Groove Holmes followed . . . 
Guitarist Dennis Coffey’s trio continues 
to pack Morrie Baker’s Showplace every 
weekend . . . Clarence’s Bluebird Inn, 
probably the oldest jazz club in town in 
years of service, has guitarist James U1I- 
mer’s trio (John Dana, bass; Allen Gold-

QUALITY MANUSCRIPT PAPER
■ Eye ease white stock, 8% x 11".
■ 12 staves printed on two sides.
■ 3 side holes for easy notebook use.
■ Suitable for pen or pencil notation.
■ Low, low price: only $1.95 for 100 sheets.
■ Buy the 500 sheet package — only $8.75.
■ Shipped postage-paid anywhere. No C.O.D.

__ music
workshop—j

publications—|

down 222 West Adams Street
beat Chicago, Illinois 60606

RECORDS & TAPES
THOUSANDS OF JAZZ LPS at fantastically low pricas. 
Modern, Progressive, and Blues. Send 25c 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.

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

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

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

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

Learn David Baker's jazz improvisation method 
plus dixieland and jazz-rock, 

phone or write 
SKIP LE COMPTE

315 W. 53 St. New York, NY 10019
(212) LT 1-1480

DRUMMERS
Stanley Spector write»—

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 "Ideas" 
relate more to vague Impulses and the wish to 
make music. To breok 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 o 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 "ideas" Is really in need of greater 
mental clarification of his "ideas". Some drummers 
have found greater mental clarification of their 
ideas in considering Ihe question—
HOW CAN A GOOD DRUMMER GET TO PLAY 
BETTER? For further information about our recorded 
home study course, write to the

STANLEY SPECTOR SCHOOL OF DRUMMING 
200 West 58th Street (at 7th Ave.) Dept. 261 
Now York, N.Y 10019 Phone: 246-5661
Foreign inauires 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, 8 V2 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) 8V2 x 11, spiral 
bound, $12.50.

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 scored for nine instruments 
trumpet; trombone; alto, tenor and baritone saxes
guitar; piano; electric

□ Roly Poly
□ 125th Street
□ Son Mar
□ April B
□ Prelude

$4.

and acoustic bass; and drums.
□ One For J. S.
□ Terrible T
□ The Dude
□ Black Thursday
□ Le Chat Qui Peche

50 EACH
A complete Dave Baker Jazz Rock Library of all 

ten arrangements . . . only $37.50.

Also by Dave Baker . . .
□ The II V. Progression ........................ $5.75
□ Developing Jazz Improvisation .. $7.50 

Based on Lydian Chromatic Concept

Phone 212/LT 1-1480
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) $3.50
□ Dr. D. Reinhart (Pivot System) all Brass $12.50 
□ Joseph Schillinger (Kaleidophone) $3.50 
gSchillinger (Encyclopedia of Rhythm) $12.50 

Charles Colin (Encyclopedia of Scales) $12.50 
Dr. Chas. Colin (Complete Trumpet Method) $7.50

□ Aaron Harris (Advanced Trumpet Studies) $4.95 
2 Hank Mancini (Sound and Scores) $12.50 
□ A. Mancini (Complete Trumpet Method) $7.50 
□ Dan Ricigliano (Popular Jazz Harmony) $6.95 
□ Walter Stuart’s Encyclopedia of Modern Jazz (8 

great Stuart books) Complete volume $12.50
□ Harry Glantz (For the Advanced Trumpeter) $3.95 
□ Fake Book for the Club Date Musician $7.50 
□ Capozzoli: AROUND the DRUMS (with Triplets)

(with open rolls) (with Rhythm) (with paradiddles) 
(with Sight Reading) each book $2.00—Special 
all 5 books $8.00

Phone 212/LT 1-1480
NEW SOUNDS IN MODERN MUSIC

315 W. 53rd St.. New York. N.Y. 10019 

en, drums) . . . Vibist Jack Brokensha 
joined the Bess Bonnier Duo at the Vine
yards . . . Organist Bod Lumpkin and 
his Chitterlin’ Conspiracy play weekends 
at the Flip O Will . . . Ella Fitzgerald 
did a week at the Elmwood Casino starting 
Feb. 10 . . . Archie Shepp, with excellent 
local rhythm support (Ron Brooks, bass; 
Danny Spencer, drums) and a wide vari
ety of sitters-in, played to packed houses 
at the musician-owned Strata Concert Gal
lery, followed by the jazz-rock group 
Sphere. Music, Inc. (Charles Tolliver, 
trumpet; Stanley Cowell, piano; Cecil 
McBee, bass; Jimmy Hopps, drums) 
started February with beautiful music . . . 
The strongest of many recent jazz con
certs here was Jazz&Soul ’71, featuring 
the Alice Coltrane Quartet with Pharoah 
Sanders, Lee Morgan’s quintet, guitarist 
David T Walker’s trio, and The Dells. 
The Motor City is jumping again.

Pittsburgh: It was SRO at The Encore 
in Shadyside when Las-Vegas-based trom
bonist Tommy Turk returned to his native 
area for a one-week stand. The former 
leader of The Deuces Wild, one of the 
legendary local jazz groups, used none of 
his former sidemen, but nostalgic fans saw 
a few Turk admirers entertain. One was 
vocalist Jeanne Baxter and another was 
clarinetist Jack Mahony, who sat in on 
a Saturday afternoon jam session. Some 
of Pittsburgh’s best sidemen worked the 
gig: Bay Cruninrie, piano; Johnny Vance, 
bass, and Ronnie Simon, drums. A special 
attraction one night was saxophonist Flo 
Cassinelli, who was one of three saxists 
featured at one time or another with the 
old Deuces . . . The Bigelow Spa adopted 
a jazz policy with the presentation of the 
Boh Blackwell Trio, featuring former 
Gloria Lynne accompanist Jerold Price, 
piano, and former Oscar Peterson side
man Bobby Durham, drums . . . The 
Pittsburgh Jaycees selected pianist Walt 
Harper as their “Man of the Year” in 
music . . . Teri Rini, a singing pianist, 
has moved to the Carlton House after 
successful gigs at The Tender Trap, The 
Sundown and The Encore . . . Pianist
vocalist Joe Kennedy III and his part
ner, vocalist Frank Lavalie, have written 
special arrangements for an audio-visual 
exhibit sent to various black community 
events around the country by the Gulf 
Oil Corp.

in.
MAKCR5 OF 

BOEHM FLUTES AND PICCOLOS

12 ^Ireet
4«UBB. 02116

617 - 482-7457

Minneapolis-St. Paul: The Cafe Ex
traordinaire’s new owner, Bobby Jackson, 
turned to soul music after suffering quite 
a loss with Freddie Hubbard’s quintet in 
late 1970. He intends to continue bringing 
in jazz performers, but on a limited and 
selective basis . . . The Bay Bryant Trio 
was at Tafi’s . . . Bobby Lyle, new pian
ist organist with Young-Holt Unlimited, 
is from St. Paul . . . Lucille Spann, 
widow of Otis Spann, was featured with 
Sam Lay’s Blues Band from Chicago in 
a concert at the Cedar Village Theater, 
and Luther Allison, another Chicago blues 
man, was heard with his band at the Uni
versity of Minnesota . . . Doc Severinsen 
and his Now Generation Brass played the 
St. Paul Auditorium . . . This locality has 
been without an active correspondent for 
so long that the following might still be 
news: When Don Ellis and his band were 
booked last November at The Depot, usu
ally the scene of Sunday rock concerts, 
it was the first time jazz had been heard 
there. The reception was so good that the 
band was held over for another night. 
Also, Ellis&Co. played at Sandstone Pris
on, some 70 miles north of St. Paul, mark
ing the first time big-name entertainment 
was presented for the inmates in the fed
eral penal institution.

Norway: Only two jazz clubs are cur
rently in operation in Oslo: the Blue 
Note, which swings every Saturday with 
mostly local musicians, and the student 
club at Sogn . . . Dexter Gordon has 
again received working permission from 
the Norwegian government to participate 
in the Molde Jazz Festival. In addition 
to Gordon, who will be making his fourth 
festival appearance, Clark Terry, the John 
Surman Trio, local musicians Jan Gar- 
barek (tenor sax), Terje Rypdal (gui
tar), Jon Christensen (drums), and an 
ensemble led by tenorist Ray Pitts, are 
set to appear. The festival is subsidized 
by the Norwegian government, the city of 
Molde, and the Nordic Cultural Organiza
tion . . . Guitarist Rypdal is presently 
employed in Bergen as musical arranger 
for Hair . . . The Kongsberg Jazz Festi
val is set for June 24-27 with artists still 
to be confirmed . . . Tenorist Jan Gar- 
barek spent some time in the U.S. in late 
1970, studying at the Berklee School of 
Music in Boston and later visiting New 
York.
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Forty cents 
for the new 
Rico Royal 
clarinet
reed.

Ma.

Reg. U.S Pat. Oil 

rico 
royal 
10 reeds 
created by professionals 
for professional 
superiority

neo 2
strength

Certainly.
We invite you to spend a little more tor the newest reed in the Rico line—Rico Royal. 
The difference in quality is well worth the difference in price.
Rico employs new design concepts and strict quality control techniques in the manu
facture of Rico Royal. Result: superb tonal qualities and increased range.
What else is new about Rico Royal? Plenty. It looks different from any Rico reed. And 
it's made of superior grade natural cane carefully selected for Rico Royal alone. In 
addition to Clarinet reeds, Alto, Tenor and Baritone Saxophone models are available. 
Try the new Rico Royal reed, if you're serious about good music. We certainly are.

IHIHIB
Rico Corporation
P.O. Box 5028 Bendix Station
North Hollywood, California 91605



Ä « Try a Selmer
1 s\

Stan Getz did t
and the rest is history

Selmer
DivisionofThe MagnavoxCompany, P.O. Box310, Elkhart, Indiana
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