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The The 
tuner's player's 
plano• piano. 

We took his 
tuning fork and 
built it into our piano 
73 times. That's right. 
About the only thing left of that 
beat up old practice piano that 
huddled in the shadows of every 
club, practice hall and auditorium 
is a fond memory. 

Not only was it ugly and heavy, 
but it was out of tune most of the time. 

So we came up with a 
replacement. An electric piano that 
abolishes strings and reeds forever. 
Instead there are individual tuning 

forks which are 
pitched at the factory. 

The Fender 
Suitcase Piano shown 
above includes the 
base which houses an 

8o-watt RMS amp and 
four specially-designed 12-inch 
speakers. It can be moved around 
with you. Simply detach the keyboard 
from the speaker base and you've 
got two easy to handle pieces. 

Consider a Fender piano 
for your group. It'll save 
everybody's ear for playing. 

I he I•ender Stage Piano 
is also available. It 
consists of the keyboard 
unit only, which can be 
used with any amp of zo 
watts output or more. 

Fender Is a registered trade mark of 
CBS Musical Instruments 
A Division of Columbia Broadcasting, Inc. 
me° E. Valencia, Fullerton, California 9z631 



We could write a lot of words to tell you 
how great Buddy Rich is and why he prefers 

Slingerland, but when you've heard him 

and tried these drums yourself 

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

SUNDERLAND DRUM CO. ‘, ( . INEVA D10 

6633 N. Milwaukee Ave., Niles, Illinois 60648 

Please send free photo of Buddy Rich. I enclose 25¢ for post-
age and handling. Also send your new full color catalog. 

Name  

Address   

City   State Zip  



the first chorus 

qe. 

Attention Organists! 
Tired of playing music of the 70's on an instrument designed 

in the 40's? Now you can bust out with these dynamic in-

novations for organists from ORGONICS. 

Nova-Bass I and II 

The exciting new bass synthesizers designed to install directly in your 
present organ. Operates directly from the lower manual and pedals. 
You get authentic modern bass voices, added range, and plenty of 
power. With the Nova-Bass you can play lines like a real bass player. 

PBK 

A properly designed power booster kit for your organ speaker. It will 
boost your power SAFELY by a factor of five. Includes all necessary 
speakers, booster amplifiers, etc. The PBK will let that organ be heard 
and not just seen. 

NOVA-WAH 

The latest innovation from ORGONICS. At the flick of a switch your 
expression pedal turns into a wah-wah pedal. Introduce a new dimen-
sion into your solo work. 

ALL ORGONICS products are sold 
as complete kits with all necessary 
materials and instructions provided. 
They are designed for easy in-
stallation by the average organist. 
Write us today for our complete 
catalogue and name of nearest sales 
representative. 

521 Leicester - Plymouth, Mich.,48170 

Sony condenser mikes 
are better for everyone! 

Especially those whose extraordinary 
musical ability make accurate 
reproduction vitally important 

Sony's ECM-22P condenser 
microphone costs $99.50 

and is better than any 
competitive $175 dynamic 
microphone. Find it hard to 

believe? Visit your Sony/ 
Superscope dealer for 

details— or write 
Mr . Carl Mason, 

Sony/ Superscope, 
8150 Vineland Ave, 

Sun Valley, Calif. 
91352. 

EéONY SUPER COPE 

1971 Superscope, In, 

By Charles Suber 

This is our annual report on the music 
education job market. We urge each read-

er to make a pass at interpreting the follow-
ing figures and facts in light of his/her own 
experience and aspirations. Or to quote a 
Greek: Know thyself. 

First off: There is "full employment" this 
September for any qualified instrumental mu-
sic teacher ("qualified" = Mus-Ed degree and 
certification) who is willing to go where the 
job is. Our survey of music educator place-
ment services indicate that even though there 
were 30% fewer jobs open this year over last, 
that all qualified personnel, including the re-
cent June graduates are on a school payroll. 
There are even some shortages, such as: qual-
ified (see above) black or brown teachers, 
especially those who will accept positions in 
lame urban school districts; guitar instructors 
for college/university level; musical therapists 
and other "special education" categories; 
teachers for all levels who can teach lab or 
class keyboard (piano majors without a Mus-
Ed degree are a glut on the market). 
Even though college/university enrollment 

is up over 10% from last year, there are fewer 
job opportunities — vocal/choral jobs are 
down 45%, cello 65%, piano 18%, violin 20%, 
musicology 15%. Theory & Composition is 
the best area of a steadily decreasing number 
of jobs in higher education. In all cases, kin-
dergarden to university, the music teacher 
who is also a good performer has a decided 
edge on the weak or non-player. On the col-
lege level, experience and proficiency of com-
munication and performance are becoming 
substitutes for the doctorate or even the mas-
ter's degree. 
How many students and teachers are there? 

The following estimates are made available to 
us by the U.S. Office of Education. 

Grade Public/Private School Enrollment 
Level Sept. '71 Sept. '70 Sept. '69 

K thru 8 36,700,000 36,800,000 36,900,000 
9 thru 12 15,150,000 14,800,000 14,600,000 
Higher Ed. 8,390.000 7,600,000 7,100,000 

Grade 
Level 

K thru 12 2,359,000 2,340,000 
Higher Ed. 617,000 590,000 

Teacher Total 2,976,000 2,930,000 

60,240,000 59,200,000 58,600,000 

Public/Private School Teachers 
1971 1970 

Transposing to music, we get: 

Grade 
Level 

Number of Instrumental 
Music Students— Sent. 1971 

K thru 8 
9 thru 12 
Higher Ed. 

Total 

5% 1  835,000 
8% 1.212,000* 
I%  83,900  

3,130,900 

*Research done by the American Music Con-
ference via the University of Chicago in-
dicates that the percentage of high school 
instrumental music students is closer to 8% 
than the 5% we indicated last year. 
Then there is the "private sector" which is 

supplying an ever-increasing demand for mu-
sic instruction which is not being met within 
school curriculum. Years ago private instruc-
tion was called just that, or if sponsored by a 
music retailer a "music studio". Today the 
proper term is "School of Music" as the in-
struction is top grade, the materials often 
more advanced than public schools, and the 
choice of music more flexible. 
Then there are nationally franchised 

Schools of Music, such as Yamaha and Bald-
win. Yamaha, for example, has 11,000 stu-
dents, ages 4 through 8, currently being in-
structed by 234 teachers (average age, 25, 
female, keyboard majors). 
More next issue. db 
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here's the insi E story 
on Gibson... 

We're giving you an unprecedented peek into the 
heart of a new Gibson Flattop guitar. Beneath the 
surface of this beauty is a sound distribution center 
called " bracing". It's probably the most important 
part of the guitar, because the very first string 
vibrations are received here. It's vitally important 
that they start out right. 
Gibson, in a constant effort to improve its already 

great flattop guitars, has developed the NEW sym-
metrical bracing design. It's patented and that 
means only Gibson has it. 
Exclusive symmetrical bracing allows the use of 

er;" • 

lighter tops without sacrifice of strength. Response 
is above excellence because vibrations are dis-
tributed evenly to all areas of the top. 
If you demand tonal purity beyond recall, and 
response that knows no peer, stop in at your local 
Gibson dealer and try the ALL NEW Gibson 
Flattop with symmetrical bracing. 

gifOlt-9P 
Gibson, Inc., 7373 N. Cicero Avenue, Lincolnwood, Illinois 60646 



The noted French 
jazz critic who was 
Armstrong's friend 
for forty years tells 

his life story, 
discusses his 

famous style, and 
describes and 
analyzes his 

records from 1923 
to the present 

"Nobody knows 
those records so 
well as Hugues 

Panassié, whose 
appraisal of them 
is such a valuable 

part of this 
valuable book." 

EARL HINES 
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etle ellington Protect 
rom "Soda Fountain Rag" to the new 
omposition be undoubtedly wrote last night, 
'ward Kennedy "Duke" Ellington, 

• merica's foremost composer, has given a 
ifetime of artistic contributions to 

• merican culture and to the culture of 
he whole World as well. 

ince 1949, Mr. Ellington has been the 

ecipient of honorary degrees from major 
merinos colleges and universities, including 

Yak, Brown, Howard, the University of 
Wisconsin, St. John's University and 
be Berklee College of Music. 

antasy Records is proud to present to the o 
'world compositions by the Maestro which 

have never before been on record and 

performances that otherwise might never 
bave been beard and has undertaken to. 

,release a six-album special archive of 

Ellingtonia, a significant addition to music. 

NOW AVAILABLE: Second Sacred Concert, 

a two-LP set at a special price of $5.98 
featuring soloist Alice Babs and four choirs 

in a performance of Ellington's major 

religions work. 

SCHEDULED FOR FALL, 1971: Latin 
American Suite, a major composition written 

by Ellington and performed by his band 
during its tour of South America 

in the fall of 1%8. 

FUTURE: • A live recording of Ellington's 

concert of original compositions at Yale 

University fan. 26, 1968. 

• A recording of Ellington with three 

different small band units recorded between 
1967 and 1970. 

' * Ellington and a rhythm section in piano 
recordings made between 1966 and 1970. 

Fantasy's six-album series adds substantially 
to the body of work which firmly asserts 
, Ellington's position as America's leading 

composer as do his academic honors. We are 
honorad k' have the opportunity to play 

some small part in acknowledging his 

international stature as a creative artist. 

Fantasy 

'Meagan. 
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discords 
Does The Right Hand Know. 
I fail to see the value of transcribing the 

work of Bill Evans' right hand without his left 
(db, Aug. 19). You might as well write out 
Coltrane's lefthand work, so that people can 
practice one hand at a time. 

Also, in his comments on the changes. Dan 
Hearle doesn't realize that Fmi-Abmi-Bmi-
E7-Eb is not part of the original chord se-
quence. It is merely Evans- favorite inter-
pretation of II-V-1, which he has used thou-
sands of times and which is original with him. 

nate to think of jazz being taught by 
people who are unaware of such basic details. 

Brian Priestley 
London, England 

You May Indeed 
Sy Johnson's article on Filmore East (db, 

Sept. 16) was excellent — may we hear more 
from him? 

J. Patrick Hulsman 
Buffalo. N.Y. 

Evans, Davis and CBS 
Clive Davis, president of Columbia 

Records, is " interested in how we're going to 
get youth to really listen to the giants of jazz." 
He urges Bill Evans to "use your genius and 
start communicating." (db, Sept. 16) 

Davis' idea that Evans should move into 
"exciting areas" and bring his musical ideas to 
"new people" is absurd. Absurd because 
Evans and other artists of his genre are ex-
pressing their genius. Evans has poured forth 

POLYTONAL. 

One measure of a great piano 
is the tapestry of peoples and musics 

that are its lifeblood. 
People who view the world In different lights, 

who are styles and cultures and epochs apart. 
Musics that reflect, inspire, tranquilize, dramatize, 
predict the future. 
A great piano brings all together 

with its tonal richness and responsiveness. 
yet allows all to sound out their own unlquenesses— 

warm, proud, and free. 
A Yamaha is one measure of a great piano. 

YAMAHA 
InteinatIonal Cor porefion. Brr.,r Park. Cal.1 ,0620 

his heart and soul in all of his recordings and 
concert performances. 

Davis should be asking youth: "Why do 
you fail to communicate with such a beautiful 
art form? Do you need an ear examination?" 
I am 22 and play no musical instrument. 

Thomas R. Schoen 
Toledo, Ohio 

Dan Morgenstern's recent article on Clive 
Davis of Columbia was one of the most in-
furiating that I've read in any coverage ofjazz 
during many years of following this part of our 
music. It was so damn annoying because of 
Davis' incredibly transparent obsessive mer-
chandising mentality .... his comments about 
the cultural sanctity of "classical" music as 
opposed to his criteria for jazz acceptance 
were alarming. 

His supercilious remarks about John Wil-
son's N.Y. Times coverage of big bands... 
revealed his ignorance of big band music. Did 
he hear any of the orchestras and see the age 
of the musicians, and has he paid any atten-
tion to the numerous college jazz bands .... ? 
I know Miles has been paying his way 

adequately for Columbia over the years and 
seriously doubt the need for his transforma-
tion. Unfortunately, another group influenced 
by Clive Davis is Weather Report, which it 
was my misfortune to see (and partially hear) 
in Boston. What a fantastic waste of in-
ordinately gifted musicians. The evening 
could have been billed as "An Exercise in 
Percussive Expressionism:" dynamics and 
taste were repetitiously subordinated to 
bombastic and uninventive drummers. 
I hope Clive Davis will allow Bill Evans to 

exercise his own good musical judgement. 
Dick Quigley 

Haworth, NJ. 

Columbia (has) just released The Bill Evans 
Album. If it had been cut by an unknown 
talent or a comeback musician, it would no 
doubt get rave reviews. That Bill Evans is the 
musician makes it even greater. 
_Evans has gone through many changes, but 
I don't think he's ever played a bad solo, 
perhaps because he has always developed 
logically from his own music. On this new 
record there are musical aspects of Evans' 
entire recorded history.... 

Play any earlier Bill Evans tune, and chan-
ces are you can find its essence further devel-
oped on the album. The reverse, of course, is 
not true; that is, one finds things on the new 
album which have never been played before. 
Evans' speed, attack, harmony, rhythm and 
control are more advanced than ever.... 
An argument can be made, and I think a 

good one, that while jazz music keeps chang-
ing, it does not really develop: that in fact it 
may keep losing more than it gains. New 
Miles may be speaking to more people, but 
certainly not as tenderly or sensitively as Old 
Miles. Weather Report produces fine textures 
and intricate rhythms, but the group sacrifices 
the whole concept of improvised music. And 
is anyone going to show how Moon Man 
developed from Forest Flower? 
This is not really meant as a put-down: if 

these guys make their bread, great. But Bill 
Evans is something else. He is the most con-
sistently creative musician in jazz. and The 
Bill Evans Album is a definitive summation of 
his music. 

Stuart H. Cohen 
Cornell University, Ithaca, N.Y. 

8 ri down beat 



clown 
Door LAi 

ELLINGTON IN RUSSIA: 
THEY LOVE HIM MADLY 

After breaking all attendance records at 
New York's Rainbow Grill in a month's stand 
and playing a free Jazzmobile concert in Har-
lem, Duke Ellington headed for one of the few 
remaining parts of the globe new to him: 
Soviet Russia. 

His five-week tour of the USSR began 
Sept. 13 in Leningrad's 4,200-seat October 
Theater. The house was bought out for five 
nights running far in advance. And on opening 
night, a wildly cheering audience demanded 
encore upon encore, refusing to move after 
the concert has ended, jamming the aisles, 
pleading for autographs, and fighting over 
souvenir programs. 
According to early reports, Soviet au-

diences seemed familiar with and most appre-
ciative of established Ellington favorites. 
while interested in but less enthusiastic about 
newer and less well known material. On the 
first night, Paul Gonsalves brought down the 
house with an impromptu version of Dark 
Eyes— the ninth encore. 
The crew Ellington took to Russia included 

some new faces: trumpeter Johnny Coles and 
saxophonist Harold (Geezil) Minerve. It also 
found lead alto Russell Procope back on the 
job. The complete lineup: Mercer Ellington, 
Cootie Williams, Harold (Money) Johnson, 
Eddie Preston, Coles, trumpets; Booty Wood, 
Malcolm Taylor. Chuck Connors, trombones; 
Procope, Minerve, Norris Turney, Harold 
Ashby, Gonsalves, Harry Carney, reeds; El-
lington, piano; Joe Benjamin, bass; Rufus 
Jones, drums; Nell Brookshire, Tony Wat-
kins, vocalists. 
The tour winds up with a Moscow series 

Oct. 9-12, after visits to Minsk, Kiev, and 
Rostov. The band then begins a strenuous 
tour of other European countries. 

COLEMAN CUTS FOR CBS 
WITH OLD & NEW FRIENDS 

Studio E at Columbia Records is a tiny 
cubicle that might do nicely for string quartet 
recordings. It was the last place where I ex-
pected to find the Omette Coleman quartet 
PLUS. In addition to Ornette's current band 
(the leader on alto sax, trumpet, violin; 
Dewey Redman, tenor sax, musette; Charlie 
Haden, bass; Ed Blackwell, drums) there was 
a reunion with three former sidemen: Don 
Cherry, pocket trumpet; Bobby Bradford, 
trumpet, and Billy Higgins, drums. 
The album, tentatively scheduled for 

January release, features a heretofore undis-
closed aspect of Ornette's abilities. A poem 
written by Omette will be overdubbed onto 
one of the selections, and he has also written 
the lyrics for two songs which could be called 
popular songs in format and maybe even in 
structure, but certainly go far beyond the lim-
its of this genre in content and quality. 
The lyrics to What Reason Could I Give 

and All My Life are sung by Asha Puthli, a 

IMO 
young singer from Bombay, India with the 
scope and improvisational ability of a jazz in-
strumentalist. After Omette had tried coun-
tless other singers, Asha, on the recommenda-
tion of Bob Altschuler and John Hammond. 
came into the studio for a try at it. She locked 
right in on two of the most complex and 
beautiful songs ever written by a jazz com-
poser. ( Final re-recordings of these numbers 
with slightly altered personnel were required 
only because Omette felt they sounded better 
in a lower key). 
Atlantic Records will soon release an al-

bum of previously unissued vintage Coleman 
performances, including a 17-minute piece by 
the famous "double quartet" that recorded 
the influential Free Jazz LP. —Joe H. Klee 

LES STRAND WINNER 
OF YAMAHA CONTEST 

Leslie Strandt, a teacher from Washington, 
D.C., became the first United States grand 
prize winner of the Yamaha National Elec-
tone Organ Pops Competition held recently at 
Las Vegas, Nev. In the opinion of the judg-
es— David Baskerville, Elmer Bernstein, Bill 
Irwin, Rex Koury, Vic Mizzy, and Charles 
Suber — Strandt was the best organist and im-
proviser of the more than 90 contestants 
"sponsored" by Yamaha Organ dealers 
throughout the U.S. 

Strandt, sponsored by Ferguson Music Co. 
of Wheaton, Md., now becomes the U.S. en-
try in the 8th Yamaha Electone Festival 
which will be held this year in Nemu-no-Sato, 
Japan, with 16 countries represented. 

Strandt is no stranger to jazz. As Les 
Strand, he gained considerable attention in 
the 1950s in Chicago, particularly at the 
Streamliner Cafe with vocalists Lurlean 
Hunter and pianist Ernie Harper. His wife, 
the former Pat Harris, was a down beat staffer 
for several years. 
The second-prize winner ($500 and Alter-

nate Representative to Japan) was Dennis 
Hinman (LaSalle's, Toledo). Third prize 
($3OO) went to Dick Smith (Jason's, Balti-
more). Each of the other seven finalists re-
ceived $200: Don Lee Ellis (Costa Mesa, 
Cal.); Nancy Jackman (St. Ann, Mo.); Alan 
Malaby (Wichita, Kas.); Lenny Parretta (Jo-
liet, Ill.); Jay Rosenthal ( Inglewood, Cal.); 
Frank Sicari (Long Island, N.Y.), and Lyman 
Strong (N. Syracuse, N.Y.). 

FINAL BAR 

Pianist, singer, composer and bandleader 
Lilian Hardin Armstrong, 69, died Aug. 27 of 
a heart attack while performing at a memorial 
concert for Louis Armstrong in Chicago. (See 
news story for details.) 

Born in Memphis, Tenn. in 1902 (her birth 
date is variously given as 1899, 1900, and 
1903, but 1902 was verified by Mrs. Arm-
strong) she attended Fisk University, then 
moved to Chicago in her late teens. 

After working as a song demonstrator in a 

music store, she began to gig with New Or-
leans jazz musicians in Chicago, among them 
cornetists Sugar Johnny Smith and Freddie 
Keppard. 
She joined King Oliver in 1921 and was in 

his band when Louis Armstrong joined in 
1923. They were married on Feb. 5, 1924 and 
during the next few years she was a decisive 
influence in her husband's musical career. 

It was at her urging that Louis left Oliver 
and joined Fletcher Henderson's Orchestra in 
New York. Beyond this, it was she who en-
couraged him to develop his own style. When 
it became apparent that Henderson was not 
giving Louis sufficient exposure, she obtained 
star billing and a higher salary for him with 
her own band at Chicago's Dreamland Cafe, 
advertising him as "the world's greatest trum-
pet player". Soon thereafter, Louis began his 
series of recordings with the Hot 5, for which 
his wife acted as pianist and musical director. 
The couple separated in 1931 and were 

divorced in 1938 but remained close friends. 
Mrs. Armstrong pursued her own career 

à 

with considerable success. She obtained a 
teacher's diploma from Chicago College of 
Music in 1928, and was awarded a 
post-graduate diploma from New York Col-
lege of Music the following year. Through the 
early 1930s she led her own big bands, both 
all female and all male, and was also featured 
in major revues. Later in the decade, she 
settled in New York as house pianist and 
talent scout for Decca Records, also record-
ing with her own groups. In late 1940, she 
returned to Chicago and for the next 12 years 
enjoyed long stays at various clubs, mainly as 
solo pianist and singer. 
She toured Europe in 1952, recording in 

Paris with Sidney Bechet and Zutty Single-
ton, and remained active in the Chicago area 
for the rest of her life, though she curtailed her 
performing career for health reasons in later 
years. She also taught music, piano, and 
French. 

Mrs. Armstrong wrote a large number of 
songs, ranging from early jazz pieces like My 
Heart to pop tunes. Among the latter, Just 
For A Thrill which she wrote and recorded in 
1936, became one of Ray Charles' biggest hits 
two decades later, and Bad Boy (originally 
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Brown Girl) was a major r&b hit for the Jive 
Bombers. Her most famous piece was Strut-
tin' With Some Barbecue, to which Louis 
relinquished his claim in a copyright dispute. 

Mrs. Armstrong was not a major pianist, 
but played with great verve and enthusiasm in 
a style influenced by Jelly Roll Morton, and 
was also an effective boogie woogie specialist. 
Her charm and vivaciousness, which she re-
tained to the end, was reflected in her affect-
ing vocals, and she had a knack for putting 
together good bands. Among her best records 
are Just For A Thrill, Doin' the Suzie-Q, Sixth 
Street, and Confessin'. 

Trombonist Lou McGarity, 54, died Aug. 
24 in Alexandria, Va. of a heart attack. 

Born in Atlanta, Ga., Louis R. McGarity 
began playing violin at 7 and at 10 won a state 
school contest. He switched to trombone 
shortly after and gigged with various bands 
while attending the University of Georgia. In 
1937 he came to New York with Nye May-
hew's band, then was with Ben Bernie until 
joining Benny Goodman in late 1940. He left 
in late 1942 to work with Raymond Scott on 
CBS staff, then served in the U.S. Navy and 
rejoined Goodman in 1946. McGarity then 
did studio work on the west coast, also work-
ing with Red Nichols, until returning to New 
York in 1947. 
From then on, McGarity was regularly em-

ployed in the studios, including a long stint 
with Arthur Godfrey's radio show, but also 
gigged frequently with Eddie Condon, Yank 
Lawson and Bob Haggart, and led his own 
groups. In 1957, heart trouble temporarily 
curtailed his activities, but he was fully active 
through the '60s and toured the Far East with 

Bob Crosby in '64. He was a charter mem-
ber of the World's Greatest Jazz Band, but 
left in 1970 for health reasons. 

His first stint with Benny Goodman estab-
lished McGarity as one of the front-ranking 
trombone stylists in mainstream and tradition-
al jazz. A master of the collective ensemble 
style, he was a powerful soloist, influenced by 
Jack Teagarden but more gutty and ex-
troverted. 

McGarity recorded prolifically, with, 
among others, Goodman, Cootie Williams, 
the Metronome All Stars, Condon, Mug,gsy 
Spanier, Neal Hefti, Mel Powell, Law-
son-Haggart, Neal Hefti, Wild Bill Davison, 
the WGJB, and under his own name. 
The solos that put McGarity on the map 

were String of Pearls and Jersey Bounce with 
Goodman, and Limehouse Blues and If I Had 
You with the B.G. Sextet. Other memorable 
solos include West End Blues (Williams); 
When Did You Leave Heaven and Mood At 
Twilight (Powell); Tin Roof Blues (Spanier); 
Stars Fell on Alabama (Newport All Stars), 
and Limehouse Blues (WGJB). He can be 
heard playing violin on Tennessee Waltz 
(Lawson-Haggai i) and as vocalist on Elue3 In 
the Night (Goodman). His best own album 
was Some Like It Hot. 
A memorial service was held Sept. 12 at St. 

Peter's Lutheran Church in New York. 
George Barnes and Bucky Pizzarelli, Buddy 
Morrow, Joe Newman, Dick Hyman, singer 
Stella Marrs, Bernie Leighton and Cliff Lee-
man performed, Arthur Godfrey spoke, and 
ushers were Bobby Brown, Pee Wee Erwin, 
Hal McKusick, Jim Koulouvaris, and Bart 
Wallace. 

Saxophonist-band leader Tab Smith, 62, 

died of cancer Aug. 19 in St. Louis, where he 
had made his home for 20 years. 

Born in Kinston, N.C., Talmadge Smith 
grew up in a musical family— his mother and 
four sisters all played piano. He began on this 
instrument and later took up C-melody saxo-
phone before specializing on alto. 
He worked with Ike Dixon's band, the 

Carolina Stompers, Eddie Johnson's Crack-
erjacks, and Fate Marable's riverboat band 
before coming to New York in 1936 with 
Mills' Blue Rhythm Band, with which he 
made his recording debut. 

After two years with the MBR, Smith 
joined Frank Newton's Cafe Society band, 
then was with Teddy Wilson (on tenor), 
Lucky Millinder, Count Basie ( 1940-42), and 
Millinder again until forming his own 
six-piece band in 1944. 

In 1952, Smith had several hits (Because of 
You, Is It a Sin) in the r&b field, and contin-
ued to tour with a little band for several years 
though he had established a real estate busi-
ness in St. Louis. In later years, he continued 
to gig and teach music as well as attending to 
his business interests. 

Strongly influenced by Johnny Hodges, 
Smith at his best was a fluent, big-toned 
soloist and section leader. He also played 
soprano sax well and was a talented arranger. 
Among his best records are St. Louis 

Wiggle Rhythm with the MBR (alto and ar-
rangement); The Jitters (alto and arr.), Tab's 
Blues (soprano and arr.) and Parallel Fifths 
with Newton; The Jitters (alto and arr.) with 
Basie; Long Gone Blues (soprano) and Them 
There Eyes (alto) with Billie Holiday. 

Bandleader, singer and clarinetist Ted 
Lewis, 80, died Aug. 25 of a heart attack at his 

THE 
SCOTT 
JOPLIN 
REVIVAL 

Bystander 

by MARTIN WILLIAMS 

There is a revival of interest going on in the 
works of the great ragtime composer, Scott 
Joplin, and much of it is taking place among 
critics and reviewers who usually tell us 
about "classical" music. 

Harold C. Schonberg, chief music critic of 
the New York Times, announced his dis-
covery of Joplin as an important American 
musician in a Sunday piece. Stereo Review 
ran a feature review on Joplin by H. Wiley 
Hitchcock of the music department of Hunt-
er College. And The American Record 
Guide, surely the most demanding record 
review publication we have in its classical 
critical standards, featured an up-front ac-
count of Joplin. 

Ragtime was, like so much of our music, 
so much of our dancing, so much of our 
slang, a major contribution of American Ne-
groes to the way we all live in this country, 
and the way we express the nature of our 
lives to ourselves. 
The sources of the rediscovery and cele-

bration of Scott Joplin is a recently released 

recording on the Nonesuch label ( H-71248), 
on which pianist Joshua Rifkin interprets 
eight of the composer's most interesting 
works. 

All this being so, I have questions and I 
direct them to every black intellectual, black 
writer, black historian, black teacher, black 
musician, black record producer — and cer-
tainly every black man under 30 — who 
reads this. 
Why did it have to be that almost all we 

know about Joplin's life and career comes 
from the research of two white writers, Rudi 
Blesh and Harriett Janis in They All Played 
Ragtime? And why, in this time of black 
pride, does his current revival have to de-
pend on the work of a white classical pianist, 
playing for a white-run record company, 
under the auspices of a white producer? 

For that matter, how many who are tak-
ing, or have taken, Black Studies courses in 
these 1970s come away with a knowledge of 
this major contributor to American — and 
world — culture, Scott Joplin? 
I put all this in terms ofJoplin and the rag, 

but my questions are not isolated. To en-
large for a moment, why is Jazz Dance, the 
1968 history of Afro-American dance and 
its influence, the work of a white man, the 
late Marshall Stearns? Why is the forthcom-
ing biography of the great tenor saxophon-
ist, Coleman Hawkins, to be done by a 
white writer? And one could go on. 
I ask such questions seriously, and I ask 

them of black men. Any white who reads the 
above and gains a feeling of self-satisfaction 
or self-congratulation out of it can of course 
go straight to hell. (And while you're there, 

buddy, dig yourself.) 
There is more on Joplin in the works, by 

the way. Nonesuch has another recital com-
ing up, and there's a possibility that Joplin's 
opera, Treemonisha, will be produced — for 
records if not live. Also, Biograph Records 
has issued an LP of the piano rolls Joplin 
himself made of his own pieces 
(BLP-10062). 
Which leads me to a remark or two on 

Biograph's recent LP of Jelly Roll Morton's 
rolls ( I004Q). While I agree with the general 
tone of Wayne Jones' five-star review (db, 
April I), I'd like to add a couple of com-
ments. As Jones says, Tin Roof Blues and 
Sweet Man are not really Morton, no matter 
what the box or the roll said. But I would 
add that neither is the LP's "new" roll, Tom 
Cat Blues. The little embellishments just 
aren't in his style or technique. The piece is 
his, of course; indeed it is the same piece as 
Midnight Mamma, heard two cuts later on 
the LP. 

Also, I can't quite go along with the tem-
pos chosen for some of these versions. They 
often bring out, rather than subsume, the 
oom-pa bass line, and that's bad. And those 
wonderful final variations on King Porter 
Stomp, they don't ring out with the fine 
brashness of the old 10-inch Riverside ver-
sion, I'm afraid. But don't misunderstand 
me: Biograph has a valuable record here.. 

Final note: Albert Murray's The 
Onmi-Americans is miles ahead (and a 
couple of miles above) most current com-
mentaries on the life and contributions of 
Afro-Americans. It's now out in an Avon 
paperback. db 
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home in New York. 
Though Lewis, who was born Theodore 

Leopold Friedman, was not himself a jazz 
musician (except in the sense that the term 
was used in 1920s), his bands almost always 
included some jazz players of note, among 
them Georg Brunis ( 1923-35), Muggsy Spa-
nier ( 1929-36), Don Murray, and Tony Par-
enti ( 1936-42). 
On records, he also featured Fats Waller, 

Jack Teagarden, Frank Teschemacher, Jim-
my Dorsey, and Benny Goodman. The latter 
made his professional debut at 12 with an 
imitation of Lewis' act. The last major en-
gagement in Lewis' long and enormously suc-
cessful career was at New York's Latin Quar-
ter in 1965. 

Lil's Last Stand 
Lilian Hardin Armstrong died Friday Aug. 

27 while playing St. Louis Blues at a Tribute 
to Louis Armstrong concert held at noon in 
Chicago's outdoor Civic Center plaza. 

Lil had been suffering from high blood pres-
sure and had been resting at her summer 
home in Michigan but came back to play the 
concert for drummer-bandleader Red Saun-
ders, who organized the tribute at the request 
of Operation Reach Out. 

Saunders was given only about a week to 
prepare for the occasion but came up with a 
fine big band that featured Chicago musicians 
of various styles. However, upon arriving at 
the Civic Center, the news media found a 
1,000-girl choir from Project Reach Out who 
performed for about 20 minutes with such 
songs as It's A Grand Night for Singing. 

Lil, sitting in the shadow of the Picasso 
statue, complained of the unseasonably chilly 
weather and said she hoped she'd get a chance 
to play. 

Following the choir, a news team from a 
local TV station and the "Tooth Fairy" a 
local disc jockey) accompanied a supposedly 
sexy girl, and officials from Reach Out made 
going-bac k-to-school speeches. 
None of it was very clear as the p.a. system 

was completely inadequate. 
During all this Lil wondered "what this has 

to do with Louis." She then ignored it for a bit 
and talked about his funeral, saying that " it 
was really fine." Asked about the con-
troversial invitations to the funeral, she said 
that "Lucille had nothing to do with it." 
She then said that she planned to play St. 

Louis Blues and La's Boogie "if I ever get up 
there. When in doubt," she added, "play 
what you always do." 
The tribute to Louis began with Saunders 

saying something about "Chicago having 
done nothing to honor Louis and here was 
finally an opportunity." 
By this time the crowd of about 2,000 had 

dwindled, since everyone had come for the 
music which was not about 40 minutes late in 
starting. The band played a piece by Benny 
Carter and a rock tune. Again Lil wondered 
about what this had to do with Louis. 
Saunders then introduced Lil as a woman 

he was proud to know and whose picture his 
little girl had seen in her history book. 
Shedding a light black coat, Lil padded up 

to the piano wearing the silver slippers she 
wore on every occasion. She started playing 
St. Louis Blues and she was really swinging. 
As she played, the TV cameras and photo-
graphers moved in. After about three minutes 
she turned to Saunders, who was on drums, 

and said something (Hodes thinks she knew 
her strength was going and asked Saunders to 
take it out). The sax section came in and had 
just begun rifting when Lil fell from the piano 
bench to the pavement. 
The cameras swarmed in but one man push-

ed them aside and attempted mouth-to-mouth 
resuscitation before a fire department ambu-
lance rushed her to a local hospital where 
doctors worked vainly to revive her for half 
an hour. A hospital spokesmen said doctors 
believed she had died instantly from a mas-
sive heart attack. 
That night the news media made much of 

Lil dying the way she would have wanted 
it — playing for Satchmo. 
At the time of her death, Lil still resided at 

421 E. 44th St., in Chicago in the house she 
and Louis bought in 1927. ( For details of Mrs. 
Armstrong's career, see Final Bar). 

— Harriet Choice 

potpourri 

At presstime, the planned mid-October 
kickoff date for an extensive U.S. tour by 
Maynard Ferguson, leading the all- British 
band heard on his recent Columbia album, 
was not yet confirmed. But there was little 
doubt that the sound of the Ferguson horn 
would be heard in person sometime this fall, 
for the first time in the U.S. since the late 
1960s. 

• 

Bassist Larry Ridley, who recently received 
a BSME degree from New York University, 
has been appointed associate professor of mu-
sic at Rutgers University. Saxophonist Mar-
ion Brown was named assistant professor at 
Bowdoin College for the 1971-72 academic 
year. 

• 

Erroll Garner will make one of his in-
frequent and welcome New York night club 
appearances Oct. 18-30 at the Maisonette in 
the St. Regis Hotel. 

• 

The Stars of Jazz, a group organized by 
pianist Art Hodes, began a two-month tour, 
mostly of colleges and universities, with a 
concert in Ithaca, N.Y. Sept. 29 and per-
formed the following day at Alice Tully Hall 
in New York's Lincoln Center. Personnel: 
Wild Bill Davison, cornet; Jim Beebe, trom-
bone; Barney Bigard, clarinet; Hodes; Eddie 
Condon, guitar; Rail Wilson, bass; Hillard 
Brown, drums. The 45-concert tour is booked 
by Columbia Artists. 

• 

Ken McIntyre has been named professor of 
humanities and head of the music department 
of the College at Old Westbury, State Univ. 
of New York. McIntyre previously taught at 
Central State Univ., Wilberforce, Ohio, and 
Wesleyan Univ., Middletown, Conn. He 
recently returned from Ghana, where he stud-
ies under a grant from the National Endow-
ment for the Humanities. 

• 

Jazz-starved New York radio listeners may 
be unaware that Columbia University's 
WKCR-FM (89.9), with a signal covering the 
entire metropolitan area, offers a number of 

excellent jazz programs especially in the 
realm of modern sounds. Jazz Alternatives, 
heard Monday through Friday, recently 
added an hour and is now on from 6 to 9 p.m. 
Jim Carroll's Jazz Projections, now in its third 
year, is broadcast Sundays from 7 to 9 p.m., 
followed by Ed Michael's Jazz 'til Midnight. 
Many of the station's late-night programs also 
feature jazz. From 7 p.m. Sept. 22 all through 
the next day, the station broadcast a special 
memorial birthday program for John Coltrane, 
including guests performing live. The station 
regularly offers live jazz, and recent guests 
have included Leroy Jenkins, Gunter Hampel, 
Perry Robinson, and Jeanne Lee. 

• 

Trombonist Trummy Young made one of 
his rare visits to the mainland from Hawaii, 
where he has been making his home since 
1964. He performed Labor Day weekend at 
Dick Gibson's annual Jazz Party, and then 
went on to Disneyland, where he was reu-
nited with Earl Hines. We are pleased to re-
port that Trummy sounds and looks as good 
as ever. 

• 

Jimmy Rushing, who suffered a heart attack 
in August, has made a good recovery and is 
convalescing at his home in New York City. 

• 

Lionel Hampton taped a jazz spectacular for 
Canadian television in Toronto in early Sep-
tember. Guest stars included Roy Eldridge, 
Teddy Wilson, Gene Krupa, Gerry Mulligan, 
B.B. King, Cat Anderson and Zoot Sims. 

• 

A John Coltrane Memorial Concert reunit-
ing many artists featured with the late saxo-
phonist was held Sept. 12 at New York's 
Town Hall. The groups of Alice Coltrane, 
Elvin Jones, McCoy Tyner and Pharoah Sand-
ers performed, and Jimmy Garrison brought 
down the house with a solo bass recital. The 
concert was produced by M and M Black Art 
Productions. 

strictly ad lib 

New York: Elvin Jones' birthday 
(Sept. 9) was celebrated during his engage-
ment at Slugs' with some Japanese delicacies, 
a large cake, champagne, and good sounds by 
the drummer's group (Frank Foster, tenor, 
soprano; Joe Farrell, tenor, soprano, flute; 
Gene Perla, bass, and a surprise new face, 
Chick Corea, electric piano) . . . The Modern 
Jazz Quartet, which recently re-pacted with 
Atlantic Records, made one of their rare club 
appearances at the Village Vanguard for a 
week beginning Sept. 21. Other recent in-
cumbents there have included Max Roach and 
Freddie Hubbard. Apologies to pianist Lonnie 
Liston Smith for omitting him from the Pha-
roah Sanders personnel at the Vanguard last 
month . . . Pianist McCoy Tyner has signed 
with Milestone Records ... Jazz Adventures' 
Town Hall concert series kicked off with 
pleasant but ill-attended Sept. 17 event with 
altoist-arranger Lew Anderson's big band, 
which featured trumpeter Danny Stiles, trom-
bonist Bill Watrous, altoist Vinnie Dean, bas-
sist Bill Crow and drummer Mousey Alexan-
der, and scheduled Oct. 15 was Maynard 

Continued on page 47 
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Thelonious Monk came out from the wings 
alone and played a bawdy-house blues ver-
sion of / Love You to an audience that didn't 
want to go home. Later, in the dressing room 
at Mexico City's Bellas Artes, he was signing 
autographs between wiping the perspiration 
from his face while being questioned like a 
fugitive from Interpol. 
"Was that song your way of showing appre-

ciation to the audience?" 
"Yes, it was. Been playing it for 20 years 

and most people don't realize what I'm trying 
to say. Some of them don't even know the 
name of the song." 
"What do you think the importance of jazz 

is?" 
"It stimulates a lot of music you hear. All 

music. Everybody in all countries tries to play 
jazz. All musicians stimulate each other. The 
vibrations get scattered around." 
"How do you select musicians?" 
"Just hire them." 
"You look tired. Can we continue this tom-

morrow at your hotel?" 
Tomorrow at his hotel. 
"Where were you born?" 
He showed his passport. It said North 

Carolina, 1 9 17. 
"I started playing music", he said as his left 

foot seemed to be keeping rhythm with un-
heard music, "when I was 5. I always wanted 
to play the piano. A lady gave us a piano. The 
player-piano kind. I saw how the rolls made 
the keys move. Very interesting. Sounded 
pretty good to me. I felt I did not want to 
waste this person's gift, so I learned to use it. 
I learned how to read music all by myself. My 
sister used to take piano lessions, like all girls 
whose brothers take violin lessons. Only I 
stayed with the piano. I learned the chords 
and fingering on the piano. I figured it out. I 
jumped from that to reading. But I had to go 
further than that. I had a little teaching; you 
have to have some kind of teaching." 
"Did any classical composer have any in-

fluence on you?" 
"I don't know what you mean?" 
"You know. Like Bach, Beethoven and so 

on." 
"Oh, you mean Rachmaninoff, Stravinsky 

and guys like that." He laughed and added: "I 
only mentioned their names because you're 
wearing a red jacket." 

"Well, did any of them impress you?" I 

J 

asked after I stopped laughing at the humor of 
this really sweet, warm man. 

"Well, not too much of the classical com-
posers. But the jazz musicians impress me. 
Everyone is influenced by everybody but you 
bring it down home the way you feel it. I've 
never copied anyone, though; just play mu-
sic." 
"What do you think your sound is?" 
"Music." 
"Let's face it. You have your own style." 
"Face? Is there a face in music? Isn't there 

a song like that? Let's Face the Music?" 
Monk's saxophonist, Paul Jeffrey, was in 

the room and the two of us roared along with 
our cornball friend. 
"Where were we?", I asked. 
"We were facing the music. Well, you face 

the public all of the time. And it's something I 
always wanted to do. No one ever pushed me. 
If someone wants to play music you do not 
have to get a ruler or whips to make them 
practice." 
"When was your first professional date?" 
"It's so far back." He started laughing and 

scratching the back of his neck. "Time flies. 
Let's see. I was playing birthday parties. 
House-rent parties where they used to sell 
whisky during prohibition. They'd hire you to 
play in the house, same as a birthday party. 
They gave these house-rent parties to pay the 
rent. Then when Roosevelt came on the scene 
and brought whisky back I only played in the 
summer because I was going to school then. 
So I'd take a gig during the summer. Then I 
played in a three-piece band in a cabaret. No, 
I guess you'd call it a plain bar and grill." 
"Was this in North Carolina?" 
"No. I left North Carolina when I was 4 

years old. My mother didn't want me to grow 
up in North Carolina so I grew up in New 
York City where I kept on playing music. 
Things kept right on happening. Gigs. Going 
on one-night gig jobs." 
"Did you think about becoming a band 

leader?" 
"All musicians are potential band leaders. 

Do you mean was I considered a profes-
sional? Union-wise, I guess." 
"How do you feel about your influence on 

jazz?" 
"I'm always surprised people dig it. I'm 

always surprised if someone requests some-
thing special." 

"Where's the first big place you played?" 
"You mean capacity, prestige? Every place 

can be big; a small place can become the 
biggest place. Did you ever hear of Minton's 
Playhouse? No?" 
"When did you start to find an individual 

sound in the world of music?" 
"I always believed in being myself. You 

have to notice and dig what other musicians 
do, though, even though you don't copy." 
"What other interests do you have?" 
"Life in general." 
"What do you do about it?" 
"Keep breathing." 
"I hear you don't give out too many inter-

views, why is that?" 
"I can't figure that one out myself. Some-

times I talk, and sometimes I don't feel like 
talking." 
"Why?" 
"I don't know. I'd like to know, too." 
"Moods?" 
"I don't know what makes people talk. 

Maybe it's whisky. A lot of people talk a lot 
full of whisky, in other words." 

"Is whisky and drugs the atmosphere of 
musicians?" 
"The majority of juice-heads and winos and 

junkies aren't musicians. Musicians are such a 
small minority. You have all types of people 
in all types of professions, like the motion 
picture actors. They drink. Why do they say 
this about musicians? These other people are 
very important in the entertainment world. So 
most people who do this are not musicians." 
"How do you relax?" 
"Playing ping pong. Sometimes I play back-

stage between performances." 
"Have you had any problems because you 

are black?" 
"The problems are there before you're 

born. But you do not have to run into them. It 
never bothered me. I never thought much 
about race. I came up in the New York 
streets. There were all types of people. Every 
block in New York was a different city. Each 
block was a different town. Have this on that 
block and something else on the next 
block — that's the way it goes. People have 
gotten killed going to the next block to see 
their girl!" 

"Worth it?" 
"All of them are worth it." 
"How did you meet Mrs. Monk?" 
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"You'd better ask her about that." 
"How many children do you have?" 
"My son, whom you met and who has been 

playing drums with me for a month. And my 
daughter's here too. She's 17 years old. She 
likes to dance. The family travels a lot with 
me when they can. My wife always does." 
Thelonious Monk, Jr. came in and said 

"hi". 
"Hi. Where did you go to school?" 
"Stuyvesant High." 
"Were you good in mathematics? It's so 

interwoven in music." 
Monk, Sr.: "All musicians are subcon-

sciously mathematicians." 
Me to Sr.: "What do you feel like when 

you're writing music?" 
Monk, Sr.: " Like I've accomplished some-

thing. Feel as if its a fulfillment. 
Something's been pulled 
through." 

Me to Sr.: "Have you written words?" 
Monk, Sr.: "Years ago. But they were never 

put out. Used that type of words 
expressing— well ..." 

He looked a little shy so I noticed the ring 
on his finger. 
Me to Sr.: "Where'd you get that fabulous 

ring?" 
Monk, Sr.: " It's an opal I got in Hong Kong. 

We've been to Japan often. Hong 
Kong once." 

Me to Sr.: " Is that where you got that wild 
yellow belted silk suit?" 

Monk Sr.: ( Laughing). The family had to 
force me to buy it. I like casual 
clothes much better. We've given 
a couple of concerts in Tokyo." 

Me to Sr.: "What about that other ring?" 
Monk, Sr.: "I had it made in New York 

years ago, in the ' 50s. I designed 
it. ( It's a black onyx with the kt-
ters M 0 on top separated by two 
large diamonds followed by the 
letters N K underneath.) 

Me to Sr.: "How do you feel about money?" 
Monk, Sr.: "I don't worry about it. I just let 

the family spend a quarter of it." 
Me to Sr.: "Are you interested in politics? 
Monk, Sr.: "That's all you hear about on the 

radio." 
Me to Sr.: "What do you think about the 

Black Panthers?" 
Monk, Sr.: "Why don't they call them the 

Black Leopards?" 
Me to Sr.: "Ever think about writing a 

book?" 
Monk, Sr.: "I thought about it because other 

people brought it to my attention. 
Coming to a decision is something 
else. I don't know." 

Me to Sr.: "What do you want to do the rest 
of your life?" 

Monk, Sr.: "I want to enjoy it." 
Me to Sr.: "How?" 
Monk, Sr.: "That's what I want to find out 

from reporters. If you know the 
best way to enjoy life, I'd like to 
know. I believe everybody would 
like to find out." 

Me to Sr.: "How do you feel about God?" 
Monk, Sr.: -Why bring religion into it?" 
Me to Sr.: " It's part of you, how you feel 

about it. Are you a religious 
man?" 

Monk, Sr.: "Cool it a while. Don't get me too 
fast. This is a very religious city, 
isn't it? Do Catholic priests still 
have to come in the streets 

dressed without their habits? I 
was brought up as a Protestant. I 
went to a lot of Baptist churches 
and a lot of Protestant churches, 
Sunday school and all that. I 
played piano in church in a choir. 
I once traveled with an Evangelist 
for a couple of years. It was in the 
Southwest, and I was a teenager." 

Me to Sr.: "How long did you stay with 
him?" 

Monk, Sr.: " It was a she. I stayed two years. 
When I came back to New York I 
started playing jazz. That's when 
it all started." 

Me to Sr.: "Do you think much about reli-
gion now?" 

Monk, Sr.: "At all times. You just know ev-
erybody goes for religion." 

Me to Sr.: "How do you feel about Jesus 
Christ Superstar?" 

Monk, Sr.: " It's a gimmick." 
Monk, Jr.: " It's gone too far for just a gim-

mick. I think its healthy. The kids 
do not accept just anything. This 
is just another fight of the young." 

Me to Sr.: "How do you feel about that?" 
Monk, Sr.: "No comment." 
Monk, Jr.: "The people who are running the 

church are saying one thing and 
doing another. Why, the Catholic 
Church can pay off the national 
debt." 

Monk, Sr.: "How do you know? Have you 
seen their books?" 

Monk, Jr.: "The Catholic Church owns 
everything inside the Catholic 
churches and all kinds of prop-
erty." 

Monk, Sr.: "This is a Catholic country, you 
know." 

Monk, Jr.: "I can't help that. Look at Har-
lem. The church isn't helping the 
people. They throw people out. 
This is not an opinion, Dad, this a 
fact." 

Monk, Sr.: "Well, I'm not a preacher." 
Me to both: "Do you discuss these things at 

home?" 
Monk, Sr.: "All kinds of things come up. 

Mostly they talk with their moth-
er. You know, I did a gig in the 
Catholic Church way back, in the 
Village. Played the same kind of 
music last night." 

Me to Monks and Jeffrey: "Do you think 
music reflects its time?" 

Jeffrey: "Definitely." 
Monk, Sr.: " It's not the same kind of music. 

You don't have as much fire and 
enthusiasm. It happens to every-
body with age." 

Me: "That wasn't exactly my ques-
tion." 

Monk, Jr.: "I think more than my Dad about 
what he said. There are changes a 
man goes through. You don't 
have to get old with years. You 
can get old because you get on 
something." 

Jeffrey: "Music changes over the years." 
Monk, Sr.: "You play the same records and 

it's not the same." 
Jeffrey: "As long as you are living, time is 

going to have effect." 
Monk, Jr.: " Music has to be different be-

cause everything is different. 
We're looking at different hori-
zons." 

Jeffrey: "Everything publicized is not 
necessarily good music. The pub-
lic is fed so much malarky they 
don't know good music. Different 
people judge it different ways." 

Monk, Jr.: "The commercial aspects become 
dominant even in rock and roll." 

Monk, Sr.: "Good music is something you 
enjoy. It's pleasing to you. It's 
good to your ear. Anything that 
sounds good to your ear, a nice 
type of sound, is music." 

Monk, Jr.: "I agree. But I'll go one step 
further. Good music has a tenden-
cy to last." 

Me to Jr.: "What are you studying for?" 
Monk, Jr.: " I've graduated a prep school in 

Darien, Conn., and I'm going to 
study music, and continue playing 
drums." 

Charlie Bourgeois calls on the phone, and 
Monk, Sr. goes into the bedroom to answer. 
Bourgeois was managing the Monk group, 
which was taking part in the International 
Jazz Festival. Monk, Sr. came back into the 
room and said Charlie wanted to talk to me. 

Charlie: "Let the guys out. You can finish 
the interview on the way to Bellas 
Artes." 

I went back into the living room and an-
nounced: 

"Charlie wants me to let you go to work." 
Monk, Sr.: "There's still time. It's only 

across the street." 
"Well, I don't want to be respon-
sible if you guys don't turn up for 
work, so just one more question", 
and I got up to put on the red 
jacket which Monk, Sr. helped me 
with. Then a chambermaid 
opened the door of the suite and 
the sound of mariachis was heard. 
Monk froze. He listened a while, 
then put his finger in the air and 
said: 

"B flat!" 
After we recovered, Monk, Sr., said what 

was the question. 
Me: "What do you think the purpose 

of life is?" 
Monk, Sr.: "To die." 
Me: "But between birth and death, 

there's a lot to do." 
"You asked a question, that's the answer", 

he said with his back to me, staring out of the 
12th floor that overlooked a valley once con-
quered by another kind of sound led by a chief 
with relatively few forces in his band. db 
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GEORGE DUKE: 

The 
Whole 
Gamut 

by Mike Bourne 

At 25, George Duke has already ex-
perienced much in playing piano both for 
Frank Zappa and Cannonball Adderley, 
thus gaining collective exposure to the 
best of classical, electronic, rock, jazz, 
and blues. Yet all the while he has main-
tained a fierce musical independence. 
This is quite a feat, considering the di-
vergent but strict disciplines of both 
leaders, plus the cultural gap between 
the two; primarily, the Zappa audience is 
white and younger, the Adderley is black 
and older. We spoke of such changes 
during the Ohio Valley Jazz Festival. 
M.B.: How did you reconcile the jump 
from the Mothers to Cannon? 
G.D.: I just decided I wanted to do some-
thing different, and I wanted to expose 
myself to a different type of audience. 
M.B.: What did you experience with 
Frank? 
C.D.: It taught me there are a lot of high 
13-year-old people! I learned a lot as far 
as control is concerned because his mu-
sic's so controlled, even though I don't 
believe in that, personally; if I was head 
of the band, I wouldn't keep it that tight-
ly organized. And how to conduct— he 
can control an audience; he can do any-
thing and get away with it. 
M.B.: Zappa is so theatrical; what did 
you do in the skits? 
G.D.: Fall out, walk around the piano, 
walk around the stage, shout, yell, say 
lines; we were all getting into that line 
thing, the total group, integral. 
M.B.: How free could you play within 
his control? 
C.D.: He conducts the band, the band is 
him, it's a re-creation of himself, or a 
creation of himself, and most of the crea-
tion you do on your own is from 
him— you can feel him. When I first got 
in that band, it was so crammed up to 
me, because he used to change times and 
things between my solos and I'd be 
thinking about one thing, all of a sudden 
the rhythm section'd be in a four and 
then a fast three or doing something — I'd 
look up, "What? What's happening?" 
I'm trying to play over that! Eventually, 
I got away from that — I told him to let 
me play by myself, and he began to let 
me play by myself, where I could devel-
op my own ideas the way I heard them. 
Eventually, I got more into his way of 
thinking; I could understand what he 
was doing. It was a gradual pro-
cess — man, he's got so many signals, you 
have to constantly look. 
M.B.: Did you change him at all? 
C.D.: No. 
(Duke first met Zappa when playing 

with Jean-Luc Ponty, and later on the 
"King Kong" album date Zappa wrote 
for Ponty.) 
G.D.: I went there and Frank says, 

"Hey, I like your playing, where have 
you been?" Right after that he said, "Do 
you want to go on the road?" — and I said 
I had to really think about it, because of 
the image involved, because of all those 
different things, but I decided yeah, I can 
use it, the experience, the dough, and 
everything else. 
M.B.: Switching to Cannon was as big a 
decision? 
C.D.: It's all part of my experience — I 
dig it. 1 felt I knew the change that I 
personally want to go in, and I said, well, 
if I stay with Frank I know that I'll be 
playing Frank's music, even though I 
love it. I think he's an extremely brilliant 
musician and person, but I think I'd be 
playing his music so much that I 
wouldn't ever get my own message 
through as personally as I would like to. 
But I think I can do it more with Can-
non, because I get more chances to play, 
to stretch out. And I think I could in-
fluence that band more than I could 
Frank, because Frank knows what he 
wants ... there's no doubt about it; he's 
got his thing and it's successful. 
M.B.: How do you relate to the two 
kinds of audience? Did the rock au-
dience respond differently? 
G.D.: I think basically it depends on how 
I presented myself. It depends on how I 
play that solo at that particular moment, 
how they would relate to me. I think 
basically it's about the same. I didn't 
play as I do with Cannon; I played more 
out. 
(Duke joined the Adderley band at the 

request of Nat.) 
G.D.: I had to figure out a way to work it 
out with Frank, because Frank's music 
is so organized somebody just can't 
come in and sit down and play the gig, in 
spite of the fact that Ian Underwood 
is there. It was really a very difficult 
decision, because Frank was getting 
into so much and I felt like I was 
really a part of making that band suc-
cessful, and I hated to leave at the point 
where the band was really getting into it. 
But I had to make what I consider a 
musical choice as to my own direc-
tion — I think that I can help Cannon do 
some other things, beside helping myself. 
I'd like to take him into more time signa-
tures; like, I got one tune we do now 
that's in five that we're gonna record. I'd 
like to space him out a little more, but 
still keep the funk there. I'd like to get a 
basic acid rock feeling. 1 think he can 
really get into it but still have all the 
other things on top of it and not lose it. 
And he's going for it; he digs it. 
M.B.: Do you sense the ghost of Joe 
Zawinul? 
G.D.: No. I knew that was a big chair to 

Continued on page 35 
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MANY-SIDED HAROLD MABERN 
"I'd like to get to the point where I could 

play and really try to relate to the people out 
there and hope that they would enjoy what I 
am doing. That's what I'm aiming for." 
So speaks Harold Mabern, one of the most 

under-appreciated pianists on the scene to-
day. A friendly, warm, outgoing man, Harold 
has played with an extremely broad 
cross-section of fellow performers, ranging 
from Joe Williams and Lionel Hampton to 
Miles Davis and Wes Montgomery. His ver-
satility and adaptability are well in evidence. 
His is a strong, vibrant approach to the piano, 
yet he is capable of delicacy and subtlety 
when such is called for. 

Born in Memphis, Tenn. in 1936, Mabern 
grew up with a group of youngsters who, like 
himself, were destined to make their mark: 
George Coleman, Frank Strozier, the late 
Booker Little, Garnett Brown and Hank 
Crawford. 

"I was about 15 or 16 when I really decided 
to get into music seriously. My first big in-
fluence was Phineas Newborn, because we 
were raised together. He knew all about Ta-
tum, Bud Powell and Oscar Peterson, so I 
really learned through Phineas. Also Frank 
Strozier, because he was very involved with 
music and I would go by his house a lot and 
practice with him. When Frank and I gradu-
ated in 1954, we went to Chicago. He was 
going to the Conservatory of Music there. I 
was supposed to be going as well. I had turned 
down two scholarships, to Tennessee State 
and Arkansas State, as I felt it would be better 
to go to an all-music school. At the last mo-
ment, the financial thing hung me up and I 
didn't go. Even though I didn't get the musical 
education I would like to have had, the ex-
perience I got in Chicago by just being there 
was invaluable. It was where I really got my 
musical thing together. I practiced a great deal 
with Frank and Booker Little, who was also 
at the conservatory. I used to go down with 
them and find an empty room and practice 8 
or 9 hours a day." 

In answer to a question about his initial 
exposure, Mabern replied: "Walter Perkins 
had decided to form a group in Chicago called 
the MJ.T.+3, which included Frank, trumpe-
ter Willie Thomas, Bob Cranshaw and myself. 
We made some records and had a little promi-
nence at the time. After we had worked 
around the Chicago area as much as we could, 
we decided to move to New York. Bob left 
first, then Walter and finally Frank and I 
made the move in November, 1959. 
"My first name gig after arriving in New 

York was with Harry Edison. Funnily 
enough, we went straight back to Chicago and 
played the Blue Note there. In 1960, I joined 
Lionel Hampton's band. That was very good 
experience for me. We went to Europe for 
about 21/2 months. The reception we got was 
so beautiful. The people really dug the band, 
and they let us know it. 

"I left Hamp at the end of 1960, and my 
next gig was with the Art Farmer/Benny Gol-
son Jazztet. I stayed about 18 months. Be-
tween those two gigs, I had worked with a 
number of singers like Irene Reid, Betty Car-
ter, Johnny Hartman and Arthur Prysock. 
"Then in 1963, I joined Miles. In the group 

at that time were Frank Strozier, George 
Coleman, Ron Carter and Jimmy Cobb. That 
was a most enjoyable experience—just to get 
on the stand each night with those guys and 
feel the intensity of the music and the recep-
tion by the people. Miles is really a magnifi-

by Elliot Meadow 

cent musician. The gig didn't last too long 
because — well, if you know anything about 
Miles, he's the kind of guy who gets straight 
to the point. He's not going to say anything he 
doesn't mean. When he had called me for the 
job, he didn't make any promises or say any-
thing about working on a permanent basis; he 
just said he wanted me to make the job in 
California with him. I took it and I felt that if 
he'd wanted me to stay, he would have said 
something. He didn't, so I just left it at that." 

Harold next worked with Sonny Rollins, 
who called him on Miles' recommendation. 
Then he joined JJ. Johnson. "Working with 
Ji. was really something else again, because 
in the context of the quartet I really had a 
chance to stretch and play. It was a fine 
group, with Arthur Harper on bass and Frank 
Gant on drums. I stayed with Ji. for about a 
year. Then in 1964 I had the pleasure of 
meeting and working with the late Wes Mont-
gomery. You know, Wes was one of the finest 
human beings you could ever want to meet. 
There were never any problems. He was the 
kind of man who really respected you as a 
person and as a musician. About a year after I 
had been with him, he decided to start work-
ing with his brothers again. I went with Joe 
Williams and spent three years with him, 
which was another good experience. In 1969, 
I rejoined Wes and was with him until he 
passed. Since then, I have been working with 
Lee Morgan, and doing some freelance things 
on the side." 

Looking back at the wide spectrum he has 
covered, Harold wanted to mention one area 
which had given him particular pleasure. "I 
love working with singers," he said. "To me, 

it is the most challenging experience for a 
pianist. Singers are very sensitive people and 
it's a case where you have to learn to stay out 
of their way, yet complement and support 
them. It's a delicate kind of thing and I feel 
that if a pianist can play well with a singer, he 
will always find work. Yet on occasions I've 
heard cats say that they wouldn't work with 
singers because they would go stale. I don't 
believe that. For instance, Roy Haynes. Now, 

he was with Sarah Vaughan for 8 or 9 years, 
and he is still one of the greatest drummers 
out here. You could work with the greatest 
musicians like Dizzy or Miles and if you 
didn't practice or concentrate you could go 
stale working with them. It's up to the individ-
ual to keep his mind awake." 

Mention of great individualists like Miles 
prompted me to ask Harold if he felt the 
young musicians today were on or near that 
high level. 

"Well," he replied, "let me start by saying 
that for me the most important thing is to be 
able to relate to the public. I feel that this is 
where a lot of the younger musicians get 
lost — they want to go all the way out and not 
relate at all. I don't care what you do, I 
believe there should be some kind of logic 
involved. Take John Coltrane. He could read 
and write music, he could sit in a section, he 
knew how to shade, he knew chord changes 
inside out. So consequently, when he got to 
the point where he was really searching for 
something else, he had proved that he knew 
what he was doing. Some of the young cats 
want to walk before they can crawl. If you 
told them to play, say Body and Soul and 
transpose it in every key, they couldn't do it. 
You've got to be involved with the basics first 
of all. For instance, I like Herbie Hancock 
very much. His scope is very broad, and I feel 
this has to do with the fact that he studied 
extensively when he was younger. He's the 
kind of musician who's always going to give 
you something to look forward to. 
"You know, I've been listening to rhythm 

and blues things quite a lot recently. Marvin 
Gaye's song What's Goin' On and the Jack-
son Five's Never Can Say Goodbye are two 
things I particularly like. In fact, I love what 
the Jackson Five do and I have recorded 
about three of their songs on my own albums. 

It's like these songs have been influenced by 
what the jazz musicians have been doing. In 
What's Coin' On I can hear a lot of 1963/64 
Miles Davis. In the bridge part, Marvin is 
using a lot of sixteenth, thirty-second and 
sixty-fourth notes. It's good to hear that in-
fluence." 

Talking about his own albums, (four fine 
dates on Prestige), the pianist had some per-

Continued on page 36 
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Artistic creation is looked upon, for the most part, from a point 
inside itself and extending no further than the ideas, tools, and 
production of any particular artistic endeavor. When art is 
spoken about, analyzed, criticized, or evaluated in any way, 
the aspects that attention is usually placed on are form, mate-
rials, technique, and execution. 

This is fine for one who studies to learn about how others 
make or have made use of these elements so that he can gather 
data, evaluate according to his own purposes, and make some 
decisions about what is useful to him. But if an artist defines/ 
confines his expression from this point of view, those will be 
the only elements he will venture to deal with. 
Now, if we consider that any decision (such as the decision 

to use this or that note or form) is only as effective as the breadth 
and truth of the data observed to reach it, then it follows that 
the broader our views of things, the better will be our decisions 
and thus our ability to act or create. 

So, rather than asking questions about what is a note or a 
chord and how do they go together, let's find out what an artist 
is and what his function optimally could be. 
A true artist is a dreamer. He creates something out of no-

thing. He is free in his own universe, molding and remolding 
his evaluations of the elements of life with a serious playful-
ness pointing to worlds not yet lived or realized — or maybe 
these worlds were once a reality since destroyed, and are now 
being recreated anew. He takes sounds, paint, metal, move-
ment, all the elements of the physical universe, and transforms 
them into objects of wonder and beauty. He'll transform an 
ashtray into a bell, a stone into a bird, a sound into a picture, 
a movement into a feeling, a word into a symphony. Anyone 
involved in this process is an artist to a degree. 
What is his function? Does an artist have a purpose? 
Surveying the viewpoints that exist, it can be found that the 

gamut runs from "art has no purpose" all the way to "the pur-
pose of creating a better life and a new and higher civilization." 
The middle point floats around: art is a distraction, something 
which gives a little pleasure. Well, any viewpoint is simply a 
being viewing from his chosen point which becomes that 
being's reality. And someone will attain the results only of the 
goal or purpose he has set for himself. 
How high a goal can an artist set himself and get agreement 
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on from people? That's a broad question and defines a very 
high purpose for the artist. For, as he gets agreement about 
his dream— when others find parts of themselves they can 
align with his dream— the possibility of its realization becomes 
greater and greater. 
A way to regard the endeavors of an artist would be to define 

three areas which together would encompass the totality of 
what he is and does. The first and most obvious is technology. 
This is the artist developing his art form with his chosen ideas, 
materials, and methods of execution. The next is administration. 
This is the taking of what he produces and putting it in relation 
to the world by presenting it to and sharing it with others. The 
third would be a balancing factor called ethics. This is the con-
templation of good or right conduct so that purposes can be set 
to enhance not only oneself but other aspects of life, such as 
family and children, groups, and mankind. 
So it can be seen that, for instance, a composer who has 

developed his art form very far (technology) and has the best 
intentions with it (ethics) but who makes no attempt to have his 
music performed (administration) will not be successful. Or 
a painter who has good intentions (ethics) and promotes his 
work a lot (admin) but whose paintings are lacking in quality 
(tech) won't be successful. Or a film maker who has a quality 
product (tech) and promotes it well (admin) but whose inten-
tions are to enslave others for personal gain (ethics) will in the 
long run fail. So an artist is and does all these things well when 
he is functioning successfully— which is to say, when he is 
actually accomplishing an evolution toward a better life and a 
higher civilization. 
There is much more to be said about how these goals can be 

located and attained and why there are failures in certain 
areas— but for now, just to express that an artist does have a 
function, and that it is about the most important and beautiful 
function that exists, is enough said. 
We, all of us, artists or not, at times become dreamers and 

create, even if only in our imaginations, ideal scenes of what 
we would like the world to be like in some not too distant 
future. This dreaming is what gives us points to head towards 
and makes life meaningful. Let's together validate this part of 
ourselves more and more so that we can make these dreams a 
reality. db 
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OHIO VALLEY: A NEW PEAK 

by Mike Bourne 

One assumes that a festival must be festive 
— such is the nature of the word. But how one 
defines this festive nature defines the nature 
of the festival. At one extreme. Woodstock 
and the miscarried imitations that followed 
exemplify the notion of the festival as cultural 
metaphor: a sociological event. At the other 
extreme, the Ohio Valley Jazz Festival in 
Cincinnati (June 30-31) proves the notion of 
the festival as entertainment: a social event. 
I prefer the latter by far — somehow, lying 

cold and wet and hungry in the rain and the 
mud and the dark to hear Joan Baez at Wood-
stock was not at all as amusing as drinking 
beer and eating bratwurst and sitting in a dry 
seat to hear Les McCann at Cincinnati. 
Evidently, the riot at Newport this year was 
born of screaming Woodstock Nationals, i.e. 
jive-ass punks, confusing the festivity. 

But the Ohio Valley Festival was far more 
than music— music was in one sense only the 
common interest of the great numbers who 
travelled from all around: Louisville, In-
dianapolis, Cleveland, and all points within 
that circle. Over 30,000 attended on both 
nights at Riverfront Stadium to break all at-
tendance records in this 10th anniversary of 
the event_ 

But often I wondered if music was only an 
excuse as well, a choice opportunity to gather 
together and strut out all the latest styles, 
especially for the men. Everywhere, the new 
black fashions paraded: high lace boots, knick-
ers, exotic jumpsuits, hotpants, or more 
traditional trousers and shirts, but equally 
peacocked, and all topped with dynamite 
wide-brimmed Capone hats or tams —a flour-
ish of costumes in startling patterns and col-
ors that even last year might have called the 
male wearer's heterosexuality into question. 
Truly, such new black outfits have revived 
the rooster in man, the natural plumage too 
long disguised by drab business suits and 
women's domination. 

Although a surprising herd appeared to ex-
perience the concerts only peripherally to 
their prancing, the majority who sat and lis-
tened received their proverbial money's 
worth. From a compact bandstand at second 
base, the music shot out toward right field and 
high into the upper deck. But at best the 
sound system was only spotty: here and there 
not balanced among the instruments, or else 
echoing dreadfully, yet generally okay after 
considerable ear-tuning: several musicians 
complained to me that the echo somewhat 
hindered ensemble playing, but otherwise suf-
ficed. 

Far worse and my only main complaint 
(one producer George Wein recognized him-
self and plans to alleviate) was the lack of 
intimacy in the huge Riverfront Stadium. Cer-
tainly one cannot expect any close rapport in 
a baseball arena, but very often the very im-
mediacy of a live performance seemed impos-
sible. With the visual impact dwindling the 
farther back one sat, but even in the ex-
pensive front seats, and compounded by the 
sound dilemma, the creative presence of the 
artists was somewhat negligible— in the high 
decks, one might as well have been listening 
to records, so distant was the music. 

Nevertheless, most of the artists fulfilled 
the audience in spite of any hindrance, even 
the almost insurmountable physical separa-
tion. For one reason, Wein had chosen per-
formers who generated immediate and tan-
gible appeal. To hear Roberta Flack overflow 
that stadium with her voice was to marvel at 
the power of the human spirit, the very mass 
of the self. To hear Les McCann actually rap 
with thousands was to realize the limitless 
energy of communication. 
Of course, most of the performers were 

crowd pleasers anyway: pop stars as well as 
jazz stars— some not even jazz stars at all. 
Virtually every act had hit records to play, 
and played every one to the delight of all. Lee 
Morgan played The Sidewinder, Chuck Berry 
played Johnny B. Goode, Cannonball Adder-
ley played Mercy Mercy Mercy, Herbie Mann 
played Comin' Home Baby, and so forth. 

Now and then I was bothered that not 
enough jamming happened, but instead the 
endless run of standard (guaranteed) hot licks 
rolled on and on, sometimes sounding in-
spired, sometimes sounding merely cranked 
out. Then again, the crowd audibly responded 
the most to the most familiar music and the 
least to the least well-known— ironically, like 
a rock audience digging only the groovy tunes 
they know and love and hum. But whatever 
turns you on... 
Lee Morgan played the best of all possible 

opening sets Friday night: hard, absolute 
cooking jazz. Tenor saxist Billy Harper of-
fered many of the best solos of the festival; he• 
is a player to be reckoned with now and in the 
future. With Morgan and the ultra-tight 
rhythm section, Harper set a fine standard of 
performance for the whole weekend. 
The Ohio Valley Jazz Festival Orchestra 

performed a suite, then accompanied Billy 
Eckstine. When singing It's Impossible and 
Everything I Have Is Yours and other blues 
and ballads, he was as ever the great vocal-
ist — but when he attempted rock on Can't 
Buy Me Love and MacArthur Park, Eckstine 
embarassed. The man is far too hip to play at 
being "hip" — luckily, when joined by Dizzy 
Gillespie on Jelly Jelly, the passion of that 
moment quite eclipsed the bitter taste of his 
pop affectations. 
Roberta Flack, as I already noted, over-

whelmed the audience with charm and pas-
sion. I don't even recall what songs she sang; 
each was equally the offering of a pure spirit, 
enshrined in grace— the baseball diamond 
would be a better place for her sanctified 
presence. 
Chuck Berry played some rock and roll. 
Herbie Mann played some more rock and 

roll, although he did let Air (his new backup 
band, and tasty on their own) perform one 
number alone, and best of all let Sonny Shar-
rock go crazy for my favorite spot of the 
festival: a maniacal and very impudent, hor-
rendous but righteous host of guitar stuff. 
Rahsaan Roland Kirk concluded the Friday 

Continued on page 36 
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REVIEWS 

COUNT BASIE 
AFRIQUE—Flying Dutchman FD- 10138: Step 

Right Up; Hobo Flats; Gypsy Queen; Love Flow-
er; Afrique; Kilimanjaro; African Sunrise; Japan. 
Collective Personnel: Paul Cohen, Sonny 

Cohn, Pete Minger, Waymon Reed, trumpets, 
fluegelhorns; Steve Galloway, Bill Hughes, Mel 
Wanzo, John Watson Sr., trombones; Hubert 
Laws, flute; Oliver Nelson, alto soloist; Bill Ad-
kins, Bobby Plater, Eric Dixon, Lockjaw Davis, 
Cecil Payne, Bob Ashton, reeds; Paul Lucas, har-
monica; Basie, piano; Freddy Green, guitar; Nor-
man Keenan, bass; John B. Williams, electric 
bass; Warren Smith, marimba; Harold Jones, 
drums; Richard Pablo Landrum, conga; Sonny 
Morgan, bongos. Arranged and conducted by 
Oliver Nelson. 

Rating: ***** 

Allen Funt was in high school when Basie 
first started out and it's been a long and wind-
ing road. 

But the big news here is that the Basie band 
can (and does) adapt quite well to new jazz 
frontiers considerably outside the environs of 
the "old beef stew" without sounding the least 
bit strained or uncomfortable. This is Basie in 
the long pants of the '70s and they fit quite 
well. 
And those trousers be compositions by Ga-

bor Szabo (Queen), Albert Ayler (Flower), 
Nelson (Afrique, Kilimanjaro, Sunrise—a 
suite), and Pharoah Sanders (Japan). Quite a 
change but one for the better. The band, due 
in large part to Nelson's arrangements, 
sounds born to the new music and lends com-
mitment and perception to their inter-
pretation. Yes, it still sounds like Basie, but 
like Basie going Forward. 
One could well theorize that this is one 

album that Basie is taking seriously. Some 
gradual but serious modernization could be 
taking place, and for good reason. The public 
isn't buying the pop compromise LPs any 
more and there are more young for-
ward-looking players of potential in the ranks 
now than at any time in at least 20 years. 
Behind all this, too, could be that Basie would 
like to be considered as a jazz force once 
again. He can do it too, by being selective in 
his choice of new material and cutting back a 
bit on the old meat and potatoes that have 
served him so well (but for how much long-
er?). 

Nelson's suite is the best music. Highly 
atmospheric with its Eastern and African 
overtones, it gives the band a chance to sus-
tain a mood other than the typical nightclub 
fare. Queen is quite fetching, thanks to Laws' 
flute, and Nelson himself delivers the mes-
sage on Flower with his inventive, sometimes 
abrasive but highly emotive alto work. Japan 
is a perfect marriage of Oriental charm and 
big band force. Step is a typical Basie rouser 
with zesty solos by the pianist (1 love him!), 
John Doe trumpeter, and tenorist Dixon. 
Hobo is a vehicle for Lucas' harmonica —a 
boring change of pace. 
The ensemble work is very good, though 

the trumpets veer toward the sharp side. 
Laws' numerous flute spots are excellent but 
I think Eric Dixon, sitting idly by in the 
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section while they're being played, should 
have got the call. Harold Jones is phenomenal 
—flexible, tasty, and in charge. Not a solo 
peep from Cecil Payne, though — boo! 

Rating breakdown: two stars for good musi-
cianship, two stars for being adventurous, and 
one more for giving us hope. This could be a 
turning point album for the Basie organiza-
tion — the heretofore slumbering giant of the 
big band community. —Szantor 

CHARLIE BYRD 
FOR ALL WE KNOW— Columbia G 30622: Love 

Story Theme; I Do Not Know a Day I Did Not Love 
You; Burgalesa; Byrdman; Here Comes the Sun; 
Superstar; It's Impossible; A Lotta Box; House of 
the Rising Sun; For All We Know; I Want to Be 
Happy Lolita; Mr. Bojangles; I Let a Song Go out 
of My Heart; See Me, Feel Me; Venezuelan Waltz; 
Nortina J&B; Going, Going, Gone. 
Personnel: Byrd, guitar; Joe Byrd, bass; Wil-

liam Reichenbach, Bobby Rosengarden, drums; 
John A. Pompeo, Airto Moreira, percussion. 

Rating: **** 1/2  

There's a little of everything on this LP, 
and not all of it comes off equally well. Yet its 
strengths are impressive enough to make this 
one of Byrd's finest albums yet for Columbia. 
It is purely a session of acoustic guitar and 
rhythm; there are no strings, choruses of sing-
ers, or other horns. This gives Byrd max-
imum freedom with his material. 
And interesting material it is, too. Here 

Comes the Sun and Bojangles underline par-
ticularly the size of Byrd's talent. He has 
taken these otherwise simple tunes and suc-
ceeded in unlocking great musical riches not 
evident in their original recordings. His in-
stinctive grasp of the essence of a musical 
piece is remarkable. 
The masterpiece, however, is I Want to Be 

Happy. With this extraordinary version we 
learn that inside the catchy melody there has 
been for 40 years and more a potential con-
certo trying to free itself. Byrd's variations get 
into the heart of the song like no other's, with 
never a superfluous note or misguided stroke. 
The mood becomes more subdued during a 
chorus by bassist Joe Byrd. Then a chorus 
that seesaws between guitar and drum breaks 
builds tension. Then the melody sweeps back 

Information, Please 

down beat needs details on any regularly-
programmed jazz shows on commercial and 
campus radio stations. This information will 
be made available to record companies who 
are cooperating with down beat in its effort 
to make jazz more accessible to radio pro-
ducers and thence to radio audiences. 
Please list the station's call letters, title 
and time schedule of jazz shows, brief list 
of some of the artists currently programm-
ed, and address and person to whom jazz 
releases and related materials should be 

mailed. 
Send such information to down beat/Jazz 

Radio, 222 W. Adams, Chicago, III. 60606. 

into focus in a lush, full-bodied, 24-bar inter-
lude. This one long track alone is worth the 
price of admission. 

But there's much more, too much to detail 
here. If you're growing tired of electric guitar-
ists with a repertoire of four notes, listen to 
this one and know the artistry that a guitar can 
express in the hands of a great talent. Byrd is 
not only the ultimate technician, but he also 
demonstrates here a sensitive, brilliantly in-
ventive mind. Those who've been listening to 
him since the 1950s know this, but they will 
be happy to hear him here in peak form. 
For those who aren't familiar with his work, 

there's not a better place to start than with 
this specially priced two-record set. 

—McDonough 

JOHN CARTER/ 
BOBBY BRADFORD 
SELF-DETERMINATION MUSIC — Flying Dutch-

man FDS-128: The Sunday Afternoon Jazz Blues 
Society; The Eye of the Storm; Loneliness; En-
counter. 

Personnel: Bradford, trumpet; Carter, alto sax 
(track 1), tenor sax (tracks 2,4), flute (track 3); 
Henry Franklin, Tom Williamson, bass; Bruz Free-
man, drums. 

Rating :**** 

John Carter is one of the better composers 
in the New Music. Loneliness is a most 
evocative conception: a single long, broken 
melodic line, it is played carefully on bells by 
Freeman over a held note, and passed briefly 
to flute. The startling force of Carter's open-
ing tenor statement is underlined by the more 
complex muted trumpet, atlernatively sorrow-
ing and nagging; Bradford beautifully deli-
neates the conception on loneliness. There is 
no stated tempo, or rather, time is signalled 
from moment to moment by the horns in solo 
and duet. 

Carter's themes on Sunday and Encounter 
are long, single lines very much broken and 
contrasted. They are like certain pieces Or-
nette Coleman and Anthony Braxton used to 
write (hear that Omette phrase in Sunday), 
but the phrases are more brittle and Carter's 
wit is more electric. His saxophone work, 
especially on tenor, has acquired considerable 
confidence within extremely melodic, Or-
nette- and hard bop-oriented outlines — 
frequently the listener might wish for a more 
expressive attitude, given the material, 
but just as frequently Carter becomes in-
volved deeply in his melodies, presenting sat-
isfying lyrical playing. 
Nowhere on the record does Bradford 

play as strongly as on Loneliness. He seems 
to be evolving a thematic style, though his 
thermatic feferences don't always fit properly 
or develop as they might. Eye (Bradford's 
piece) attempts unified thematic work through 
solos by both horns, interrupted by small 
duets that attempt to enlarge the theme. 
Only the relative slightness of Bradford's 
ideas prevent the piece from working — actual-
ly, much of his performing herein is below 
his best level. But again, you must hear him 



Howard Wales &Jerry Garcia, 
John McLaughlin, LennyBruce. 

Grateful Dead guitarist Jerry Garcia and key-
board man Howard Wales jamming at San 
Francisco's Matrix Club became a Monday night 
event. ( Howard is the organ player on 

"Truckin" " and "Candyman" on the Dead's 
"American Beauty" album.) What started as a 
jam turned into six months of recording and out 
came "Hooteroll?" 

HOOTEROLL? _ 
HOWARD WALES _glifty G;(1RD,IA, 

- 

From Lenny's private tape stash. The 
record of all the truth he was busted for. 
In San Francisco... New York... 
Hollywood... Chicago... Philadelphia... 
Los Angeles. 

KZ 30766' 

Saga 
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KZ 30859' 

The first acoustic recording by guitarist 
John McLaughlin. After redefining the 
role of the electric guitar in progressive 
music, John now does it with acoustic. The 
spiritual quality that has always been 
part of McLaughlin's playing can now be 
heard more than ever. On one side, John is 
playing with Dave Liebman, soprano and 
flute; Jerry Goodman, violin; Charlie 
Haden, bass; Billy Cobham, drums; Airto 
Moreira, percussion; Badal Roy, tabla and 
mahalakshmi, tambura. The other side is 
John double-tracking himself, with 
percussion accompaniment. 

On Douglas Records 
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¡et IllPoo 

MRL 334 MIKE LONGO "MATRIX" 
-Featuring: Mike Longo-Piano; Mick-
ey Roker-Drums; Potato-Conga; Sam 
Jones-Bass; Al Gafa-Guitar; Ron 
Carter-Bass. 

MRL 331 CHARLES KYNARD-Fea-
turing: Charles Kynard-Organ; King 
Errison-Conga; Billy Fender-Guitar; 
James Gadson-Drums; Ernie Watts--
Tenor; Carol Kaye-Bass. 

MRL 327 STAN HOPE-Featuring: 
Stan Hope-Piano; Walter Perkins-
Drums: Perk Morrison-Bass. 

MAINSTREAM 

SAM 
A RED LION PRODUCTION 

Available on Ampex Tapes 
Write for free catalogue: 
Mainstream Records, ! nc. Dept. D 
1700 Broadway New York, N.Y. 10019 

Play on Loneliness. 
Freeman takes an excellent solo on En-

counter, quite swept up in his creative force. 
The two basses (only Williamson is listed on 
the liner) duet well on Eta-outer, but on the 
whole a single bassist would have been better: 
the advance in rhythmic complexity is quite 
pointless on Loneliness, for instance. 
Self-Determination Music is an LP well 
worth your attention, though perhaps not as 
successful as Flight For 4 or Seeking (as the 
New Jazz Art Ensemble). These players have 
staked out an important place within the 
mainstream of jazz; their care and skill and 
love for their art communicate intensely. And 
considering Carter's development as a com-
poser and Bradford's fresh trumpet chal-
lenges, the promise of future discoveries is 
bright indeed. -Litweiler 

MICHEL COLOMBIER 
WINGS-A&M SPX4281: Freedom and Fear; 

Earth; Thalassa; Doesn't Anybody Know?: 
Pourquoi Pas?: Morning Is Come Again; For 
Those Who Cannot Hear; We Could Be Flying; 
Emmanuel; All in All. 

Personnel: Michel Colombier, composer, or-
chestrator, conductor; symphony and pop or-
chestras; choir; Bill Medley, Lani Hall, Paul Wil-
liams, Vermetta Royster, Herb Alpert, featured 
vocalists. 

Rating: **** ½ 

Wings is by far the best record A&M has 
ever released; it may even be the best pop LP 
this year. 

Michel Colombier has written a pop sym-
phony that is one; that is, unlike countless 
other attempts to adapt "classical" form (op-
era, cantata, concerto, whatever) into a pop 
context, Wings makes it. 

Although .-movements" are not specified, 
the various interwoven parts sound nonethe-
less allegro, scherzo, andante, all that sym-
phonic stuff-joined with the sensitivity of a 
diamond cutter. Never does the orchestration 
seem tricky or cliche: quick cadenzas by solo 
instruments now and then naturally rise; 
voices and electronics are involved with spare 
and very effective grace; rhythm and color 
overall relate with power and consummate 
taste. When the musical atmosphere is quiet, 
one senses a delicacy like Chinese silk paint-
ing; when this music cooks, it'll blow your 
ears away. 

Certainly the vocals are somewhat domi-
nant, especially the two by Bill Medley on 
Freedom and Fear and Morning Is Come 
Again. (Several have said to me he sounds 
like David Clayton-Thomas, to which I rem-
ind him that the opposite is more like it; that 
Medley is the originial, if one recalls the 
Righteous Brothers, and still,one of the finest, 
and perhaps most.overlookèd, pop vocalists.) 
Both of his features offered strength, in word 
and in sound, and could be easily lifted from 
the score to beat all corners on the charts; I 
play both incessantly. 
The spots by Lani Hall on Flying, Ver-

metta Royster on Cannot Hear, and Paul 
Williams on Doesn't are likewise spirited and 
charming, particularly the latter, since Wil-
liams also wrote the fine libretto. Only Herb 
Alpert fizzles, as his limpid crooning on the 
final All in All leaves a taste like stewed 
tomatoes on my brain (and cuts off that 
half- star above). But since Alpert produced 
such a laudable project, perhaps one may 
indulge him his frivolous participation. 
Wings indeed proves that pop may be 

readers 
poll 

instructions 

HERE'S YOUR 
BALLOT 

The 36th annual down beat Read-
ers Poll is under way. Until mid-
night, Oct. 30- readers will have 
the opportunity to vote for their 
favorite musicians. 

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

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

2. Use only the official ballot. Type 
or print names. 

3. Jazzman and Pop Musician of 
the Year: Vote for the person who, 
in your opinion, has contributed 
most to jazz or pop in 1971. 

4. Hall of Fame: This is the only 
category in which persons no long-
er living are eligible. Vote for the 
artist- living or dead - who in your 
opinion has made the greatest con-
tribution to jazz. Previous winners 
are not eligible. These are: Louis 
Armstrong, Glenn Miller, Stan 
Kenton, Charlie Parker, Bud Pow-
ell, Duke Ellington, Benny Good-
man, Count Basie, Lester Young, 
Dizzy Gillespie, Coleman Hawkins, 
Billie Holiday. Bix Beiderbecke, 
Miles Davis, Jelly Roll Morton, The-
lonious Monk, Art Tatum, Eric Dol-
phy, Earl Hines, John Coltrane, 
Charlie Christian, Bessie Smith, 
Billy Strayhorn, Sidney Bechet. 
Fats Waller, Wes Montgomery, Pee 
Wee Russell, Jack Teagarden, Or-
nette Coleman, Johnny Hodges, 
Jimi Hendrix, Roy Eldridge, Django 
Reinhardt. 

5. Miscellaneous Instruments: In-
struments not having their own 
category, with three exceptions, 
valve trombone (included in trom-
bone category), cornet and fluegel-
horn ( included in the trumpet cate-
gory). 

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

7. Make only one selection in each 
category. 

VOTE NOW 
20 DI down beat 



well-wrought, may be beautiful music — all 
that is required is the chance to exploit one's 
genius, and to do so with passion. Michel 
Colombier may not be Mozart, but he's sure 
got it together . . . —Bourne 

BOBBY HUTCHERSON 
SAN FRANCISCO— Blue Note 84362: A Night in 

Barcelona; Goin' Down South; Procession; 
Ummh; Jazz; Prints Tie. 
Personnel: Hutcherson, vibes, marimba (tracks 

1, 2); Harold Land, tenor sax (tracks 1-5), oboe 
(track 5), flute (track 6); Joe Sample, piano, elec-
tric piano (tracks, 2, 4); John Williams, bass elec-
tric bass (tracks 1, 2 4); Mickey Roker, drums. 

Rating: *** 

HAROLD LAND 
A NEW SHADE OF BLUE— Mainstream MR._ 

314: A New Shade of Blue; Mtume; Ode to An-
gela; De-Liberation; Short Subject. 

Personnel: Land tenor sax; Hutcherson, vibes; 
Bill Henderson. piano; electric piano (track 2); 
Buster Williams, " Buster" bass; Billy Hart, drums, 
Mtume, conga (tracks 2-3). 

Rating: *** 

The extended association of Land and Hut-
cherson here has lost its lustre: the vibist 
often sounds disinterested, especially on the 
Mainstream set, while Land's major moments 
are few. The material is familiar Land-
Hutcherson writing— nothing fresh here— 
except for the two Sample bows to latter-
day Miles Davis (Jazz, Goin'). 

Perhaps it's pertinent that Land plays tenor 
and nothing else on his own songs. It is cer-

tainly the only horn on which he demonstrates 
involvement in his soloing and expressive ca-
pacity. Neither is consistent with him: for the 
most part he runs through glib phrases with no 
sense of accenting or flowing construction 
beyond a few measures at a time. As a result, 
he sounds very cool and impersonal. 
Three solos on the Mainstream suggest a 

less detached music. The theme-based Angela 
solo (a pretty theme) attempts a fuller, more 
committed kind of statement, while DeLiher-
ation finds surprisingly emphatic rhythmic 
statements amidst cliched lines. More freely 
melodic ones appear in Short, his most satis-
fying solo on these I Ps, though neither he nor 

Hutcherson successfully negotiates that re-
curring four-measure vamp. 

But this cool, naturally unstructured style is 
what Land has chosen to play — no more bal-
lads or bop material (most of his lines are from 
early bop, still). When he abandoned chord 
changes for this modal idiom, he acquired 
occasional sub-Coltrane (i.e. Henderson, 
Maupin, Harper, etc.) features of phrasing 
and overall form. They did not aid an already 
rather disoriented style, and are ineffective on 
Ummh, the r&b piece. The Latin rhythms of 
Shade, Mime and Angela do not seem to put 
Land at ease. 
The bold, amazing strokes that character-

ized Hutcherson's early work have long since 

been sacrificed in favor of a determinedly 
pleasant, impressionist, cool style. Again, this 
coolness approaches disinterest in the act of 
Improvisation, for Hutcherson is a weak me-
lodist here. ( Perhaps this shared capacity for 
emotional detachment has kept the two to-
gether for four years). It is most notable on 
Short that Hutcherson's style is not far re-
moved from pianist Henderson's (who takes 
off from Hancock and Evans). Undoubtedly 
pianists of this genre inspired the current Hut-
cherson. In much modal jazz, the functioning 
principle seems to be that what is played is 
subordinate to how it is played, and on both 
LPs Hutcherson is seized with a case of 
rampant understatement. 

Goin, in 7/4, has pleasant Hutcherson 
sounds with bells, tambourine, marimba. Jazz 
is Miles-meets-MJQ, with Roker doing the 
Connie Kay drum thunder behind a uniquely 
empty vibes solo, and with Land on oboe as 
Wayne Shorter, even down to the brevity. 
Hutcherson occasionally used ideas from 
Land (De-) and often from Milt Jackson, no-
where more than on Ummh, which should 
have been rescued by Lee Morgan. 
The Blue Note rhythm section is prefer-

able, partly because Sample, the former Jazz 
Crusader, contributes two short and energetic 
solos, the most pleasant features of Prints and 
Procession. The Mainstream rhythm section 
is also good to hear: it features the musical 
gymnastics of Buster Williams (and don't ask 
me what is a " Buster" bass) in solo and ac-
companiment. Enjoyable in itself, his playing 
serves to comment on the others' cool ap-
proaches. — Litweiler 

Some of the best traditional RIO musicians in the world 
taught Shuggie Otis how to break with tradition. 

At age 4, Shuggie Otis was already 
surrounded by the music of such historic 
notables as T-Bone Walker, Jimmy Nolan, 
PeeWee Crayton and Elmore James. And 
by the time he was 6, he was playing right 
along with them—on drums, harmonica, 
and especially on guitar. Which no doubt 
had a lot to do with his being recognized, 
at 16, as one of the best guitar players 
anywhere. 
Now, Shuggie's turned 17. For the 

past year, he's been working on an album. 
And some other historic notables were 
working with him: veteran English jazz/ 
rock drummer Aynsley Dunbar, 
Cannonball Adderley's keyboard man, 
George Duke and Jazz Crusader Wilton 
Felder, among many. 

So, out of the combination of Shuggie's 
traditional blues heritage, the varied 
backgrounds of his sidemen and his unique 
new personal musical interests, some 
pretty untraditional music was laid down. 

Imagine a swing-band bass-line with 
a Motortown-style rhythm guitar on top 
of it. Plus some intricate, bluesy lead riffs 
and gospel-like background harmony. 

Or a tight orchestral jam, full of jazz and 
classical influences. 

But better than imagining, listen 
to Shuggie's new album, "Freedom Flight." 
You'll hear some great music by a kid 
who learned his lessons so well, he's 
started writing a whole new book. 

On Epic Records Sege  
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BLUE MITCHELL 
BLUE MITCHELL— Mainstream MRL 315: Soul 

Village; Blues For Thelma; Queen Bey; Are You 
Real; Mi Hermano. 

Personnel: Mitchell, trumpet; Jimmy Forrest, 
tenor sax; Walter Bishop, Jr., piano; Larry Gales, 
bass; Doug Sides, drums. 

Rating: **** 1/2 

This mainstream quintet lives up to the 
tradition set by the most illustrious pre-
decessors of its instrumentation — Brown-
Roach, Silver, Blakey , Davis. 

Mitchell has never sounded better on 
record, and on one piece, Thelma, he sur-
passes himself with a solo that includes a 
passage using one of Dizzy Gillespie's most 
intricate and formidable 16th-note devices. 
Mitchell rips it off so effortlessly that Diz 
would have to congratulate him for the rip-off. 
I've never heard the trumpeter play with this 
much joy and confidence. There is a cheerful 
aggressiveness in his work throughout this 
album that must have been lurking in him all 
these years. It surfaces with a vengeance in 
his forceful solo on Hermano. 

Forrest's return to the scene is good news 
for tenor freaks everywhere, and he is playing 
as well as ever, which is to say superbly. 
Queen is a Calypso performance roughly in 
the St. Thomas tradition. Forrest seems at 
home in this idiom, and he turns out a joyous 
solo. 

Bishop is delightful on both electric and 
acoustic piano, but his Bud Powell-flavored 
work on the latter must get the nod. He is 
outstanding on Benny Golson's Real, with 
alternation of single-line passages and block 
chords. On Blues he gets into Tyner-like 
rhythmic forays through the bass clef, reward-

ing expeditions that heighten the tension in his 
excellent solo. After the piece has officially 
ended, Bishop treats us to a whimsical con-
clusion. 

Sides and Gales combine with Bishop to 
form a strong, swinging rhythm section. A 
happy rhythm section. A happy band. A hap-
py album. A recommended album. —Ramsey 

OSCAR PETTIFORD 
THE OSCAR PETTIFORD MEMORIAL AL-

BUM — Prestige 7813: Chickasaw; Chasin' the 
Bass; Bopscotch; The Most! (1949); Burt's Pad; 
Marcel the Furrier; Rhumbles; Stardust; East 
Lag; Ondine (1954). 
Personnel: 1949 recordings: Red Rodney, 

trumpet; Earl Swope, trombone; Al Cohn, tenor 
sax; Serge Chaloff, baritone sax; Terry Gibbs, 
vibes; Barbara Carroll, piano; Pettiford, bass; 
Denzil Best, drums. 1954 recordings: Kai Wind-
ing, trombone; Cohn, Tal Farlow, guitar; Henri 
Renaud, piano; Pettiford, bass, cello; Max Roach, 
drums. 

Rating: **** 

The late Carmen Lombardo wrote a song 
entitled, Just Like Old Times. That is what's 
right and what's wrong about this album, the 
times. If one lived with this music, it's good to 
hear again. And the music, technically and 
emotionally, is good. For the musician— no 
matter how atonal, rock or folk-oriented he 
may be — or for the jazz votary who enjoys the 
development of an art, this is a damned fine 
experience. 
I doubt, however, that it will greatly appeal 

to young listeners whose tastes have been 
shaped largely by the confluence of jazz, rock 
and folk in the past few years. 
The re-recording quality of Side A is some-

from hiner to luir. 
with love. 

My Tribute to Louis. Piano solos by Earl Hines. 
"A dazzling, many splendored recital. Personal 
selections that weren't governed by commercial 
considerations, but by what Hines felt most 
deeply from his association with Armstrong. 
The highlight being two versions of "When It's 
Sleepy Time Down South." The first, bouyantly 
introductory. The last, a reluctant farewell. It's 
sheer Hines — for the love of Louis." 

Stanley Dance 
Just released, it's already a collector's item. Available exclusively through 
Audiophile/Happy Jazz. Stereo $5.95 ppd. Dealer inquiries invited. 

Audiophile Records 
Box 66 DI 
San Antonio, Texas 78291 

Sirs: Please rush, on approval, 
O My Tribute to Louis. Piano Solos by Earl Hines. 

Please include your Xmas Catalog. 

Name   

Address   Zip 

El For the time being, just send your catalog. 
I enclose 2Sit for handling. 

OB-10 

times poor, especially for the saxophones in 
Chickasaw, though Pettiford, Rodney and the 
rest come through clearer. The ensemble 
playing sounds dated but the solos stand up 
well. 
The best of the '49 performances is Most!, 

a Cohn original which sings beautifully. The 
ensemble work is particularly rich in the last 
chorus. Cohn loafs in easily, his long lines 
flowing like a smooth current. He is one of the 
most logical of improvisers. He always seems 
to know where he is going. 

Chaloff tunes in for a brief but meaty 

chorus near the end. Rodney, though lyrically 
resourceful, is not really at his best. In gener-
al, Pettiford lays back on these tracks 
but his full, insistent sound is a pounding 
heartbeat. 
The bassist and Cohn are the only repeaters 

on the '54 date, and here OP comes out front 
to solo at length. Pad. Furrier, and Stardust, 
the latter a solo all the way, are fine examples 
of Pettiford's depth, technical skill and in-
ventive power. 

Farlow, to my mind one of the truly great 
improvisers, shows here— especially on 
Lag— talents which were to ripen over the 
years. (The late Wes Montogomery once told 
me that Farlow was his favorite — and these 
performances begin to answer why.) 

Roach, the master, complements and com-
pliments Pettiford — on Pad, for ex-
ample—and the rest with unerring feeling. 

In all, a most delightful 40 minutes or so. I 
hope more people dig it than I think. 

—Nelsen 

JOEL SHULMAN 
PENINAH (PEARL) — Jamal LSP 5162: Goin' 

Out of My Head; Come Sunday; It's Love; Lazy 
Afternoon; People; Peninah; Something's Com-
ing; Feelin' Good; Watch What Happens; When 
the World Was Young; My Foolish Heart; Slaugh-
ter on Tenth Avenue. 

Personnel: Shulman, piano. 
Rating: *** 

This album was recorded at the Top of the 
Gate in New York, where Shulman was 
working as soloist between sets by the Bill 
Evans Trio, and has complimentary liner 
notes by Evans and producer Ahmad Jamal. 
Shulman's playing is full and expressive, 

and if it isn't creative in the sense that a great 
jazz pianist's is, it is nonetheless enjoyable. 
His repertoire is interesting, and his ideas are 
worked out intelligently and with taste. The 
music makes no great demands on the listen-
er, but Shulman (known some years ago as 
Joe Saye) does not assault him with endless 
arpeggios or other devices resorted to by so 
many night club solo pianists. 

In Foolish Heart he achieves a refinement 
of touch and depth of expression that are 
missing from the other pieces. It would be 
gratifying to hear more of that side of Shul-
man. —Ramsey 
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LEON THOMAS IN BERLIN 
WITH OLIVER NELSON 
FO -10142 (Stereo) 

...He is a giant himself in 
many ways, of course—in 
stature as well as musically 
and spiritually. . Dynamite! 
He is without a doubt one 
of the most impressive— 
and singularly important— 
figures on the contempo-
rary jazz scene... 

George Kimball 
Rolling Stone 
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Flyinglie 
Dutchman 

LAWY COR YELL 

LARRY CORYELL 
BAREFOOT BOY 
FD -10139 (Stereo) 

His new record, BARE-
FOOT BOY, features some-
times harsh and always 
driving guitar work, espe-
cially on "Gypsy Queen," a 
Gabor Szabo composition 
that Coryell milks and tor-
tures for everything it's got, 
generating a fantastic 
amount of raw musical 
energy. Coryell is backed 
on this date by the great 
Roy Haynes on drums, 
Steve Marcus on tenor, and 
others. 

Stephen Davis 
The Phoenix 

A New Black Peet 
GIL SCOTT-HERON 

SiaIt'Tak at 125Lb. and Lenox 

GIL SCOTT- HERON 
SMALL TALK AT 125TH 
AND LENOX 
FD-10131 (Stereo) 

Perhaps the most aston-
ishing of them all is Gil 
Scott-Heron, a 21-year-old 
poet, novelist and song-
writer who plays piano and 
sings as well as recites on 
Small Talk at 125th and 
Lenox. His imagination is 
much more sophisticated, 
literary and formally com-
pact than Melvin van 
Peeble's, but it burns with 
the same unforgiving 
intensity. 

Craig McGregor 

The 
Contemporary 

Sounds 
are on 

Flying Dutchman 
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LATIN PERCUSSION INC. 
DEPT. DB, P.O. Box 88 

PALISADES PARK, N. J.07650 
See for yourself at your local music 
dealer or write for free catalog. 
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GUITAR 
STRINGS 
. Fast and Furious Action 

Rock 'N Roll 
Strings 

'. The ultimate in individual expression 
in two gauges 
No. 780, 780-S 

$330 set 
COMPETITION ASTOUNDED! 

E. 8, O. MARI, INC Long Island City, N Y 1110b 

THE HOWARD ROBERTS GUITAR BOOK 
A Comprehensive look into 
HR's approach to: 

• SINGLE STRING IMPROVISING 
• PICKING TECHNIQUE 

• COMPING • CHORD MELODY 

Plus many of his other techniques carefully detailed 
ISOMETRICS FOR GUITARISTS 
By Milt Raskin 
Published for the first time. An illustrated 
step-by-step program showing how 
10 minutes per day can equal hours of 
practice for attaining maximum: 

• SPEED • ENDURANCE 
• AGILITY • STRENGTH 

Playback Music Publishing • 5002 Wilkinson Ave. 

North Hollywood. Calif, 91601 Dept. D 
Please send me 

E Howard Roberts Guitar Book, $5.50 E Isometrics for Guitarists, $2.50 

Name  

Address  

City  State  

Zip  Phone  

Outside Continental United States add $1.25 For Handling Charges. rio C.O.D. 

TEN WHEEL DRIVE 

PECULIAR FRIENDS— Polydor 24-4062: Pecu-
liar Friends; The Night I Got Out of Jail; Shootin' 
the Breeze; The Pickpocket; No Next Time; Love 
Me; Fourteenth Street; I Had Him Down; Down in 
the Cold. 
Personnel: Genya Rayan, vocals, harmonica 

Michael Zager, keyboards; Aram Schefrin, guitar 
Tom Malone, Danny Stiles, Frank Frint, trumpets 
Dean Pratt, trombone; Alan Gauvin, reeds; Blake 
Hines, bass; David Williams, drums. 

Rating: *** 1/2 

The Ten Wheel Drive on this album is a 
new ensemble: new bass, drummer, and horn 
players; only reedman Dave Leibman is a 
decisive loss. Otherwise, the band cooks 
about the same, with Schefrin and Zager again 
writing all the music and Genya Rayan again 
shouting high and hard. 
The repertoire is standard styles: hard rock 

like The Pickpocket and Cold or soul ballads 
like Love Me and Him Down—and all are 
played bluesy and well. Each of the soloists 
has a spot somewhere, even Rayan harp; La-
ger's keyboards are overall tasty. Street is as 
sharp and fiery as their best, especially the 
. vocals, as is The Night I Got Out of Jail. 
Shootin' the Breeze is pretty. 

Perhaps the one special character of Ten 
Wheel Drive is that the rhythm section is 
generally so strong, like a separable hard rock 
quartet, with the horns, extra percussion, and 
the un-credited backing vocalists added for 
choice effect; Miss Ravan's brassy voice 
makes it whatever the context. 

Peculiar Friends is a good album. It doesn't 
excite me like the previous two LPs by the 
group but that's cool anyway. —Bourne 

Ragtime Revisited 

Professor David E. Bourne, Dawn of the 
Century Ragtime Orchestra (Arcane 601) 
The New Orleans Ragtime Orchestra 

(Pearl 7) 
Wally Rose, Rose On Piano (Blackbird 

12007) 
Joshua Rifkin, Piano Rags by Scott Joplin 

(Nonesuch 71248) 
William Bolcom, Heliotrope Bouquet 

(Nonesuch 71257) 
Scott Joplin, 1916 (Biograph 1006Q) 
Thomas "Fats" Waller, 1924-31 (Biograph 

I005Q) 

The current re-awakening of interest in nos-
talgia in general, and early American popular 
music in particular, has caused many young 
music students to investigate ragtime, to 
study it, and to seek out its older prac-
titioners. 
These intents are serious, and not to be 

confused with campish pursuits. A trickle of 
ragtime and pseudo-ragtime albums over the 
years, by familiar artists like Max Morath (a 
literate, well-spoken man, and an excellent 
pianist, known for his one-man show and 
many appearances on the Arthur Godfrey 
program), Johnny Maddox (once a prolific 
recording artist and collector of piano rolls), 
and Joe " Fingers" Carr ( Lou Busch, a com-
petent ragtime pianist despite his commercial 
image), and by pianists more closely allied 
with jazz ( Ralph Sutton, Wally Rose, Bob 
Greene, Knocky Parker, Don Ewell, Armand 
Hug, Dick Wellstood), have kept the collec-
tor-fans happy, as have various collations of 
piano rolls (db, 4/ II7 I). 
The list of younger pianists to take up this 

This time, 
Jimmy ain't got 
the blues. 

Jimmy Rushing, the great 
blues singer, does his first album of 
non-blues. He does it with some 
of the best standards of all times. 

Yes, Mr. Five- by- Five 
from Kansas City, who jumped with 
Basie, now sings "I Surrender Dear,' 
"Linger Awhile," " More Than You 
Know," " Fine and Mellow" and more 

And he's backed by 
Ray Nance, Zoot Sims, Al Cohn, 
Budd Johnson, Dave Frishberg, 
Milt Hinton and Mel Lewis. 

It's an occasion. Jimmy's 
beautiful, with or without the blues. 

RCA 
Records 
and Tapes 

CM See sod Me Chet Used to 8e/Jioung Ruling 
TM meat blues num. slog, and awlma almtiet of yeateryem. 



music is a long one, and nearly every major 
city has at least one or two in resi-
dence —Trebor Tichenor (St. Louis): Mike 
Montogomery, Bob Seeley, Charlie Rasch 
(Detroit); Terry Waldo (Columbus); Bob 
Wright (Chicago); Butch Thompson and Mike 
Polad (both of the Hall Brothers' Jazz Band in 
Mendota, Minn.); Joshua Rifkin (New York); 
Tom Shea (Detroit, now in Raleigh, N.C.); 
John Arpin (Toronto); Dick Zimmerman Los 
Angeles), and Don Ashwander, Bill Albright, 
Bill Bolcom— no Crazy Ottos these, but de-
voted accomplished students of a delightful 
and difficult musical form. 
Of the albums under consideration, the old-

est is Rose's, cut in September, 1968. After a 
long and extensively-recorded career (since 
1941) in the jazz bands of Lu Watters, Bob 
Scobey and Turk Murphy, and later, inter-
mittent performances with Watters' heir 
group, the Bay City Jazz Band, Rose had 
retired from jazz to a comfortable living as a 
teacher (he is also a first-rate classical pianist) 
and cocktail-lounge player. This is his first 
album in 10 years, and any shortcomings must 
be attributed to a combination of a rushed 
session and unfamiliar material, not rustiness 
(a second volume, recorded over the July 4 
weekend, will appear eventually). 
The NORO album first appeared in 1969, 

the brainchild of a Swedish pianist, Lars Ede-
gran, a New Orleans Jazz disciple, who had 
previously moved to that city from Chicago. 
The arrangments are taken from ragtime pub-
lisher John Stark's "red-backed book" of 
rags (except for, as Frank Powers points 
out, Creole Belles, from a better hand and 
another source), and are played slowly and 
deliberately — ragtime sheet music often bore 

a warning that the music was not to be played 
"fast". The instrumentation is that for tra-
ditional jazz band, with violin (played here by 
the Great Patriarch of New Orleans jazz, 
William Russell) replacing the banjo or guitar. 
It is a charming album, but somehow tedious 
because of its tentative quality and its 
out-of-tuneness, and I can recommend it only 
to the hard-core. 
The remaining albums are recent releases. 

Rifkin, classically trained, plays his Joplin 
program in a measured, calm manner that I 
find highly enjoyable, though I'm sure some 
may find it cold. Bolcom, by contrast, is a 
dynamic performer, given to startling pianis-
simos, fortissimos, and tempo shifts, all of 
which seem disconcerting— but as any ragti-
mer will confirm, there is no one way to play 
ragtime, and the player's discretion is his only 
guidepost. Bolcom plays three Joplin pieces, 
and single titles by Tom Turpin, James Scott, 
Joe Lamb, and Luckey Roberts, as well as 
three of his own that display his credentials. I 
recommend both disks, especially in view of 
Nonesuch's price (under $3). 

Bourne's orchestra is 180 degrees from the 
NORO. Using a similar instrumentation, but 
adding a second cornet and violin, and with 
tuba instead of bass, they sound quite like 
what I can only describe as Sunday-after-
noon-concert-in-the-park- ban d s he I I circa 
1915 — only better. Their program runs 
through marches and march-like rags from the 
1901 Repasz Band march to the ever-popular 
Alexander's Ragtime Band to Portuguese 
Rag, composed in 1968 by the band's clari-
netist, Mike Baird. Baird, trumpeter Jack 
Langlos, and trombonist Dave Kennedy have 
played and recorded with Ted Shafer's Jelly 

Roll Jazz Band, and their jazz training gives 
the band a seasoning and fire lacking in com-
parable recordings by the bands of Albert 
White and Paul Miller. Dick Zimmerman is 
the pianist. 

Finally, albums five and six from the 
Mike Montogomery- Arnie Caplin-QRS con-
federation. They conform to the very high 
standards set by the four initial releases in the 
series (db, 4/ 1 /7 1 ) — astute, detailed notes by 
Montogomery, brilliant recording by Jim Tay-
lor, and cover art by Don Hume. Side one of 
the Joplin LP contains five rolls hand-played 
by the composer himself for the Connorized 
Company in 1916 (including the rare Ole 
Miss Rag, of which only one roll copy is 
known to exist; and a version of Maple Leaf 
Rag made for the Uni-Record Company that 
same year); side two has eight more Con-
norized rag rolls from 1916, released under 
the names of Wm. Axtmann and W. Arling-
ton, the purpose being to open some con-
troversy as to the possibility of these being 
Joplin's work as well. 
The Waller set picks up from where Vol. 

One left us, completing Waller's 1924 rolls, 
and proceeding through the later '20s with If I 
Could Be With You, Squeeze Me, I'm Com-
ing Virginia, and Fats' last roll, I'm Crazy 
"Bout My Baby (1931), his style developing 
into that which we best know him by, prior to 
the "and his Rhythm" period. Those who may 
find his earlier rolls too mechanical in feel 
should be pleased with this set, for it is more 
in keeping with his 1929 Victor solo work. 
I don't believe I'm qualified to rate these 

albums under conventional jazz standards; for 
my own purposes, five stars each for the first 
and the last four listed. — Wayne Jones 

The band that plays the blues 
playing the blues and other things. 
With bluesman MICHAEL BLOOMFIELD as special guest 
on guitar, and arrangements by Nat Pierce and Alan Broadbent 
of the classic blues AFTER HOURS and SINCE I FELL 
FOR YOU and including PROUD MARY and SIDEWALK 
STANLEY. Soloists include Woody, of course, 
Michael Bloomfield, Sal Nistico, Bob Burgess, Alan 
Broadbent, Tony Klatka and Frank Tiberi. 

Now available on Fantasy 8414 and on Ampex tapes. 
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NTRODUCING 
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Before you select a seemingly 
similar instrument (costing up to 
$100 more), consider these out-
standing Roc Jet features: 

Double Super'tron II pickups 

These hot pickups are sensitive 
to the most extreme treble and 
bass tones without sacrificing 
smoothness in the middle ranges. 

Master Volume Control 

Not only is the Roc Jet equipped 
with individual tone and volume 
controls, but it also has a Master 
Volume Control that lets you in-
crease or decrease volume im-
mediately without altering your 
mix. 

Exclusive fret nut 
 4MP 

The Roc Jet fret nut allows lower 
action and faster fingering in all 
the lower frets. Try it. You'll see 
why! 

Neck and body joined at 18th fret 

Again Gretsch leads in design! 
The neck joins the body at the 
18th ( not 16th or 14th) fret, so 
you will enjoy the ease and com-
fort of playing the higher frets. 

Space control bridge 

For your additional fingering 
ease, the space control bridge 

% allows you to adjust the distance 

OG rp 
1.116q1le 

between strings. Your Roc Jet 
is custom-built for you alone! 

Light and balanced 

Your comfort has not been ne-
glected! Roc Jet's trim design, 
light weight and balance frus-
trates fatigue during those long 
engagements. 

Mercedes black and 
Porsche pumpkin 

Of the rainbow of colors avail-
able to our designers only these 
two were felt qualified to high-
light the new Roc Jet. They are 
as modern as tomorrow! 

r_ gr. 
Itistotte 

Please tell me the name of my nearest 
Gretsch Roc Jet dealer. 

Mai/ to: 
The Fred Gretsch Company, Inc. 
Dept. D BM- 10 
60 Broadway 
Brooklyn, New York 11211 

Name  

Address  

City  

State Zip  
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blinclicsld test 
Though his reputation has not yet caught up with his accom-

plishments, Charles Kynard has long been respected as one of the 
most able and compelling of modern jazz organists. Kynard, who 
holds a BA in Music Education from the University of Kansas, was 
born in St. Louis and raised in Kansas City, where he studied piano. 
He switched to the organ at the suggestion of a Kansas City night club 
owner. 
He had no formal training as an organist, despite his extensive 

musical training in other areas. "I just picked it up, starting at the 
Metropolitan Baptist Church in Kansas City," he says. 

First inspired by Milt Buckner, Kynard gained later listen-
ing-learning experience from Bill Doggett and Jimmy Smith. Since the 
early 1960s he has been living in Los Angeles, following his dual 
careers as musician-educator (he is a teacher for Los Angeles -Public 
Schools). 
Kynard recently moved over to Mainstream Records after a long 

association with Prestige. This was his first Blindfold Test; he was 
given no information about the records played. 

charles kynard 
1. JOHNNY HAMMOND. Breakout (from Break-
out, Kudu). Hank Crawford, alto sax; Hammond, 
organ; Johnny Williams, bass; Airto, percussion. 
Number one, it's a very easy tune to play 

and learn, because it's only a one-chord thing. 
It's kind of free. thought the bass player got 
more interesting in the saxophone solo. He 
seemed to change direction in terms of more 
soul; he finally got into a good feeling. At the 
beginning it just didn't seem to settle into 

anything. 
As to who it is, this is a new name for him, I 

guess, isn't it? I liked the recording, the sound 
was good, especially the percussion came 
through. It was just the feeling that bothered 
me. I'd rate it three stars. 

2. MILT BUCKNER. Chitlins A La Carte (from 
Buckner in Europe, Prestige). Buckner, piano, 
composer. 
Now that's got to be Milt Buckner. That's 

just an old time, swinging blues, just straight 
ahead. And to me that's what jazz really is — it 
isn't anything if it doesn't swing or groove. I 
don't care how innovative it is, if it doesn't 
swing or groove, it isn't jazz to me. I'd rate 
that four. Milt is a good performer, and a good 
friend. . and an influence. 

3. COUNT BASIE. That Warm Feeling (from 
Straight Ahead, Dot). Basie, organ; Sam Nestle°, 
piano, composer. 

Well, that's very easy listening, and of 
course that's very effective use of the organ 
background, and pretty good recording quali-
ty. And the piano was featured. I think it was 
Jackie Davis with the Basie band behind him. 
Good feel. I'd rate it four stars. 
I think the piano and organ were the same 

person. If it's not Jackie Davis, it could be 
Wild Bill Davis. 

4. RAY CHARLES. Stompin' Room Only (from 
Genius + Soul = Jazz, Impulse). Ray Charles, 
organ; J-loward Marks, composer; Ralph Burns, 
arranger. 

There's another swing era sound with that 
tune . . . it's quite old and I can't remember 
the title of it. It has a Ray Charles sound in 
the organ . . . like the sound he had on the hit 
he had some years ago, Mint Julep, but I 
couldn't lay this band on him. I don't know 
whether that's his band or not. It's not the 
Ray Charles feel. I don't really think that's 

the type of tune he'd record, but who knows? 
I'd rate it two-and-a-half stars for the tune 

itself. I thought the rhythm section was kind 
of stiff, it could have flowed more. And that's 
why I say I don't think it could have been Ray 
Charles' band. I'm just going according to the 
sound, and that wasn't really that much of a 
jazz organ solo. 

5. SHIRLEY SCOTT. Something (from Some-
thing, Atlantic). Scott, organ; Billy Butler or Eric 
Gale, guitar; George Harrison, composer. 
Of course, it goes without saying that the 

tune is Something. I think the guitarist should 
have been in tune at the beginning and I 
question the second change they're using in 
the tune. They're all playing the same one, 
which makes it sound good, but it should be a 
major seventh . . . it sounds to me here like a 
dominant seventh. 
I also question the guitar taking the last 

eight after the bridge in the exposing chorus. 
But the length of the recording maybe would 
warrant his playing the part, so he could get in 
there on some kind of solo basis. I also know 
that that was no solo, as it were, just expose 
the line, go back to the bridge and take it out. 
That isn't really jazz unless you solo on some-
thing. improvise. 
As to who the artists are, I couldn't tell you. 

l'ts pretty and very listenable. I guess the lay 
person doesn't listen for the changes like you 
and I would. I'd rate that two stars. 

6. OSCAR PETERSON. Manteca (from Bursting 
Out, Verve). Cannonball Adderley, alto sax; Pe-
terson. piano; Dizzy Gillespie, Gil Fuller, com-
posers. 
Who else but Oscar Peterson? My favorite 

pianist! And of course he swings even by 
himself. I've heard him in recordings where 
he's just playing alone and swings. 

There's a good feeling in the intro, although 
I thought it was a little long. It took me a little 
while to figure out it was going to be Manteca. 
I think that's the only way to play Manteca, is 
with a big band.. . then move into the solos, 
and lei the keyboard be a part of the arrange-
ment, not just a complete solo chorus. 
I thought when the alto sax solo came 

through, the band kind of overshadowed him, 
but that's not his fault— or the bands, it's the 
engineer. But all in all it's a good feeling. Can 
I rate it twice? I'd rate the engineer 

two-and-a-half and the musicians four-and-
a-half, because I think it's ridiculous to cover 
that alto sax solo, as good as it was. 

7. MIKE MELVOIN. Hum A Song (from Michael 
Seven, Amos). Melvoin, organ; Hal Blaine, drums. 

Now that's what I'd call a rock session with 
charts. As to who the artist is I really have no 
idea. The recording sounds good, and the 
feel was good. I've heard the tune before, but 
it seems like they got away from the tune after 
they exposed it, they went off into some kind 
of embellishment of something else. 1 was 
waiting for them to come back to it, but they 
never did. Not that that's bad or wrong it's 
just that I thought it was going to be one of 
those A- B-A-kind of things. 
Maybe a bit too much percussion, and once 

again there were no solos to speak of— no 
blowing solos, at least from the organ. Does 
this album belong to the organist? 
I especially liked it, though, I could hear 

the chart, 1 could discern what was going on. I 
just wished they had gone back to the original 
line. I'd give that three-and-a-half stars. 

8. CHARUE EARLAND. Sing A Simple Song 

(from Black Drops, Prestige). Earland, organ; 
Maynard Parker, guitar. 

First off, I know that's Charlie Earland and 
his group. Some of the guys in that group 
recorded with me on the other label. Of 
course, this is a montuna, with a release 
whenever they felt like making it. It had a 
good feel, except I think the organ had the 
guitar overshadowed. Once again, it's not the 
musicians' fault. Usually Rudy Van Gelder 
gets good sound in his studio, being one of the 
better engineers on the east coast. But this 
time he seemed to miss the mark in the edit-
ing. 
Then, too, the recording gets kind of bog-

ged down with the ensemble. The ensemble 
things could have been toned down in terms 
of background and bringing the organ out 
more. 
Then I would have liked to hear the guitar 

take a solo . . . he seemed to have to so much 
soul. I would rate that three-and-a-half stars. 
Speaking of Charlie Earland, in one of his 

recent albums he does Killer Joe, and I really 
think they should learn the bridge before at-
tempting to play it. I hear a lot of people 
playing it with a passable bridge, but not the 
right one. db 
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Everything 
you've always 

wanted to 
learn about 
mouthpieces' 

*and didn't know 
who to ask 

The man to ask is Vincent Bach, the only 
one who knows so much about the subject. 
He has designed over a hundred different 
mouthpieces. He explains it all in his Em-
bouchure & Mouthpiece Manual. This free 
book includes an 11-page essay that dis-
cusses every aspect of mouthpiece design 
that can help the performer choose wisely. 
This is followed by a descriptive list of the 
137 most widely used Bach mouthpiece 
models, prescribing the best choice for 
every problem and every player from a 
lady cornet soloist in a church ensemble to 
a circus band musician who specializes in 
the high register. A list like that is bound 
to include the one best mouthpiece for 
you. Send us the coupon, and you will be 
well on the way to finding it 

BACH, Dept. D-10 Box 310, Elkhart, In 46514 

Please send me a free copy of Vincent 
Bach's Embouchure & Mouthpiece Manual 

Name 

Address 

City 

State 

Vincent Bach Division of The Magnavox Company 
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caught in the act 
Herbie Hancock 
The Bitter End, New York City 
Personnel: Eddie Henderson. trumpet. fluegelhorn; 
Julian Priester, tenor, alto, and bass trombones; Benny 
Maupin. bass clarinet, alto Mite, tenor sax; Hancock, 
piano, electric piano. echo-plex unit; Buster Williams, 

electric bass and acoustic bass; Billy Hart. drums. All 
musicians double, at times, on various and sundry per-
cussion instruments. 

As good as their recent Mwandishi album 
may be, nothing beats catching this band live. 
Sometimes the leader's introductory com-
ments can be too long, but once that's done 
the music takes hold and visually it's heavy 
enough to go down in a club like the Bitter 
End, which is not known for audiences that 
are into jazz. 
The doubling, nay tripling— to say nothing 

of the thumb pianos, shakers, bangers and 
other goodies that get passed 
around— certainly makes a better show than 
the opening act did, standing there with his 
bass guitar and overamplified rock band, deci-
beling us to death. The very sight of Julian 
Priester switching back and forth between 
three trombones, like a wine-taster comparing 
vintages, was almost enough for the eye to 
cause the ear to become inattentive. And 
when this band plays, that is a cardinal sin, 
because it's a very good band; too good to be 
taken lightly. 

Lionel Hampton 
Regency Hyatt House, Rosemont, 
Personnel: Glenn Crews, Larry Pyatt, Jon Faddis, trum-
pets; Tom Gambine, Chuck McClendon, reeds; John 
Spruill. organ; Hampton, vibes, piano, drums; William 
Mackell, guitar; Eustis Guilmette, bass; Kenny Bolds, 
drums. 

The Regency Hyatt House is an elegant 
new hotel near Chicago's O'Hare Airport that 
is bidding to rival the London House as a 
local spot for established jazz talent. Within a 
few months, the hotel's main show room has 
featured Duke Ellington, Sarah Vaughn, and 
Hampton, and plans for the future include 
Jonah Jones, long a London House regular. 

Hampton's performances have always been 
crowd ( if not critic) pleasers. Since he's scaled 
down his entourage to nine men, jazz purists 
may find a bit more to appreciate in his shows 
than in the days when he carried 16 or more. 
The accent is on brass. With three trum-

pets, Hamp has a full section capable of kick-
ing up a lot of decibels. The two saxes (alto 
and tenor) hardly deliver an ensemble sound 
worthy of consideration. I would prefer 
seeing this situation reversed with three or 
four reeds against one or two trumpets, a la 
Frankie Newton's tight little old Cafe Society 
group. A sax ensemble wouldn't overwhelm 
the crisp ping of Hampton's vibes so much, 
and would provide a superior backdrop to the 
ballads which Hampton continues to execute 
superbly. 

But trumpets it is, no doubt because they 
better provide the illusion of a big band. 
Hampton treads on familiar ground almost 

exclusively, but much of it is welcome. Glad 
Hamp, a boppish 32-bar theme, opens the set. 
An ensemble chorus by the reeds underlines 
the feebleness of a two-sax section. But the 

A lot depends on what set you catch. The 
opening set, throughout the engagement at the 
Bitter End, consisted of Ostinato (Suite for 
Angela). On the album, this composition took 
a bit over 13 minutes and yet, both times we 
caught the early set at the Bitter End it lasted 
nearly an hour. Hancock can write so that a 
piece hangs together economically on record 
but can be expanded in live performances 
without losing interest. 
The later sets included just about anything: 

Maiden Voyage, Speak Like A Child, or 
You'll Know When You Get There from the 
new album and Firewater from the 1969 The 
Prisoner. The latter developed into a real 
blowing session with every man getting his 
chance. Great as they all were, I'd like to 
score extra plusses for the fluegelhorn work 
of Henderson and the bass clarinet of Mau-
pin. Herbie's electric piano was aided and 
altered by wa-wa and fuzz attachments as 
well as an echo-plex unit allowing for many 
variations in sound and fury. 
This band plays together with a sense of 

purpose and an understanding of Herbie Han-
cock's music that make it one of the tightest 
units to be heard in the jazz field today. Her-
bie has paid his dues. Now he can afford to 
enjoy the pleasure of making music for 
awhile, so please don't ask him to play Water-
melon Man. —Joe H. Klee 

leader's several hard-swinging, inventive 
flights of musical intellect are rewarding and 
often exciting. 

Before the applause dies down, he's into a 
shimmering version of Sunny Side of the 
Street, the band discreetly laying down the 
chords behind him. The tempo is slower now, 
but his first chorus leaves few gaps unfilled as 
he hurtles through the changes in cascades of 
16th notes. The character of his second 
chorus is different. Rich, organ-like chords 
waft from his instrument like a fragile mist. 
Then a vocal chorus. The voice, like the mind 
behind the music, has changed little since the 
brilliant 1937 session with Johnny Hodges 
that made the song a staple in the Hampton 
repertoire. 
Aquarius is another tune that lends itself 

well to the Hamptonian treatment, and here 
26-year veteran Billy Mackell gets his one 
solo turn. The guitarist is restrained but effec-
tive. Spruill's organ is also heard, and by now 
Hampton himself is at the drums. Long under-
rated as a percussionist, he is capable of a 
propulsive beat and dazzling solos of remark-
able rhythmic variety. (After Gene Krupa left 
Goodman, Benny used Hamp on drums on 
several record dates, often with marvelous 
results. His work on the 1939 Smoke House 
Rhythm shows him at the top of his consid-
erable form.) When he's not preoccupied with 
juggling a half dozen drums sticks in the flick-
er of a strobe light, he can be one of the truly 
fine swing drummers. On Aquarius, he slips 
into a long but exciting solo on the high hat. 
Later, on Hamp's Boogie Woogie, there's 
more high hat work, which this time brings 
calls from the audience for Sing Sing Sing, but 
leads instead into Flying Home. 

Another old acquaintance gets a hear-



ing —Pick-a-Rib. Hamp's vibes sound fresh 
and vibrant here. But perhaps the climax 
comes in a long, thoughtful version of Mid-
night Sun. a slow, descending chromatic bal-
lad upon which he bestows deep-toned, reso-
nant chords that almost seem to stick to the 
mallets. The shimmering lyricism is further 
enhanced by a particularly fine house sound 
system which enriches his instrument's 
sonority without distortion or hot spots. 

All this, however, is the yeast in the musical 
dough. Between such gems there is much 
hokum (Hebrew Bebop, Hamp's Boogie 
Woogie, Son of A Preacher Man) and at least 
one gratuitous item (Gold Bless America). 
However, Hampton is still the complete mas-
ter of his musical domain. Like many artists 
who've enjoyed long careers and large au-
diences, however (and this includes Good-
man, Ellington, and other giants) Hampton 
would benefit from fresh material geared to 
his style. The brilliance that still lives within 
the man deserves to be challenged more vig-
orously. —John McDonough 

Sam Rivers and the Harlem Ensemble 
Wesleyan University Chapel, Middletown, 
Conn. 
Personnel: Joe Gardner, Olu Dare, Ted Daniels, Don 

McIntosh, trumpet; Grachan Moncur, Dick Griffin, Daovd 
Haroorn, Jack Jeffers, trombone; Ed Perry. French horn; 
Bill Davis, tuba; Sam Rivers, tenor and soprano sax, flute, 
piano; Paul Jeffries, clarinet; Harvey Lesene, soprano sax. 
Rene McLean. Carlow Ward. alto sax; Roland Alexander, 
Dave Young, tenor sax; Kenny Rodgers, baritone sax; 
Fred Kelly, flute; Hakim Jami, bass; Warren Smith, Wilson 
Moorman, drums; Juma. congas. 

It's possible, given the type of music ex-
posed through the mass media and the op-
portunities for a band like this to play, that a 
man could spend a lifetime without hearing 
music as dynamic, confronting and in tune 
with the current life style of black people as 
this band. 
Yet even this concert was in jeopardy be-

cause of non-communication and general un-
cooperativeness by those representing the 
University. The money for the concert had 
not been secured until the Tuesday before the 
Saturday concert, which for Wesleyan is un-
usual. A request by Rivers for advance mon-
ey to pay for the bus was denied. In fact, he 
wasn't notified about the money until Thurs-
day, when he took the initiative to call to see 
what was happening. Food was supplied for 
the band when they arrived but they had to 
eat in one of the dormitory lounges, most of 
them sitting on the floor. When they arrived 
the chapel was completely closed, the piano 
was locked, no music stands were on the stage 
(which was entirely too small for a 25-piece 
band), and none of the amplifying equipment 
had been set up. 

In other words, none of the courtesies af-
forded any other music performers on the 
campus were available to this band. But Riv-
ers was determined to have his new work 
premiered. 
The piece is called Shades. It was in-

troduced by a procession of the musicians 
entering the chapel ringing bells and playing 
an assortment of percussion instruments. Riv-
ers was the last to enter. Bedecked in a long, 
elegant white robe with black trim, he resem-
bled a soothsayer ready to bring the message 
to the people. When percussionists Moorman, 
Smith and Juma readied themselves and be-
gan playing, Rivers emotionally recited a 

poem by Yusef Rahman, All Praise to Allah, 
while the other musicians moved onto the 
crowded platform. The tradition of the read-
ing is as old as Africa; call and response, 
percussion and bells wailing, and even the 
smell of incense. The dissemination con-
cerned itself with unity, solidarity and liber-
ation of all black people. 
When the poem was finished, Rivers picked 

up his tenor and the musical extravaganza 
began. The material seemed to be in four 
parts, each highlighting Rivers' facility with 
the tenor, flute, piano, and soprano saxo-
phone. About 90 per cent of the music was 
improvisation with Rivers juxtaposing his 
lines against the full band, then a section, then 
another individual player, and then the per-
cussion. The energy level during the presenta-
tion was incredibly high and it was sustained 

for the hour and 45 minutes it lasted. Some-
times different sections became too energetic 
and Rivers seemed to have some problems 
trying to direct and play at the same time, but 
this was amazingly minimal. The stage area 
was so small that every time someone would 
move, music parts would fall off the stands 
and microphones would be hit. But these dis-
tractions were insignificant. 

I've tried for some days now to write about 
Rivers' playing. This music is not something 
that anyone could write about because it 
comes from another tradition, the oral tradi-
tion. I can only say that at the end I was 
exhilarated. And I wasn't the only one— the 
whole chapel seemed to burst at the seams, as 
if it hand't heard anything like that in its en-
tire history. And it probably hadn't. 
I recall my amazement when he sat down at 

Herbert von Karajan has led the world's great 

orchestras and opera companies in their own halls 
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the piano. This was right after a flute solo in 
which he joined the other flutists in the band. 
During this, he created triads with voice and 
flute timbre at the same time. This was pre-
ceded by a vehemently aggressive tenor solo 
in which he played everything I had ever 
heard. But it was really the piano that took me 
off. First his great skill, technically, with the 
instrument, then the way he combined peri-
ods and styles. I watched the other musicians 
watch him, stunned. (I found out later that 
this was the first time anyone at this gather-
ing, including the band, had heard his piano.) I 
just kept thinking that I would love to take 
lessons from him. He ended the piece playing 
soprano, and at one time wove some beautiful 
lines with trombonist Haroon. 
John Coltrane left a great legacy. Greatest 

was his spirtual, religious devotion to music. 

Rivers has picked up on that devotion. You 
can see it when you look into his eyes. You 
can hear it when he plays and particularly in 
the dedication other musicians have when 
they're in his company. That's what is known 
as genius. —Bill Cole 

Bobby Brown/Ruth Brisbane/ 
Joe Carroll 
New School, New York City 
Personnel: Richard Williams. trumpet; Bobby Brown, 
flute, alto and tenor sax; Harold Mabern. piano; Richard 
Davis, bass; Connie Kay, drums. Ms. Brisbane, vocal, 
accompanied by Horace Parlan, piano; Davis, and Kay. 
Carroll. vocal, accompanied by the Brown quintet. 

It was another of those ninety-plus days in 
New York. The auditorium at the New 

The breadth of a Bach fugue. 
The drive and tension of a rock beat. 

The contour of a jazz melody. 
The shape and flow of a delicate passage. 
A serious organ must bring all great 
musics to their justice, their fruition. 
All their range and contrast and color 
and texture and depth and power. 
A Yamaha Electone Organ does. 

YAMAHA 

School is air-conditioned, but was not adver-
tised as such, which may have had a lot to do 
with the sparse attendance. But neither Ms. 
Brisbane nor Bobby Brown are names that 
have been hyped to the point of being drawing 
cards. Caroll, who could have been, was a 
last-minute addition. The shame is that only a 
handful of listeners caught one of the best 
concerts I've heard in some time. 
To begin with, Bobby Brown is one of those 

fine musicians around New York with the 
chops, the licks and the good taste to be an 
absolute gas on tenor or alto sax or on flute. 
He just hasn't pushed it. Some will remember 
him from recordings with Wild Bill Davis and 
Montego Joe, but you just have to be in the 
New York area to hear this artist. He has a 
style that is fresh and original, and his band 
was a big help. 
Richard Williams has achieved more of a 

name for himself through associations with, 
among others, Rahsaan Roland Kirk and the 
Thad Jones/Mel Lewis band. He is truly a 
catholic player with roots in blues which grow 
into the newest thing one could wish to hear. 
Mabern comps capably and solos well even 
though he does have a few pet cliches he uses 
a bit too much for my taste. Kay is probably 
the most tasteful and musical accompanying 
drummer since the days of Dave Tough and 
Sonny Greer. 
The miracle of the evening, however, was 

Richard Davis. I refuse to believe what I saw 
and heard. His playing was totally fantastic 
. . . all over the instrument, sliding, jumping, 
fingers dancing. I regret the years when I 
couldn't get into his thing as time lost from 
listening to an artist. 
The band made their way through a set 

composed of such classics as Benny Golson's 
Are You Real, Dizzy Gillespie's Con Alma 
and Steeplechase as well as a Brown original, 
the rockish Neptune Girl. 
Whether you dig Ruth Brisbane as "Bessie 

Blues" reviving the '20s depends on how you 
like your blues. A traditionalist might wonder 
at her cleaning up the lyrics of Gimme A 
Pigfoot while not changing a single double 
entendre in Kitchen Man. There is no ques-
tioning her ability on such vintage pop tunes 
become standards as Baby Won't You Please 
Come Home or After You've Gone. Miss 
Brisbane's version of Bessie Smith's On Re-
vival Day, which works into an evocation of 
Aretha Franklin's Spirit In The Dark, comes 
off far better than her Nobody Knows You 
When You're Down And Out and New Or-
leans Hop Scop Blues. Her blues seem to be 
more slanted toward the rock listeners of the 
'70s than the blues aficionados who were 
brought up on Ma Rainey, the Smith women 
and Victoria Spivey, but then there are more 
of the former. 

Joe Carroll was an unannounced surprise. 
Everybody knows Carroll, if not from his 
early days, then certainly from his years with 
the Dizzy Gillespie big band of the land of 
Ooo Bla Dee. Besides the Joe Carroll stan-
dards he sang Watch What Happens, a brisk 
bossa nova ballad that is becoming as associ-
ated with the singer. He closed with Moody's 
Mood For Love and just tore it completely up. 
The Brown Quintet got the last licks in with 

Harold Ousley's Elation, a tune which should 
add much to the composer's reputation. 
I doubt that the sponsors, the Melrose 

Community School, made any money. It is a 
shame that so good a concert didn't draw a 
better crowd. —Joe H. Klee 
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DUKE 
continued from page 14 

fill, but I had to be me. I can't play like 
Joe Zawinul — I went in there to play like 
me. 
M.B.: How do you feel about your al-
bum, Save the Country? 
G.D.: I like parts of it. Even though I was 
allowed a certain amount of freedom, I 
wasn't allowed as much freedom as I 
would like — not to reflect on (producer) 
Dick Bock, because he was pushing me 
in the direction he thought would be best 
for me, some commercial things which I 
didn't particularly care to have in there. 
And I didn't want to have Games People 
Play put in, but it was put in anyway. 
M.B.: Will you have more control in the 
future? 
G.D.: Definitely, I'm not going to go any 
other way. I have a thing coming out on 
MPS on which I had complete freedom. 
The man just said, "Go in there for a 
couple of days, do what you want to do 
for five hours, just record, go!" I went in 
there and recorded and got some good 
stuff, I think. 
M.B.: When did you first get into music? 
G.D.: My mother took me to a Duke 
Ellington concert and I fell out, but I was 
too young to remember. I started taking 
lessons when 1 was 7. I grew up in San 
Raphael, in the Sausalito area. Frank 
pulled a surprise on me one night — I 
used to play cello in the 4th grade and he 
brought a cello to the gig and said, play 
it! And the same thing happened with the 
trombone — I said I used to play trom-
bone in high school, so he said, whip it 
out! 
M.B.: You are one of the few players 
I've heard master the electricity of the 
electric piano and the ring modulator. 
G.D.: The Fender-Rhodes I love very 
much. When it's working right, it's fan-
tastic for me, because there are so many 
different things I can do. And I try to do 
it creatively, not where it's like an end, 
but like a means to an end, a way of 
getting there creatively. 
M.B.: Where are you now directed? 
G.D.: My own band. 
M.B.: To play both jazz and rock? 
G.D.: Yep, because I didn't know a little 
while ago what direction I want to go in, 
and it's fairly free. But I've learned so 
much musically from both bands, it's 
fantastic. It'll be a while; I'm just getting 
the ideas. 1 got people I've been working 
with off and on who I think are great for 
me: John Heard on bass, Dick Berk on 
drums; I like Roy McCurdy— because 
they have a comprehension of how to 
play rock and a comprehension of how to 
play jazz. I need somebody who can 
control the whole gamut. 
M.B.: At your early age, can you imagine 
a legacy for yourself? 
G.D.: My soul, just me. That's it, nothing 
more, nothing less; and a record here and 
there. db 

Barcus-Berry has just laid to rest the idea that 
violins and other background string instru-
ments should be seen, but barely heard. 
They've built an amplified violin utilizing an 
exciting new concept in sound amplification. 
Superior in every way to conventional mag-
netic pickups and contact mikes, Barcus-Berry 
"transducers" convert musical vibrations into 
dean, clear violin tones. From highest to low-
est registers—and all the delicate shades in 
between—the tonal pureness persists. Noth-
ing contaminates the fidelity. No distortion, no 
feedback. From Beethoven to Brubeck, Barcus-
Berry "transducers" release you from the silent 
majority. 

Please write for free, detailed information. 

CHICAGO MUSICAL 

Barcus-Berry "Transducers" Also Available For All 
Fretted And Keyboard Instruments 

AMPLIFY YOUR BASS, 
CELLO OR VIOLIN 

Barcus-Berry system can 
be installed on the finest 
instruments. Will not 
harm the most delicate 
finish. 
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MABERN 
continued from page 15  

tinent comments to make on the situation in 
the studios today. 
"A lot of musicians use the phrase 'selling 

out', which I really do not understand. I can 
feel good about the fact that out of the four 
albums I've made, nobody has told me what 
to play or how to play. Any of the stuff you've 
heard on my records, whether it be something 
by the Jackson Five or whoever — that's 
me. Now, I may play things like Greasy Kid 
Stuff which might prompt somebody to say 
that I was looking for a hit, but that is my 
heritage. I was raised up on the blues— B.B. 
King, etc. — so how could I sell out when this 
is a part of me? I'm always going to associate 
myself with the blues. On the record dates, I 
also try to play something pretty like A Time 
for Love, to show that I can also go in that 
direction. Cats said Wes was selling out when 
he was beginning to make money playing the 
beautiful music he did on his last albums. I 
just don't agree with that, because as far as I 
am concerned Wes was one of the greatest 
musicians of all time and everything he 
played, he played with great taste." 
I asked Mabern if he though being called a 

jazz musician was holding him back in any 
way. 
"There has always been a lot of con-

troversy about the word jazz," he said. "I 
think probably it has hurt us. I consider my-
self a professional musician, being able to play 
any and all kinds of music. I don't like to limit 
myself by using the word jazz. Even today, if 
you go someplace, say to borrow money or 
something like that, and put down jazz musi-
cian as your occupation, right away you won't 
get any co-operation because they won't trust 
you, or something like that. The stigma is still 
there. You can't record an album and just put 
it out there and let it work by itself. You've 
got to push the product. In the case of my own 
records I literally pounded the beat because I 
wasn't going to just sit back. I didn't want to 
take that chance after waiting all these years 
to record my first albums. I felt it was up to 
me to help myself as much as possible. I had 
handbills made up and wrote to the dis-
tributors, things like that. We shouldn't really 
have to do things like this, but that's what 
happens most times if you are labeled as a 
jazz musician." 
Where does Mabern see himself going in 

the future? 
"There are a lot of things I would like to do. 

I want to write more and maybe get a trio 
together and be out there playing for the 
people. You know, working with Lee Morgan 
is beautiful. The people really respond to the 
music. We did a concert recently in Washing-
ton, and the audience gave us a standing ova-
tion, literally from start to finish. Just the idea 
that there was so much incentive to play 
among the guys on the stand reached the 
audience, and you could tell that they were 
really ready to hear what we had to say." 
The people mean a lot to Harold Mabern 

and that makes sense. Despite the com-
plexities of today's life, most of us can still be 
reached by direct, straight ahead honesty and 
that's where Harold is coming from. I've 
heard him on a number of occasions , and 
whether it be backing a singer like Marlena 
Shaw or cooking up a storm in Lee Morgan's 
group, playing a ballad or a blues, Harold 
Mabern reaches the people. More power to 
him. db 

OHIO VALLEY 
continued from page 17  

concert with considerable testifying, both in 
word and in sound: Old Rugged Cross on 
clarinet, Never Can Say Goodbye on man-
zello, Three for the Festival on every horn 
around, and one gargantuan 7-minute 
seemingly breathless tenor solo. Such in-
tensity and brilliance, plus Rahsaan's typical 
rambunctious jiving, well-topped an evening 
of both beauty and the beast. 
Roy Ayers Ubiquity opened the Saturday 

concert with a sparkling set not noticed 
enough— people were straggling in, and I ob-
served many ignore him specifically because 
he was unfamiliar. Nevertheless, his band 
played some of the best music of the festival, 
particularly You Got to Move and a moody 
piece entitled We Live in Brooklyn, Baby by 
sharp young pianist Harry Whittaker. Once 
better known, the Ubiquity will be better 
heard, especially for the unique voicing of the 
band: percussion, electric vibes, piano, and 
bass, plus bassoonist David Miller. Ayers is a 
musician of great personal energy and will 
awaken many ears, if enough will listen. 

Cannonball explained every piece before 
playing, to the annoyance of many around me, 
including an exhausting dissertation on Direc-
tions and how each of the musicians was free 
to follow his will, and then all that happened 
was a fine bass solo by Walter Booker, a 
cut-short drum solo by Roy McCurdy, and 
Mercy Mercy. Pianist George Duke played 
his brains out throughout the set, and Dizzy 
Gillespie joined the quintet for a long swing 
session on Lover Come Back to Me. Even 
though his guest performing was memorable, 
I regretted not hearing Dizzy play with his 
own band — he was "major-domo" (as he de-
scribed his gig to me) and not a featured artist 
with his own set. 
Lou Rawls sang all his big tunes, like Dead 

End Street and Tobacco Road and similar 
rock'n'soul, and received a standing ova-
tion— as George Wein described it: "Lou 
broke it up!" 

B.B. King played oodles of blues, and did 
so very well. I am told Wein sat in on piano, 
but I missed that number. 

Les McCann and Eddie Harris concluded 
the festival with my favorite of all the sets; the 
playing was exhilarating, but more interesting 
were McCann's rapping and singing. Wood-
stock doing the Fish Cheer was nothing com-
pared to McCann leading a baseball stadium 
full in a recitation of "John Wayne is a jive 

e" But even more ironic were his 
caustic political comments, both in songs like 
Nat Adderley Jr.'s Price You Got to Pay to 
Be Free and Gene McDaniels' Compared to 
What and in his preaching. When McCann 
announced that "When the Revolution 
comes, they're gonna have to shoot a whole 
bunch of us first!", the place exploded with 
right-on applause, as if no one knew at all that 
he indeed meant himself and everyone 
there — like the Woodstock Nation con-
demning "pigs" while wallowing in actual 
mud. Musically, McCann and Harris satisfied 
me overall the most of the weekend, but even 
more so ironically; their playing was tasty and 
fun, but McCann's wit told far more. 

The Ohio Valley Jazz Festival was a 
bourgeois revel of mammoth proportions, and 
I am still a bourgeois despite any pose, and I 
dug it madly, even when bored — a good time 
was had by all. db 
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MUSIC BY THE GIANTS' 

JOE PASS. Poll-winning Guitarist and Clini-
cian wrote exciting new guitar books contain-
ing theory, arpeggios, training, and chords. 

0 THE JOE PASS GUITAR STYLE $5.95 
THE JOE PASS CASSETTE (50 Min.)  $7.50 
NEW JA22 GUITAR SOLOS By Joe Pass $3.50 
NEW! JOE PASS GUITAR CHORDS  $3.00 

El CREATIVE KEYBOARD SOUNDS by Artie 
Butler. 
A new first! Complete contemporary keyboard 
style book. Funky Boogaloo. Latin-Rock, Country, 
Rolling, etc. Has Artie's famous piano solo on Joe 
Cocker's "Feelin' Alright". By the famed pianist, 
composer-arranger (see LOVE MACHINE)  $3.50 

• 
VICTOR FELDMAN. Legendary Studio and 
Jazz Artist wrote a NEW Vibe book complete 
with chord theory. 13 great 4- Mallet arrange-
ments in all styles. 

Cl ALL ALONE BY THE VIBRAPHONE 
By Victor Feldman  $3.95 

PAUL HUMPHREY. No. 1 recording drummer 
wrote a "now" drum book. Has all the licks he 
used on records with Joe Cocker, Marvin 
Gaye, Bill Cosby. O. C. Smith. Quincy Jones 
and others. Hear "Cool Aid" on Lizard. 
CI NO. 1 SOUL DRUMS By Paul Humphrey $3.50 
SOUL DRUMS PAUL HUMPHREY CASSETTE 
(40 Min.)  $7.50 

• 
D TOMMY MORGAN BLUES HARMONICA. 

The most complete harmonica book from begin-
ning to professional in ALL STYLES. Fills, Cross 
Harp, tongue sounds, minor keys. Music with hole 
& breath markings and loads of pics. By 
world-famous # 1 Studio player  $5.00 

CAROL KAYE. Has recorded 
hits with Ray Charles. Su-
premos, Stevie Wonder, The 
Beach Boys, Quincy Jones, 
wrote the following material: 

13 HOW TO PLAY THE ELECTRIC BASS 
Finest book of its kind. All styles and information. 
Contemporary $3.50 

O 2 Practice L.P.'s for above book $4.50 
O ELECTRIC BASS LINES NO. 1— Soul Boogaloo, 

Latin-Rock, Double-Stops $2.00 
13 2 Practice L.P.'s for above book $4.50 
13 ELECTRIC BASS LINES NO. 2— Recorded Bass 

charts, technique exercises, sightreading meth-
ods, bass duets $2.55 

13 PERSONALLY YOURS— For the String Bass play-
er who plays Elec. Bass. Problems solved. Many 
pictures. Studio work $2.50 
THE CAROL KAYE COURSE — 15 easy lessons 
identical to private lessons for professional goals. 
plus above 4 books, 3 practice cassettes ( 1 
play-along rhythm cassette). Credit allowed on 
books previously purchased  229.50 
NEW! ELECTRIC BASS LINES NO. 3-Legitimate 
Scales, Theory with fingerings, Walking Patterns. 
Etudes in all keys 53.75 

El NEW EASY ELECTRIC BASS. 
The book you've been waiting for. A LEGIT EASY 
APPROACH chock full of reading and chord stud-
ies. For beginners and pros. By Frank Carroll, edit 
by Carol Kaye  $4.50 

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

Calif. add 5% sales tax. 
Foreign (and Canada) add $ 1.25. 
Foreign Air add only $2.75 books: 

$5.50 records per shipment. 

Sorry No. C.O.D.'s. 

38 H down beat 

Thelonious Monk's "I Mean You" Solo 
Transcribed and Annotated by Bill Dobbins 

This solo is taken from Monk's Big Band and Quartet in Concert LP (Columbia CS-8964). 
As in many of Monk's tunes, this example includes many chords which do not function in the 
normal manner (such as V1-11-V-1, etc.). However, they are played just as any other chords, 
either vertically or horizontally, and the use of melodic connection is also found in this solo (no 
matter how the harmony functions, melodic connection is always effective). 
The main features of this solo are the lengthy development of extremely simple motives 

contrasted by a predominantly vertical (chord-oriented) style of improvisation. Development of 
simple motives can be found in bars 1-4, 9-12, 21-24, and 25-28 of the first chorus; bars 1-16 and 
17-24 of the second chorus, and bars 1-16 and 25-28 of the third chorus. From a horizontal 
standpoint, the pentatonic (on F and G-flat) and whole tone (on E-flat) scales are the 
predominant scales used, and are typical in Monk's piano style. The use of tenths in melodic 
motives and open fifths and sevenths in the left hand are also an integral part of Monk's style. 
Music Thelonious Monk. Used by permission. 

Th e.te,,,,,,,s Monk's solo (pilorto) 
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MONEY- BACK 
GUARANTEE 

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. 81/2  x II. 340 pages. 25.00 per 
copy (plus $ 1.00 postage á 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. 



Newest, most comprehensive 
ever developed — 

THE DICK GROVE 

IMPROVISATION COURSE 

FOR ALL INSTRUMENTS 
An all-inclusive and basic correspondence 
course that takes you through a complete 
modern harmony and theory approach and a 
step-by-step application of scale and chord 
relationships, including extensive melodic 
and rhythmic development. You learn and 
improve by listening to, studying and playing 
with 30 exciting, carefully conceived rhythm 
section and big band records or cassettes. 
Created by Dick Grove, one of the top arran-
ger-conductors in tv-films-records, the course 
also has special programmed exercises starting 
with your first lesson to give you a sound and 
correct facility with scales and chords in all 
keys. 
Course is regularly $7.50 per lesson (with 
accompanying worksheets, which you send in 
to he corrected and commented on by Dick). 
Now for limited time, special offer: 
Send $7.50 and get two complete lessons 
(with accompanying worksheets which will 
be criticized by Dick, when you return 
them)— plus three great learning aids: 
minidictionary; set of rhythm cards; In-
strumental Facility Guide, plus 12 page 
brochure giving lesson by lesson outline of 
entire course. 
If you want to see brochure first, send $ 1. 

FIRST PLACE MUSIC PUBLICATIONS, INC. 

Dept. D 
12754 Ventura Blvd. Studio City, CA. 91604 

JAZZ PLAYERS—ALL INSTRUMENTS 

O THE CYCLE OF FIFTHS   
THE 117 1/7 PROGRESSION   

El THE BLUES SCALE  
0 THE LYDIAN MODE  
0 THE TRITON CYCLE  
O THE DORIAN MODE  
THE MIXOLYDIAN MODE  
THE BYZANTINE SCALE  

O THE IONIAN MODE  
O THE DIMINISHED SCALE  
THE AEOLIAN MODE  
THE POLYTONAL GUITAR   

Send check or money order to 

EDC PUBLISHING Dept. DB-47 
1611 Kennedy Blvd. North Bergen,N.J. 07047 
Foreign Orders ADD $1.00 PER Book FOR Alr Mill 

EMILE DeCOSMO HAS CHEATED THESE BOOKS 
GUARANTEED TO MAKE YOU HEAR 

PROGRESSIONS, PLAY BETTER JAZZ LINES 
THROUGH THE POLYTONAL RHYTHM SERIES.  

$1.50 
$2.50 
$2.00 
$2.00 
$2.00 
$2.00 
$2.00 
$2.00 
$2.00 
$2.00 
$2.00 
$1.50 

NEW! NOTHIN' BUT BLUES 
NOTHIN BUT BLUES, Vol. II of A NEW AP-

PROACH TO IMPROVISATION by Jamey Aebersold. 
Vol. II includes a Guidebook Stereo LP . . . 11 dif-
ferent blues to practice with . . excellent rhythm 
section to back you up . slow — fast — jazz — rock — 
6/8 — 4/4 modal. Chord progressions— scales— piano 
voicing — exercises included . . . Simple blues piano 
voicings for horn players . . . Discography and bibli-
ography. Bass Clef scales and progressions. 

CI Vol. I, A NEW APPROACH TO IMPROVISATION 
(Revised Edition The original widely-acclaimed 
Guidebook + LP record— for all instruments. MORE 
RECORDED TRACKS— 10 TOTAL. Bigger guidebook 
—more exercises— plus 12 page supplement! Ex-
cellent rhythm section accompaniment. Chord pro-
gressions— scales— patterns included 

Check/MO.... 57.95 per vol 
(Canada add $1.50 each) 

JAMEY AEBERSOLD 
1211 Aebersold Dr. 

New Albany, Ind. 47150 

DEXTER GORDON PLAYING IN 
MONTMARTRE, COPENHAGEN 

28 minute black and white film with Dexter in concert. 
For sale. Write: Flip Film Productions, 6, Amaliegade, 

1256 Copenhagen K. Denmark. 

jazz on campus 

Buddy Rich's new RCA album, A Different 
Drummer, is virtually a Berklee College of 
Music alumni production. Personnel for the 
band includes some alumni and former 
faculty members: Linn Biviano, Wayne Naus, 
Jeff Stout, trumpets; Tony Dimaggio, trom-
bone; Jim Mosher, Pat LaBarbera, Joe Calo, 
reeds; Paul Kondziela, bass, and John LaBar-
bera, composer-arranger, who arranged ex-
cerpts of Jesus Christ Superstar and com-
posed a three-movement suite, A Piece of the 
Road. 

Johnny Woods, a former jazz education spe-
cialist from upstate New York, reports that 
his six years of heading school jazz instruc-
tion in Sweden is paying off. His summer high 
school students recently performed Bob Cur-
now's Passacaglia as well as some of the more 
complex Johnny Richards materials. Woods 
does weekend clinics in addition to his regular 
school program and, this year will be booked 
for a series of special jazz workshops for 
20,000 instrumentalists by the National 
Workers Education Council of Sweden. 

Ad Lib: Dr. Warrick Carter has joined 

the College of Cultural Studies of the new 
Governors State University ( Park Forest 
South, Ill.) to head up a new jazz program. 
Carter, who was assistant professor of music 
at U. of Maryland Eastern Shore, is a former 
award winner at the Notre Dame CJF when 
he played drums with the Andy Goodrich trio 
representing Michigan State U. Louis Smith, 
the other trio member, is now teaching at the 
U. of Michigan. Goodrich is a consultant to 
the American Association of Jr. Colleges 
West in Washington, D.C. . . Tom Brown, 
well-known N.Y. State jazz educator and 
vibist has a new book published (Mallet in 
Mind, Kendor) and a double album available 
(Jazz Techniques and Effects for Vibes) from 
the Golden Crest Clinic Series. .. Jim Coffin, 
head of jazz studies at the U. of N. Iowa is 
also out with a new book, Excursion for Per-
cussionist & Woodwinds (Creative Music). 
Trumpeter Larry Franklin has taken over the 
jazz lab band at Southern Ill. U. 

AD LIB 
continued from page 11 

Ferguson heading his English crew. Clark Ter-
ry's big band, sharing the bill with Babs Gon-
zales' Three Hips and a Bop (Stanley Turren-
tine, tenor; Barry Harris, piano; Wilbur Ware, 
bass; Roy Haynes, drums) is set for Nov. 12, 
and Clem DeRosa's College All Stars with 
guest Marian McPartland will wrap it up on 
Dec. 14 (the last event will include a college 
band contest) . . . Barry Harris has been 
playing at Boomers in Greenwich Village, and 
Tommy Flanagan, on leave from ailing Ella 
Fitzgerald, sat in one memorable night . . . 
Recent happenings at Harlem's Club Baron: 
Red Garland, Charlie Earland, Ahmad Jamal, 
and Howard McGhee with Joe Carroll . . . 
James Moody was at the Half Note, with 
singer Eddie Jefferson as added weekend at-
traction . . . Good sounds are being made on 
the upper West Side. Terry's Pub at 760 
Columbus Ave. (97th St.) has had Milt Jack-
son, and bassist Jamil Nasser's trio (Stanley 
Cowell, piano; Frank Gant, drums). Stryker's, 
at Columbus and 86th, had drummer Al 
Drears' group (Mickey Tucker, piano; Vic Gas-

MANHASSET HAS THE 

cdelei 

• KING-SIZE ALUMINUM DESK 
• INSTRUMENT STAND ACCESSORIES 
• TWIST -IN BASE ( no bolt> or nuts) 

li 

111414i1 

MANHASSET 

MOST COMPLETE 
MUSIC STAND 
OF THEM ALL! 

The new King Manhasset has 
the largest desk ( 21' 4x15) made. 
The King features a base with a 

special collar that the telescop-
ing tubes twist into. The base is 
designed for accessories to hold 
Clarinets, Flutes, Oboes, English 
Horns. Trumpets and Cornets. 

The Manhassets light is another 
available accessory that makes 
the new King Manhasset the 

most complete music stand you 

can buy. No wonder Manhasset 
continues to outsell all other 
makes. Over five and one-half 
million Manhassets can't be 

wrong. 

KING IMIUSICA1-

11\151-"FtLIIVIENTS 
EASTLAKE OHIO 

40 :7 down beat 



kin, bass), and the Steak&Brew at Broadway 
and 63rd had Ray Bryant's piano . . . Nassau 
County put on its first annual jazz festival, a 
free outdoor event, in August. It featured 
Duke Ellington, The World's Greatest Jazz 
Band, Lee Konitz' quartet, Maxine Sullivan, a 
group of six doctors, and an all-star band with 
Rusty Dedrick, Jerry Kail, Budd Johnson, Gar-
nett Brown, Zoot Sims, Arvell Shaw and others 
... The Collective Black Artists, Inc. presented 
a number of Sept. concerts in Staten Island, 
Brooklyn and Manhattan, featuring the CBA 
Ensemble, Kenny Rogers Ensemble, Yuseff 
Iman, Lorraine Blakey, and others . . . 
Bow-Wow Productions had Cannonball Ad-
derley's quintet, John McLaughlin's Mha-
vishnu Orchestra (Jerry Goodman, violin; Jan 
Hammer, electric piano; Rick Laird, bass; Bil-
ly Cobham, drums) and the Steve Miller Band 
Sept. 14-15 at the Beacon Theater. Nat Ad-
derley Jr.'s group performed for a pre-show 
press party . . . Dialogue of the Drums, with 
Andrew Cyrille, Milford Graves and Rashied 
Ali, was presented Sept. 25 at CAM I Hall ... 
Gene Bertoncini and a new face, Harry Leahy, 
were among recent string pullers at the Gui-
tar, and Jim Hall held forth at Top of the Gate 
... Ernie Wilkins took time out from his a&r 
duties at Mainstream to go on the road for two 
weeks with Sy Oliver's band . . . Kenny Dor-
ham, with Wilbur Brown, tenor; Al Dailey, 
piano; Herbie Lewis, bass, and Harold White, 
drums, did a Jazz Interactions Sunday Sept. 
12, followed by the Ray Nance Quartet and 
Marian McPartland's Trio. Kenny holds forth 
Monday nights at Minton's Playhouse, and 
Nance recently took over the house band at 
the Gaslight Club . . . Heard in the free 
Thursday night concert series at Brooklyn's 
MUSE, among others: altoist Kenny Rogers, 
with Charles McGhee, trumpet; Hilton Ruiz, 
piano; Vic Gaskin, bass; Andrei Strobert, 
drums, and drummer Zahir Batin (Michael 
Shepherd) with Atlee Chapman, valve trom-
bone; Otis Harris, alto; Hamiett Bluiett, bari-
tone; Jaki Byard, piano; James Jefferson, 
bass. Batin also plays Friday through Sunday 
at the Club Bambi, Mt. Vernon, with organist 
Burt Armstrong's trio featuring Gene Walker 
on tenor .... Pianist Dave Burrell can be heard 
at Hilly's Thursday through Saturday, often 
with Jimmy Garrison on bass . . . Monday is 
jazz night at the Needles' Eye. On Sept. 27, 
the visiting fireman was vibist Warren Chias-
son, who also did a week at the Ali Baba 
earlier in the month, with Atilla Zoller, guitar; 
Victor Sproles, bass; Sonny Brown, drums . . . 
Big Mama Thornton was at the Gaslight . 

Los Angeles: Modesty prevailed as a 

local radio station, KMPC, presented a gala 
one-nighter at The Forum in Inglewood. The 
show -a benefit for St. Jude's Hospital- was 
called Show of The World and boasted musi-
cal cameos by Della Reese, Sergio Mendes and 
Brasil '77, The Mike Curb Congregation, 
Freda Payne, Kenny Rogers and the First Edi-
tion, all backed by Nelson Riddle and his band 
... Disneyland, much more blase about name-
dropping, put on a six-night, "end of summer 
extravaganza" featuring Bob Crosby and 
The Bobcats; Dizzy Gillespie; Earl Hines, with 
Trummy Young and Marshal Royal; The 
World's Greatest Jazzband and Stevie Wonder 
as headliners. Also on hand for the week: 
Teddy Buckner, The Young Men From New 
Orleans, The Delta Ramblers, the Royal Street 
Bachelors, and the Southern California Hot 

Rates (minimum ten words per insertion): one insertion. 
70c per word. Special multiple insertions schedules three 
times. 65c per word; seven times 62c per word, 13 times. 
60c per word; 22 times. 53c per word, down beat 222 W 
Adams, Chicago. Ill. 60606 

ARRANGEMENTS 

SONGWRITERS! VOCALISTS! Leadsheets and custom 
arrangements. Music written from your tapes. Arrangers, 
Box 67, Wendell, N.C. 919-365-7736. 

BOOKS 

JAKE TRUSSELL'S AFTER HOURS POETRY: $1 00 Box 
951, Kingsville, Texas 

LEARN TO READ MUSIC in one evening. Amazing new 
book shows how. Only $3.00. Money-back guarantee. 
Jenkins Mail Order Enterprises. 4330 Lumley, Dept. 4. 
Detroit, Michigan 48210 

MODERN METHOD FOR 
PIANO BOSSA NOVA and JEQUIBAU 

This is the most serious and important book on Bossa 
Nova ever written. It explains in detail all the techniques 
and tricks employed by outstanding pianists such as 
Sergio Mendes. Joao Donato and others. 
Transcriptions of "The Girl from Ipanema", "Somewhere 
in the Hills" and others as recorded, also included. 
Send check for U.S. $3.50 or for information write to: 

WILSON CURIA 
Cala Postal 12835 01000 Sao Paulo, Brasil 

BUSINESS OPPORT('NITIES  
MAKE MONEY IN MUSIC, Whether musician or 
non- musician. Free brochure shows several ways. Shinn. 
901 Beekman, Medford. Oregon 97501. 

FOR SALE 
CORNET, German Antique Rotary Valve, mint condition, 
$250.00. Phone: 813-345-5865. 

IMPROVISATION METHODS  

PRACTICAL IMPROVISATIONS 
MODERN HARMONY BOOK FOR ALL INSTRUMENTS 

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

4133 N. Claremont Ave. Chkego, ILL 00845 

NEW $12 50 Patterns for Jazz by Jerry Coker. J. Casale, 
G Campbell. J Greene A 173 pg bk to be played rather than 
rear", Teaches improvisation thru the use of chords and scale 
patterns lapprox 400) / $7 95 _1P & Bk New Revised A New 
Approach to Jazz Improvisation Jamey Aebersold / The 
Jamey Aebersold Jazz Improvisation Series Arr for 3 horns 

trpt tromb,tenor) and rhythm / $3 00_ Horizontal 
Easy Blues in modal vein / $3 00_ Bossa Nova DeJazz 
Med bossa nova / $3 00 Sunrise Easy Jazz Ruck I 53 00 
Blue Note Med Jazz tune 

Send check/m o to Studio FIR, Inc 
224 S. Lebanon St. 
Lebanon, Ind, 46052 

MISCELLANEOUS 

PSYCHEDELIC CATALOG of Lighting. Posters. Jewelry, 
etc. Send 25c. HOLE IN THE WALL. 6055-0 Lankershim. 
North Hollywood, Calif. 91606. 

GUITARISTS- play bottleneck style with clear sounding 
finger slide. Fits pinky. easy to use. For blues. country. 
rock. folk. For all guitars. Slide and instructions $2.00 
ppd. HELFGOAT. 53 Lawrence Lane. Bay Shore. NY 
11706. 

LP CONGA DRUMS- Psychedelic - NO. Soul - YES 

"BIG BANDS ARE BACK" 
Send for FREE Bumper Sticker 

HUMES and BERG MFG. CO. 
4801 Railroad Ave East Chicago IN 46312 

LIGHTING 
LARGEST PSYCHEDELIC LIGHTING catalog $ I (credit-
ed): RockTronics. 22-DB Wendell St.. Cambridge. Mass. 
02138. 

MUSICAL INSTRI'MENTS  
30% DISCOUNT Name Brand Musical Instruments Free 
Catalog. Freeport Music. 127 T Sunrise Highway. Free-
port. New York 11570 

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

30% to 50% DISCOUNT! Any Model: Guitar, Amp, Drum, 
Banjo. Dobro! Free Catalog! Warehouse D3, Box 9352, 
Fort Worth. Texas 76107 

DRUMMERS 
Write for picture brochure. 

the sensational 
GHOST 

DRUM PEDAL 

GHOST PRODUCTS, INC. 
1829 F. Street Springfield, Oregon 97477 

INSTRUMENTAL METHODS 
GET NEW IDEAS! Hour drum solo cassette tapes. $5.00 
each. Don Sheldon. Jazz Drummer. R.D. 2. Shortsville. 
New York 14548. Formerly with Serge Chalof I's Woody 
Herman All Stars. 

GUITAR TEACHERS- Free Catalog. New and better 
teaching publications that MOTIVATE and MAINTAIN stu-
dent interest. GAGNER GUITAR PUBLICATIONS. P.O. Box 
55-DB. Dover. N. H. 03820. 

DRUMMERS: GET NEW IDEAS! Hour drum solo cassette 
tapes, $5.00 each. Don Sheldon, Jazz Drummer, R.D 2, 
Shortsville, New York 14548. Formerly with Serge Cha-
loff's Woody Herman All Stars. 

RECORDS & TAPES 
THOUSANDS OF JAZZ LPS at fantastically low prices. 
Modern. Progressive. and Blues Send 25c for Catalog 
Foreign send $ 1.00 (airmail) SAVE-ON-JAZZ. Box 42564. 
Dept. C. Evergreen Park. III 60642 

FAST RELIABLE JAZZ record service- many rare 
items- foreign orders welcome- send for FREE LP sales 
list. Jaybee Jazz. Box 24504, 641 N. New Belles, Creve 
Coeur, Mo. 63141. 

JAZZ - Send 10c in coin for complete SAVOY JAZZ CATA-
LOG. 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. 

DIXIELAND, MAINSTREAM LP'S. Bill Dodge. 124 Ho-
neoye. SW . Grand Rapids, Michigan 49508 

MODERN JAZZ 50's-80's. Out of print LP's. FREE sales 
and auction lists. Ray Avila. P.O. Box 10232. Cleveland. 
Ohio 44110, U.S.A. 

COLTRANE, DYLAN, MORE. Write to Historic Perform-
ances. Box 30015. 10425 Stockholm 30. Sweden. 

BIG BANDS- SELECTIONS NEVER BEFORE ON 
RECORD OF ANY KIND! Big Band LPs. 1940-50, of But-
terfield, Pastor, Krupa. Brooks. Dunham. Barnet, Herman, 
Raeburn. Dorsey, Lunceford, James. etc. Limited Collec-
tor's Edition. Excellent quality. Write for list. RECORDS, 
P.O. Box 03203. Portland, Oregon 97203. 

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 CORRE-
SPONDENCE STUDY. LEE KONITZ, 487 CENTRAL PARK 
WEST, NYC 10025. 

SCHOOL OF CONTEMPORARY MUSIC (striving to build a 

time or part time students. Professional degrees granted. 
new way). JAZZ- ROCK-CLASSICAL. Enrollment for full 

1529 Beacon St., Brookline, Mass. 02148. 617-734-7174  

DRUMMERS 
Stanley Spector writes - 

Is it that you need more "technique" to express 
your "ideas". or is the difficulty that you may instead 
require greater mental clarification of your " ideas"? I 
have the feeling that what most people think of as 
"technique- can more precisely be described 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 break 
music down into two parts called "technique" and 
"ideas" seems to me as unreal as thinking of up 
without down, fast without slow, left without right. It 
is like saying. "I know how to spell a word, but I 
cannot write it down. - I tend to believe that in most 
cases the drummer who thinks he needs more "tech-
nique" to express his " ideas" is really in need of 
greater mental clarification of his -ideas". Some 
drummers have found greater mental clarification of 
their ideas in considering the question -

HOW CAN A GOOD DRUMMER GET TO PLAY BET-
TER? 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 273 
New York, NY 10019. For information about quali-
fying for personal instruction phone (212) 246-5661. 

SUBSCRIBERS! 
Please include a down beat address label 
whenever you write us about your subscrip-
tion. The numbers on your address label are 
essential to insure prompt and accurate ser - 

vice. 
CHANGE OF ADDRESS 

Please let us know sin weeks helare you move 

October 28 D 41 



Six by David Baker... 
arranging & composing For The 

Small Ensemble: jazz/r&b/jazz-rock 
(1st Ed. 1970) 184 pps., spiral bound 

 $12.50 

jazz improvisation, A comprehensive 
Method of Study for All Players ( Re-
vised Ed. 1971) 184 pp., spiral bound 
  $12.50 

Techniques of Improvisation: 

1131101. I, The Lydian Chromatic Con-
cept (C) 1968; 4th printing/Revised Ed. 
1971) 96 pp., spiral bound   $7.50 

Vol. II, The 11 V7 Progression (e.') 
1968; 4th printing 1971) 76 pp., spiral 
bound  $7.50 
CI Vol. III, Turnbacks ( 1st Ed. 1971) 84 
pps., spiral bound $7.50 

CI Vol. IV, Cycles ( 1st Ed. 1971) 260 pp., 
spiral bound $12.50 

'-I Techniques of Improvisation Set of 
all 4 volumes  $29.75 

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 and acoustic bass; and drums. 

• Roly Poly 
n 125th Street 
• Son Mar 
• April B 
ri Prelude 
O Adumbratio 
D Penick 
0 Check It Out 
O Honesty 
D Let's Get It On 

D
O
E
I
D
O
C
I
D
O
O
D
j
U
D
D
D
 

D 
o 
D 

One For J. S. 
O Terrible T 
• The Dude 
CI Black Thursday 
O Le Chat Oui Peche 

The Professor 
O Calypso Nova # 1 
CI MA 279 Boogaloo 
O Kentucky Oysters 
CI The Seven League Boots 

$4.50 EACH 
Any ten of the above Dave Baker Jazz- Rock 

Libraiy ... $37.50. A complete set of 20 ... $75.00 

Gordon Delamont (Modern Harmonic Techniques) 
Vol 1. 2 - each $ 12.50 
Delamont (Modern Arrang ing Technique) $ 12.50 
Delamont (Modern Contrapuntal Technique) $5.50 
W. Fowler (Guitar Patterns For Improv.) $4.00 
Wes Montgomery (Jazz Guitar Method) $3.95 
Jerry Coker (Patterns for Jazz) $ 12.50 
George Russell (Lydian Chromatic Concept) $ 18.50 
Roy Stevens (Embouchure Trouble-Self Analysis/ 
Phenomenal-Triple C-Embochure Technique)$35. 
Russell Garcia (The Professional Arranger) $6.00 
Angelo Dellaira (Chord Workshop) $7.50 
Angelo Dellaira (Arrangers Workshop) $5.00 
Angelo Dellaira (Creative Arranging) $ 12.50 
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 
Schillinger (Encyclopedia of Rhythm) $ 12.50 
Colin-Schaeffer (Encyclopedia of Scales) $ 12.50 
Dr. Chas. Colin (Complete Trumpet Method) $7.50 
Aaron Harris (Advanced Trumpet Studies) $4.95 
A. Mancini (Complete Trumpet Method) $7.50 
Dan Ricigliano (Popular Jazz Harmony) $7.95 
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 
Hank Mancini (Sound 8 Scores) $ 12.50 
Oliver Nelson (Sax Patterns) $7.50 
Capozzoli (Encyclopedia Around The Drums) $6.95 

NEW SOUNDS IN MODERN MUSIC 
315 W. 53rd St.. New York. N.Y. 10019 

Phone 212/LT 1- 1480 

Jazz Society Marching Band. Just before that, 
Les Brown's band played Disneyland for a 
week; and following the "extravaganza," The 
Grass Roots, Little Dion, and Thelma Houston 
played a one-fighter. Who said Disneyland's 
for the kids? . . . Turning to the smoke-filled 
emporiums: the Bobby Hutcherson-Harold 
Land Quintet followed Joe Henderson into 
Shelly's Manne-Hole for two weeks, then 
gave way to Willie Bobo . . . Out at the 
Lighthouse, in Hermosa Beach, Gabor Szabo 
followed the Young-Holt Trio for three weeks. 
Herbie Hancock spent a week at the Bitter 
End West, then stayed in town to do six nights 
at Donte's. Among the other repeaters at 
Donte's during September: Carmen McRae, 
Terry Gibbs, Blue Mitchell, John Pisano, Joe 
Pass. Among the big bands: Pete Meyers, Dick 
Grove and Dee Barton. Among the new-
comers: Frank D'Rone . . . Following two 
successful Sunday afternoon concerts at the 
Hong Kong Bar, Kai Winding's septet was 
upgraded and booked for a full three-week gig 
at that Century Plaza lounge. The front line is 
solid bone: besides Winding, Jimmy Cleve-
land, Frank Rosolino and Kenny Shroyer. Os-
car Peterson followed for three weeks at the 
Hong Kong Bar- his fifth engagement at the 
room. .. Stan Kenton is still on tour with his 
orchestra, spending the first three weeks of 
October in the midwest and the final week in 
New York and Pennsylvania . 

Chicago: Urbie Green made his London 
House debut with a three-week stand that 
began Sept. 22, and featured a father-son 
rhythm team. Chubby Jackson, of Woody 
Herman fame, was the bassist and his 
I 8-year-old son Duffy handled the drums. Don 
Heitler was also very much a part of things on 
piano and organ. Sy Oliver's little big band 
followed Green . . . Bobby Hackett charmed 
followers with his two area gigs, a one-fighter 
at the Big Horn in Ivanhoe and a two-nighter 
at the Inn Place in Highland, Ind. At the 
Horn, Hackett was ably backed by Roy Lang, 
trombone. Jerry Fuller, clarinet; Bob Wright, 
piano; Rail Wilson, bass, and Hillard Brown, 
drums. At the Place, Fuller was on hand along 
with trombonist Danny Williams, pianist Earl 
Washington, bassist Joe Johnson, and drum-
mer Tony Bellson . . . Alice's Revisited had 
back-to-back weekends of jazz. The first 
(Sept. 17-18) spotlighted guitarist Phil Up-
church with Duke Payne, reeds; Sonny Burke, 
organ; Arlington Davis, drums, and Rich Pow-
ell, congas. On Sept. 24-25, reedman Maurice 
McIntyre and the AACM Light Jazz Ensemble 
performed . 

New Orleans:Isaac Hayes did a double-
header which also featured local singer 
Margie Joseph . . . Memorial Auditorium 
also hosted the Al Belleto Quartet opposite the 
Stan Kenton Orchestra for a Sunday set. Ear-
lier, Willie Tee and the Souls played opposite 
Cannonball Adderley .... Count Basie featured 
singer Mary Stallings for a Wednesday con-
cert which followed a Monday night sell-out 
for B.B. King and Bobby Bland. Warm-ups for 
the King- Bland concert included the Fabulous 
Twilights, the Miraculous Four and the Tri-
plets, all young local groups . . . Sam and the 
Soul Machine continue weekends at the Club 
J. B., while Deacon Jones and the Paper 
Steamboat work the club on Thursdays . . . 
Trumpeter Al Hirt filmed a one-hour special. 

The line-up included B.B. King, Boots Ran-
dolph, Sarah Vaughan, Dana Valery, Doug 
Kershaw, Roy Clark, and The Friends of Dis-
tinction. While Al is busy filming and on the 
road, the Dukes of Dixieland take care of busi-
ness at the Al Hirt Club . . . Al Gourier, host 
of WBOK's The Cool World of Jazz was 
elected president of the National Association 
of Television and Radio Announcers . . . 
Clinton Scott's WYLD show, Second Line, 
has been so successful that he is now handling 
early morning activities five nights a week. 
Second Line is a jazz show with empahsis on 
New Orleans talent . . . This correspondent 
was presented with a mayoral citation on the 
show by Mayor's Aide Caston Elie for "Aid-
ing in the promotion of New Orleans music 
and talent" . . . Syracuse pianist Frank Paz-
zullo has joined the Al Belleto Quartet at the 
Playboy Club ... Hot Ice continues at the 544 
Club while jazz organist Ange Gallagher's 
group is a LaStrada . . . Clarinetist Louis 
Cottrell's group has been substituting for Pete 
Fountain while the leader fulfills road com-
mitments ... New Orleans Jazz Club presen-
tations have included a concert by Dutch An-
drus and his Dixieland Band, along with singer 
Ellyna Tatum. Earlier, Don Albert and his New 
Orleans Six were featured . . . An Australian 
trad group, the Yarra Tarra Jazz Band, played 
a Heart Fund Benefit here while on a U.S. 
tour . . . The New Orleans Recreation De-
partment's final season concert in Duncan 
Square featured the Olympia Brass Band, and 
the New Orleans Rascals from Japan. 

Pittsburgh: Summertime jazz was abun-
dant in downtown Pittsburgh as the area 
on and around Market Square enjoyed one of 
its best season. Jazz policy was the name of 
the game at Walt Harper's Attic, which fea-
tures the quintet of its pianist-owner and en-
joyed successful visits from Carmen McRae 
and Ramsey Lewis. Scheduled for the fall was 
a return visit by Carmen and an appearance 
by Herbie Mann . . . Next most active down-
town club was the newly opened Encore II 
which brought trombonist Tommy Turk into 
the spotlight. Turk's combo was spurred by 
the swinging piano sounds of Reid Jaynes. 
Another trombonist, Al Dowe, fronted a fine 
quintet at the Sundance Supper Club which 
features jazz-rock sounds ... Organist Bobby 
Jones brought his big following to Buddies, 
and pianist Frank Cunimondo's excellent trio 
did good business at the Red Door. Cuni-
mondo's plays a very modern kind of jazz, 
assisted by drummer Roger Humphries and 
bassist Mike Taylor ... The suburbs also had 
some excellent attractions. Biggest news was 
the opening of organist-pianist Joe Mooney at 
the Colony, a swank Mt. Lebanon restaurant. 
Jazz buff-owner Dean Steliotes said Mooney 
would stay until at least late November . . . 
East Liberty's Diplomat Lounge bagan a 
name jazz policy and promises fall visits from 
Max Roach and Freddie Hubbard . . . Song-
writer Elizabeth Davis is beaming because Da-
kota Staton used four of her tunes in her new 
album. Ramsey Lewis has also recorded sev-
eral Davis originals . . . The Cosmopolitan 
Country Club, near Butler, Pa., continues 
great jazz sounds with the combo of pian-
ist-owner Carl Arter. A summer attraction 
was Linton Garner, Erroll's pianist brother... 
Trombonist Harold Betters and his quintet 
kept the jazz policy alive and pulsating in the 
Riverboat Room of the William Penn Hotel. 
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The 
no-conyersation 

piece. 
Instead of talking about 435 watts RMS 

or 980 watts peak music power, it's better to 
listen. 

And you'll hear a typically great Fender 
Bass amp sound. Only in this one there's 
more of it. 

The "400 P.S." with built-in reverb is 
Fender's most ambitious amp yet (and just 
about anyone else's, too). 

A look inside the speaker and you'll see 
why this big sound is so versatile (fills the 
largest concert hall or festival grounds but 
also sounds great in a small, intimate room). 
An exclusive folded horn sealed enclosure is 
tuned to resonate all bass frequencies at equal 
volume. And an 18" speaker (extremely heavy 

duty acoustically matched to 
the enclosure). And 

Fender is a registered trade mark of 
CBS Musicallnstruments 

DieiSién Columbia Broadcasting, Inc. 
joo F. Valencia, Fullerton. California oanti 

don't be fooled by its 2 to pounds (combined 
weight of the amp and speaker). It was 
designed to be very portable. The casters on 
the bottom and the handles on the back make 
moving easy. Additional back casters mean 
easy loading and unloading. Amp stand and 
covers included. 

Hear the "400 P.S." Bass Amplifier at 
your local Fender dealer. It'll end up being a 
conversation piece of its own. 



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

— School of Music. 

Roy Burns 
tells it like it is... 

...on the whys 
and wherefores of 
cymbal technique 
in contemporary 
popular music. 

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

...with ideas and 
uggestions to a 
urnmer workshop group 
t the Southeastern 

cussion Symposium 

...to an enthusiastic 
future pro asking 

about New- Beat Hi- Hat 
Cymbals... Roy tells 

him like it is... 

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

on the evolution 
of cymbals as related 

to instrumentation 
in :oday's broadcast 

and recording orchestras. 

...to young drummers 
at an informal, 

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

Florida as hosts. 

Write for your free copy o' the new "Avedis Zildlian Cymbal Set- Ups of Famous Drummers" 

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




