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The Rock-Jazz Big Sound,

an unusually clear. full tone
powerfully projected. Great in
groups. Preferred by Don Kubec.
King Tempo Saxophones.

The American *Today’ Sound, cool with
a centered projection, preferred by

such artists as Cannonball Adderley.
King Super 20 Saxophones.

saxonhone Sound
EXDPESSES vou hest?

King offers the most colorful spectrum of
saxophone sound on earth to the man who
wants to express his own ideas. Each
King instrument has its own person-
ality, its own tonal and projection
characteristics. Each is crafted
with a master-touch of

excellence.

The French Classical Sound, full, even
resonance in all registers, entirely
sonorous. Preferred by Carmen Leggio.
King Muarigaux Saxophones.

The Artist Recording Sound, a tone that's

rich. dark in color. Ideal for recording

work. Preferred by Yusef Lateef.
King Sterling Silver Bell Saxophones.

The Marching Band Sound, f :
full. rich and br:lliant with “
a long-range projection.
hing Cleveland Saxophones. { g
]
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To Guarantee a Speaker For Life
Takes Guts.

And this new Fender Professional Series
speaker has guts. That made it easy for
us to offer vou the lifetime guarantee.”
Because we've run it through tests no
other speaker on the market could

stand up to, we're sure it'll take anything
vou hand out. Tt has the ability to
handle unusually high amounts of
power for extended periods of time
without fatiguing or failing. It offers
superh response characteristics and
even looks good. Take a good look at
this cut-away. You'll see things vou've
never seen in a speaker before.

Because there’s never heen a speaker
like this before.

Fender s a registered trade mark of

CBS Muswal Instruments

A Diosion of Columbia Broadeasung. Ine
1300 k. Valenesa, Fullerton,
Cabforma g2641

£/

. Rigid eight
spoke cast
aluminum
frame.

Available in 12” (shown),
15”7, and 18” models.

Specially designed
compliance to
insure linear
travel without
fatiguing or

Unique double
spider system for
precision centering
of voice coil...

cracking. . .
guaranteeing voice
coil alignment in
the gap during high
power application
at all frequencies.

Dural dome

(pat. pend.)
for extended

high frequency A
response. . 7% Ib.br;'lagnetic
assembly.
Voice coil

wire terminated to

flex lead at the voice coil
tube to eliminate breaking of
voice coil wire. (pat. pend.)

integral heat sink in

the pot structure to assist
elimination of temperature
build-up. (pat pend.)

Heavy, 11% Ib. cast
ductile iron pot structure
for efficient conducting
of magnet flux.

4.175" edge wound
copper or aluminum voice
coil on ail models.
°Lifctime Guarantee — Every speaker in the new Fender Professional
Scries carries alifetime warranty against defects in materials and

Black anodized aluminum voice coil workmanship to the original owner. If a speaker should become

support to assist in transmission . (l(_-flccti\'(-. return it to your Fendoer deale r_.u.n(ll'\ll re pairs of any defects
d dissipation of heat duri 3% Ib. Alnico will be made free of any ("l.:lr}.gl'.t(l the original owner. ”u' .
and dissip ] rng net f manufacturer assnines no liability nnder this warranty if the item
high power operation. (pat. pend.) magnet tor has heen subjected to misuse, negligence, accident, or other factors
high energy and not indicative of i defect in workmanship or materials,

reliability. Freight costs not ineladed



The butterfly represents a beautiful
free soul emerging from its cocoon.

Like the butterfly, our artists have
also emerged to bring their own special
beauty in the world.

JOE PASS
LAURINDO ALMEIDA
CAROL KAYE

ARTIE BUTLER
BILL PITMAN
FRANK CARROLL
STAN LEVEY
JOHN GUERIN
PAUL HUMPHREY
VICTOR FELDMAN
GARY COLEMAN
RUFUS (SPEEDY) JONES
CHAS. DOWD
TOMMY MORGAN
EMIL RICHARDS

For free brochure of music by the
finest in Jazz and Contemporary
write:

GWYN PUBLISHING COMPANY
P.O. Box 5900
Sherman Oaks, Calif.91413
Phone: (213) 872-1828

down beat

By Charles Suber

A contemporary dictionary definition of

hrainwashing is: “‘intensive indoctrina-
tion to change a person’s convictions radi-
cally”™. And like censorship to which it is
organically linked. brainwashing is usually
considered alien to our way of life. But also
like censorship there are subtle and less sinis-
ter variations that accomplish similar unfortu-
nate results. Musicians and music listeners
are not immune to the variations as prac-
ticed —unconsciously or not —by some music
vendors and some music educators.

Most of the variations of brainwashing have
to do with propagating definitions of music
that serve the tastemakers’ (brainwashers’)
own interests. Music vendors —particularly
the sellers of recordings —consider it neces-
sary and profitable to condition their buying
audience to accept their definitions of music
and evaluations of musicians as to what and
whom are “‘great” or “‘popular’™ or “best sell-
ing”. Such vendors find it advantageous to
delineate and segment their buying audience
into separate markets (classical. pop. soul,
movie-TV, etc.) for which specialized prod-
ucts can be manufactured and sold.

Music educators — particularly the teachers
of teachers — consider it necessary and profit-

able to condition their learning audience to
accept their definitions of music and eval-
uations of musicians as to what and whom are
“great’ or “'vital” or ‘‘most important™. Such
educators also find it advantageous to deli-
neate and segment their learning audience
into separate areas of study (classical, youth
culture. black, vocational, etc.) for which spe-
cialized courses can be manufactured and
sold.

A denominator common to both types of
vendors and educators is standardization as in
“entertainment standards™ and *‘educational
standards™. A common motivation is ‘‘public
demand™ and “educational need”. There is a
time differential here, however. The vendor,
to be successful, must fulfill today's demand
and anticipate what tomorrow may bring. The
educator, to be successful, deems it more
necessary to fulfill the educational needs of
yesterday and leave today and tomorrow to
professional or out-of-school "‘experience’.
He is both a curator and marketer of the past.

What about the brainwashees? Are they
just going to sit there and be put down? Most
will: some will not.

Those who passively accept the spiels of
the vendors and educators profiled above are
getting what they deserve. And they are glad
of it. They believe it comforting and
non-dangerous to have their opinions handed
to them neatly labeled and packaged. It’s safe
and companionable to buy a ticket for what-
ever trip the crowd decides on. They sit in
class and accept without demure that so-
and-so is a serious artist and such-and-such
music is trivial. Their eyes shine moistly when
the spirit of the Masters is invoked. At per-
formance time they shrink within the band or
orchestra and eke out their tight little chirps
and cheeps.

Those who resist the canned attitudes and
definitions are doubly blessed. They are doing
something for themselves and because of that
they become the “willful minority’” who ulti-
mately are responsible for the good changes,
i.e. progress and honesty.

You know what it takes: constant use of
Why? and What for? and Who says? plus
equal amounts of / can and / willand No! db

the first chorus |
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= Fastand Furio
Rock 'N Roll
Strings
The ultimate in individual expression
in two gauges
No. 780, 780-S
$330 set
i COMPETITION ASTOUNDED!

E. &0 iﬂARl, INC. Long Istand En,. N.Y. 11105

idS school of music

offering

A PROGRAM
OF COORDINATED STUDY
IN JAZZ, ROCK AND POP

by a faculty of outstanding
professional musicians
PROFESSIONAL DIPLOMAS AWARDED
COMPOSITION-ARRANGING
INSTRUMENTAL PERFORMANCE
Enrollment open to full and part-time
students. For admission and
scholarship information
JACK WERTHEIMER, DIRECTOR
L4

dS school ol music
252 Boylston St., Bostom. Mass. 02116




soundsational!

We don’t comment on our competition.
The new Farfisa VIP 233 does it for us!

Want today’s ““heavy” sound for your group? — FARFISA.
Want percussion on four footages? — FARFISA.
Want the unique Slalom full octave glide? — FARFISA.
Want full bass or string bass—manual or pedalboard?—FARFISA.

Want mdre? Farfisa gives you corresponding drawbars that control
voice and percussion footages—including a quint.
There's also two parallel 43-note manuals for compactness.
Vibrato selection in 4 different speeds.
And a 30° console tilt for stand-up playing.

Farfisa really puts it all together! Don’t wait to see this all new
portable electronic organ. Note its extras! Hear its notes!

Take our word for it!
Soundsational!

Farfisa S.P.A., Exclusive Distributors: Chicago Musica!l Instrument Co
7373 N. Cicero Ave., Lincolnwood, lllinois 60646



The SX
Junction Mixer
does just that.
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An input mixer.

You can attach 4 microphones
or instruments as inputs and
get one output.

An output mixer.

Amplifiers connected to external
speaker combinations can now
go directly to the 5X, with up
to 4 external speaker cabinets
being connected to one 5X. This
eliminates sloppy wire hook-ups,
and decreases set-up time.

An accessory blender.

Instrument signal can go
directly to the 5X. Up to 4
different accessories can be joined
with another 5X. with one line
then going to the amp. This
facility will allow you to blend
any combination of distortion
devices, wah-wah pedals. echo -
effects. etc.

A functional accessory.

There are an infinite number
of other connecting problems that
can be solved with the handy 5X.

$9.95
If your JUNCTION DON'T

FUNCTION. send it back within
15 days for a full refund.

Also available at your retail music store.

(J
electro-harmonix
15 West 26th Street,

New York, New York 10010

Please ship_ (quantity)

5X Junction Mixersat $9.95 each.

O Enclosed is total check for
order $

O ship C.0.D.

[0 Please place me on your new
product announcement
mailing list at no charge.

2 Name
5 Address_ )
City State __Zip
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AFTER YEARS OF GIVING
ORGAN LESSONS,
NOW YOU'RE READY FOR CHOPSTICKS.

For years, you've listened to hour upon hour of exercises. You've heard the
same wrong notes in the same songs in your sleep. And you've seen
fingers and feet of every possible description come and go.

You've had your geniuses and your mad hatters, you've heard
budding Bach and raving Rock and you've even filled in for Charlie when
he couldn't make his Bar Mitzvah date.

But now, your time has come.

Enter your best pupils in this year's Yamaha National Electone Organ Pops
Competition. If one of them should win, you'll be qualified for chopsticks.
The authentic, Japanese kind.

Because if your student(s) wins—you'll receive an expense-paid trip to
Japan (where the World Finals will be held).

To enter your students, go to your nearest Yamaha Electone Dealer
for information and entry forms.

[t'll be fun even if you don't wind up with chopsticks.

But if you do, we promise to show you how to use them before
you fly off to the Far East.

< YAMAHA

INTERNATIONAL CORPORATION
Buena Park, Calif. 90620
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CYMBAL
SHOWMANSHIP

chosz and
discords

Music Has No Color!

Gene Russell, inthe Dec. 23 Blindfold
Test. openly shows his closemindedness to
music: "Jazz is black and must stay that
way.” That’s ridiculous.

Black, white. red, yellow: it doesn’t matter
what color you are. If anyone has the poten-
tial and persistence they can get into any
music they dig.

It aggravates me when men like Russell et
al., who have pull in the music industry. close
their doors to “whites™ or “blacks.” We're all
in the same boat. really. To me, music has no
color.

Pat Panza
Toronto. Canada

Age-Old Question

So what if the music on Music Inc.’s album
(Chords and Discords, Jan. 20) is 10 years
old? | see no reason why that should detract
from the quality or the enjoyment of the mu-
sic. Johnny Hodges and Prelude To a Kiss
are as beautiful now as they were in the
beginning. 1.ouis Armstrong will be with us
forever.as will Lester Young. Bird. Diz.
Monk and others . . .

As Twrite I'm listening to Mulligan. Baker
and Konitz play on a recording made in 1953,
The fact that the record itself is two years
older than I means nothing. Nor should it.

Jim Sangrey
Gladewater. Tex

Artistry in Nostalgia

Morgenstern’s bit (New York Roundup.
Jan. 20). about Kenton not digging nostalgia.
“because his band can’t cut the old charts so
well™: This statement has to be so much hog
wash! A band that can play the current de-
manding writings of Holman. Ken Hanna,
Hank Levy and Willie Maiden could surely
play the old charts.

Let’s be thankful that Stan. for the most
part. turns his back on “the good old days."”
The Kenton band of today is the most emoti-
onally exciting outfit on the road.

Randy Taylor

Dayton. Ohio

Well, they tried Peanut Vendor but aban-
doned the attempt atter a few choruses. The
fact that Kenton doesn’t care to play the old
stuft doesn’t retlect on his current band's
prowess in other areas, and [ didn’t say it did.
My point was that Woody Herman's boys. on
the same bill. did play the old things and
played the hell out of them because they play
them often. while Kenton doesn’t play his old
repertoire. Practice makes pertect, and that
ain’t hogwash. friend!

Are You listening, Miles?

I'd like to respond 10 a comment that closed
your Porpourri section (Jan. 20) on Miles. It's
not that |'ve never heard of cats showing
late —especially Miles —but I'd like to think
that jazz musicians are a notch or two above
the non-professionalism of moody per-
formers. equipment failures. gigs starting late
or never. and all the groupies that love to put
up with that crap. I always identified those

d.m.

stunts with the teeny-bopper brand of rock
concerts. There's something about being great
that just doesn’t call for that sort of thing.

Miles. t dig your horn. your sides. and |
think you're a truly great musician. but I'm
afraid you won’t find me in your live audience
until I'm sure I'll get my money’s worth.

With jazz struggling as it is —can we afford
that?

Pete Labella

Joliet. tlinois

Thanks From Cal

| want to thanhk all the wonderful musicians
and the beautiful public who came to the
tribute tor me held at the Village Vanguard.
New York City. Nov. 28. I am truly happy
the way the people accepted my 7-year-old
daughter Waheeda w ho was singing my origi
nal songs. and my 14-year-old son who plays
tenor sax.

Thank you again and may God bless.

Peace.

Cal Massey

Brooklyn. N.Y

Thanks From Ohio

1 would like to thank dewn beat for Chris
Colombi’s letter on juzz in Cleveland. Beinga
musician here and though illness has prevent-
ed me from participating as much as 1 would
have liked. | know how he feels and many
others here doalso . ... I think the jasz
revival in this city that Colombi organized
was one of the best projects this city has had
in the past year.

Lawrence Glover
Cleveland. Ohio

CJL‘)TO‘;'
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AVEDIS
ZILDJIAN CO.
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AT ITS BRIGHTEST

A sparkling innovation in cymbals.. . 'Brilliants’’
are world famous Avedis Zildjian cymbals bur-

nished to an extremely high and reflective gloss
by an exclusive patented process.

MADE N US A

“Brilliants’” add tremendous color and flash to
the performance of cymbal players searching for
unusualily spectacular visual effects and superb
cymbal sounds. Try them at your dealer today.

aveois ZILD JIAN company

39 Fayette Street, No. Quincy, Mass. 02171

“Brilliants’’ are available in all
Avedis Zildjian types and sizes.
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DIZZY AND BUDDY DOWN
BUT FAR FROM OUT

Two jazz giants, Dizzy Gillespie and Bud-
dy Rich, were felled by illness in mid-January.
Happily. both were recovering rapidly at
presstime,

Gillespie was taken ill on Jan. 16, the last
day of an engagement at the Village Vanguard
in New York. The trumpeter complained of
feeling unwell before his last set, but per-
formed nonetheless. He collapsed after the
set, was taken from the club in a coma, and
spent four days in an intensive care unit at
Englewood Hospital near his New Jersey
home. The apparent cause of his collapse was
an acute virus attack. By the end of the week
he was feeling well enough to receive phone
calls from friends.

Among the first to call Dizzy to wish him

Buddy Rich

well was Rich, who had just undergone a
successful operation for a slipped disc in
Philadelphia. Plans had been made for Gil-
lespie to front the Rich band during Buddy’s
period of convalescence, with L.ouis Bellson
playing the drums, but Bellson also took on
the leader role when Dizzy became unable to
fill it.

Gillespie told down beat that Rich had sug-
gested they convalesce together, but any sane
doctor would no doubt view such a prospect
with great apprehension.

THE COUNTIN N.Y.:
A SWINGING AFFAIR

Count Basie’s two-week stand at the
Maisonette in the Hotel St. Regis gave Man-
hattanites their first chance in many a moon to
savor the sight and sound of a big band in a

JOSEPH L. JOHNSON

-7

choice location for more than a one-night
stand. (Duke Ellington scaled down to 10
pieces for his recent Rainbow Grill stint.)

Opening night, covered by CBS-TV, was a
star-studded affair. Benny Goodman, John
Hammond, Ethel Merman, Joey and Cindy
Adams, Sylvia Sims, Willard Alexander and
Rex Reed were among those in attendance,
and Tony Bennett’s good luck call from Lon-
don was piped inover the p.a. system.

The band was up for the occasion. Ten
numbers made up the concert-style set, fol-
lowed by the debut of new vocalist Jimmy
Ricks (the bass voice in the famous Ravens).
whose relaxed style and mellow voice suit the
band well. Then there was a bit of music for
dancing, and this is surely one of the great
dance bands of all time.

Among the instrumental highlights were Al
Grey's plungered sermon on The Spirit Is
Willing, a beautifully greasy alto solo on the
blues by Curtis Peagler (rehabilitating himself
after a split reed messed up an earlier at-
tempt), lead trumpeter Paul Cohen’s brilliant
Poor Butterfly, Lockjaw Davis’ oft-heard but
still exciting Lover showcase, Harold Jones’
brushwork on Cute, and last but by no means
least, Daddy Basie’s piano spots.

Before leaving New York, the Basieites did
a one-nighter at the Roseland Ballroom,
which recently initiated a policy of such
monthly visits by name bands. The Buddy De
Franco-Glenn Miller crew and the Lee
Castle-Jimmy Dorsey bunch drew record
crowds for their appearances at a spot once
world-famous for big, swinging bands. Hop-
efully, these are signs of more good things to
come. ——morgem'lem

WGJB LATEST ENTRY
IN MAIL ORDER RACE

The World's Greatest Jazz Band has joined
the ranks of artists who, discouraged by the
problems of marketing jazz records through
the regular commercial channels, have started
their own company.

l.ast month Yank Lawson and Bob Haggart
established World Jazz Records. " Like Stan
Kenton and George Shearing,” said l.awson,
“we won’t attempt to go through the dis-
tributors. Our records will be sold by direct
mail order.)

To launch the label, the WGJ taped its first
independent session during an engagement at
the Century Plaza’s Hong Kong Bar in Los
Angeles. Several of the tunes were originals
named after locations where the band has
played, among them Haggart's Colonial Tav-
ern and Frog and Nightgown and Bob Wil-
ber’s Century Plaza.

Negotiations will start shortly to set up
overseas deals that will make World Jazz
product available in England, France, Scandi-
navia, Japan and other territories. According
to Haggart, efforts will be made to take over
rights to two albums the band made a few
years ago for the Project 3 label.

World Jazz Records may be obtained
through the down beat/RECORD CL.UB.

CTI RECORDS SPONSOR
ALL-STAR ROAD SHOW

CTl Records and its subsidiary label,
Kudu, will present an all-star concert pack-
age, Winter Jazz, in Cincinnati (Feb. 24),
Cleveland (Feb. 25), Chicago (Feb. 26), and
Detroit (Feb. 27).

Appearing at all the concerts will be
trumpeter Freddie Hubbard, saxophonists
Stanley Turrentine, Hank Crawford, and
Grover Washington Jr., guitarist George Ben-
son, organist Johnny Hammond, bassist Ron
Carter, percussionists Bernard Purdie and
Airto Moreira, and singer Esther Phillips.

The package. put together by CTI presi-
dent Creed Taylor, is a followup to the suc-
cessful Summer Jazz concert held at the Hol-
lywood Palladium last July, which drew a
capacity crowd of 5,000 and has recently
been released in album form.

The sponsoring of live performances by
record companies has not as yet become a
trend. but is an encouraging development.

A WELCOME JAZZ OASIS
IN CONNECTICUT DESERT

Thanks to the combined efforts of Sonny
Costanzo, Director of the Quinnipiac College
(Hamden, Conn.) Jazz Band and club man-
ager Dick Christensen, sessions are being
held at the Holiday Inn West, New Haven, on
Sunday evenings. much to the pleasure of
avid and loyal area jazz enthusiasts.

Jazz For a Sunday Evening has featured
such top talent as flutist Hubert Laws, pia-
nist-composer Bobby Scott, Chico Hamilton,
Jimmy Giuffre, the guitar duo of George
Barnes and Bucky Pizzarelli, Arnie Lawrence
and his Children of All Ages, and James
Moody.

Zoot Sims and Al Cohn got back together
one night, Urbie Green and his trombone
appeared before a packed room, and Kenny
Burrell held a record crowd in rapt attention,
as did L.ee Konitz with Chick Corea.

A special treat was the appearance of the
Teddy Wilson Trio (l.ennie McBrown,
drums: Al Bruno, bass). Wilson, like old wine,
mellows with the years. Young jazz en-
thusiasts born long after the Goodman years
as well as those who dug him way back there
turned out to pay tribute to this very special
pianist.

Jazz fans travel from all points in the state
to catch Costanzo’s sessions and the relaxed,
informal atmosphere is conducive to good
vibrations. Connecticut is known for its
propriety, but the special kind of people who
like jazz (evidently there are many, judging
from the crowds at Holiday Inn West) have
the ability to make the sessions seem like
happy family parties. Name jazz artists
haven't been on the local scene for many
years, particularly so consistently, and they
seem to perform with a special feeling, per-
haps realizing that their audience i1s composed
of appreciative, hungry fans who have waited
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long and patiently for this kind of happening.

Usually, the rhythm section for a featured
artist consists of New York musicians who
have appeared regularly at the Half Note with
Clark Terry's band: Victor Sproles, the very
accomplished bassist: Mousey Alexander. the
steady. driving drummer: and Don Friedman.
a brilliant pianist.

Costanzo, a polished trombonist who also
plays in Terry's band. often joins the group
for the last tune. and one evening he and
Chick Cicchetti, also a local slide man, did a
stint reminiscent of Jay and Kai during their
heyday.

Costanzo was once a member of the Kai
Winding Septet and of one of the Herman
Herds. Presently. he is an instructor in music
at Housatonic Community College in Bridge-
port. Conn.. and assistant music professor at
Quinnipiac. He formerly taught trombone at
Wesleyan University. Middletown, Conn.
His college jazz band has recorded with Clark
Terry and the ensemble was invited to the
Montreux Jazz Festival last summer. Quinni-
piac has been the scene of an annual Inter-
collegiate Jazz Festival since 1967. This
year's event. scheduled for April. will be dedi-
cated to Clark Terry.

Jazz For A Sunday Evening broke loose
last April and since then. it is pretty safe to
say. New Haven has become the jazz center
of Connecticut. —dorothy leach

FINAL BAR

Blues singer Maybelle Smith, 48, known as
Big Maybelle. died Jan. 23 in Cleveland. Ohio
after a long illness.

She began her career in the early 1940s and
achieved considerable popularity making a
number of hit records for the Okeh label. She

NOTES
BETWEEN
NOTES

by
Michael Levin

Reasonably soon one should be able to
purchase operating genitalia for personal sat-
isfaction without having to go through the
dreary routine of accommodating to another
person’s needs and desires. After all, isn’t this
getting to the nitty-gritty of the whole matter:
one is hardly interested in another person. but
merely what he or she can do for me in a
specific context.

In other words. instant saturation of satis-
faction without having to mess with any of the
trivia.

That's the kind of merchandising which is
currently working so well on the music scene.
1.ook at three of the hot new albums: Emer-
son, Lake and Palmer’s Pictures At An Lxhi-
hition, Fragile by the Yes and the score to
Clochwork Orange.

All three are bits and pieces of things. built
to an instantaneous recall mechanism in the
best spirit of good advertising and merchan-
dising, but possessing very little substantive
creative drive of their own.

10 (0 down beat

was featured in the film Jazz On a Summer's
Day, made at the 1958 Newport Jazz Festi-
val.

Gene Austin, the singer-pianist-songwriter
who was one of the first and most popular
crooners, died Jan. 24 of lung cancer in Palm
Springs, Cal. He was 71.

Austin’s recording of his theme song. My
Blue Heaven. sold more than 12 million
copies and altogether his RCA Victor records
sold over 86 million. a total unsurpassed to
this day.

Though not a jazz artist, Austin, who wrote
How Come You Do Me Like You Do, When
My Sugar Walks Down the Street, and Take
Your Shoes Off, Baby, often used jazz accom-
panists. Fats Waller recorded with him in the
1920s and New Orleans guitarist Otto
(Coco) Heimal was featured in Austin’s back-
up group in the 1930s. Austin made a come-
back in the late 1950s and remained active
until taken ill about 10 months ago.

Bassist Cevera Jeffries, 32, died Nov. 23 in
Cleveland. Ohio. A founding member with
pianist Bobby Few and drummer Raymond
Ferris of the East Jazz Trio, he was consid-
ered one of Cleveland’s outstanding musi-
cians. The trio recorded with Booker Ervinon
the 1968 Blue Note album The In-Betnween.

A benefit concert for Jeftfries’ wife and chil-
dren was held at the Casa Blanca Lounge in
December, with performers including the bas-
sist’s brother. pianist Dewey Jeffries, trumpe-
ter Kenny Davis, and altoist Otis Harris.

Finally. a Hollywood director has appeared
on the scene who knows what it is to give

You enjoy them because of their paral-
lelism and warping of previously derived mu-
sical impressions. Without this cross-
referencing, they would have little to stand on
by themselves.

Again. the most obvious elements of the
music involved are leached out and placed
against totally different backgrounds. They
may not work there. but the mere fact of their
extraction is startling enough to cause all the
voyeurs to gather.

Thus, you don’t even have to use the oper-
ating genitalia yourself —you can pay a fee
and watch somebody else use them.

We are in effect pandering to a shorter and
shorter span of attention in everything we do
visually and aurally —to the point where after
two minutes, a producer can estimate he had
better build to a climax and cut it off least he
lose his audience.

This is no place to discuss Clockwork Or-
angeand its mechanism as a film, about which
as a director | have some pretty strong feel-
ings — however. the music is completely frag-
mented: bits and snatches of Rossini. Flgar,
Beethoven and Purcell — sometimes played in
highly curtailed versions, sometimes “re-
constructed’” by Walter Carlos on the Moog.

The viewer and the listener are treated with
complete disdain in the sense that one is of-
fered a compressed pill  consisting  of
pre-digested opinions about the music which
one will accept willy-nilly.

The same is true on the work of ELP on
Moussorgkski and the Yes on Brahms. Both
groups are good musicians. and turn out some

about the jazz scene.

credit where credit is due. Peter Yates, who
directed the soon-to-be-released 20th Centu-
ry Fox release. The Hot Rock, was so im-
pressed by the quality of the music recorded
for the film. that he has included all the musi-
cians’ names in the credits. Alphabetically.
they are: Ray Brown, Dennis Budimir, Victor
Feldman, Clare Fischer, Bobbie Jean Hall, Milt
Holland, Carol Kaye, Mike Melvoin, Gerry
Mulligan, Chuck Rainey, Emil Richards, Je-
rome Richardson, Frank Roselino, Grady Tate,
‘Tommy Tedesco and Clark Terry. Other direc-
tors and producers, please take note!
°

The second annual jazz composition con-
test sponsored by Phi Mu Alpha Sinfonia,
open to all college students and offering a first
prize of $300 plus a publishing contract with
Southern Music Co. and second and third
prizes of $150 and 100. is on. Entries must be
postmarked no later than midnight March 31,
and participants are urged to proofread their
scores carefully. The address: Alpha lota
Chapter. Phi Mu Alpha Sinfonia, Music
Dept.. Univ. of Texas at Austin, Austin, Tex.
78712,

°

To some. the highlight of the disappointing
Superbowl game was the halftime tricute to
Louis Armstrong, featuring Ella Fitzgerald and
Al Hirt doing Mack the Knife, Louis Cotrell’s
Onward Brass Band with Grand Marshall
Danny Barker doing High Societv, Carol
Channing doing Hello, Dolly and a huge
marching band doing T/he Saints.

.

Mary Louw’s Mass, a ballet choreographed
by Alvin Ailey with music by Mary Lou Wil-
liams, was premiered at New York’s City
Center by the Alvin Ailey American Dance
Theater. The composer conducted and played

highly diverting and original restatements of
the material with which they are dealing.

But they are digestions of digestions —and
regurgitated pap is just that, no matter how
skillfully done it is.

If rock is looking for other directions in
which to travel, this one leads only to money
and a future consisting of slowly diminishing
spirals, disappearing into its own sleezy ori-
fice.

At least the Delphic oracle volunteered
new information, however muddy of con-
struction it might have been. The process we
are viewing dispenses drech with a lavish
hand. then slurps it up with the fanning breeze
of green waving in a self-generated wind.

These three albums are three of the fastest
movers to the charts in some time —which
tells us something about ourselves or should.

One of the appalling things about the cul-
ture in which we lurch around is that it chews
up creative sources at an ever-increasing rate.
Think how long the country-blues-jazz tradi-
tion took to develop in this country —and how
rock has managed to race through its most
viable elements in less than ten years.

You cannot create cultural bases by frag-
mentation of existing product. If you do. you
risk feeding the creators to the lions. shred by
shred.

Smidgeons. in effect. are for the pigeons.

Michael Levin, fondly remembered by vet-
eran db readers as “"Mike”, is a former down
heat cditor who has recently resumed writing

db



piano, and the ensemble included Julius Wat-
kins, French horn; John Stubblefield, reeds:
Sonny Henry, guitar, vocal: Milton Suggs,
bass; Dave Parker, drums: Abdul Rahman,
conga and singers Brother John Sellers, Honi
Gordon, Carline Ray, Theresa Merritt, Randy
Peyton, Eileen Gilbert and Christine Spencer.
Earlier in the season, Ailey’s Mingus Dunces
was premiered by the Joffrey Ballet Com-
pany. The music for this was collated from
several Mingus works, expertly transcribed
by Alan Raph.
°

down beat contributor Bill Cole, on leave of
absence from Wesleyan University, is cur-
rently Visiting Professor in the Humanities at
Whitman College, Walla Walla, Wash., where
he teaches two courses in African-American
music and gives public lectures on American
Indian music.
°
This year’s live telecast of the annual
Grammy Awards will emanate from New
York and will be seen March 14 at 8:30 p.m.
EST over ABC network stations.
°
Teddy Wilson began his first extended New
York engagement Jan. 27 at the Cookery.

Mabhalia Jackson, 60, the Queen of Gospel
Singers, died of heart failure at Little Com-
pany of Mary Hospital, Evergreen Park. Ill.,
Jan. 27, just as we were going to press.
Details of her life and career will appear in
our next issue. We join the world in mourn-
ing her passing.

Barney Josephson’s cozy Greenwich Village
restaurant. Accompanied by bassist Al Bruno,
the keyboard master will be on hand nightly
except Sundays through April 8.

°

Jimmy Rushing, slimmed down and in fine
voice, resumed his regular weekend appear-
ances at New York’s Half Note New Year's
Eve, backed by Zoot Sims, Ross Tompkins,
John Williams and Roy Haynes, who were on
hand through late January, followed by the
J.P.J. Quartet.

Robert Altshuler’s field of responsibility at
Columbia Records was recently expanded to
include the literary services department and a
field communications department, in addition
to continued direction of press and informa-
tion services.

strictly ad lib

New York: Elvin Jones followed McCoy
Tyner's heavy group into the Village Van-
guard with a new lineup: Dave Liebman, sopr-
ano, tenor, flute; Steve Grossman, soprano,
tenor: Gene Perla, bass: Don Alias, congas,
and special guest Kikuchi, one of Japan’s lead-
ing jazz pianists. Jones will also produce and
play on Kikuchi’s album for Phillips Records
in mid-February . . . George Benson brought
some foot-tapping sounds to Nico’s starting
Jan. 24, with Dave Hubbard, tenor: Ronnie
Cuber, baritone, flute; Lonnie Smith, organ;
Art Gore, drums, and singer Randy Crawford,
a 19-year-old lass with plenty of soul. The
group performed in Jazz Adventures’ Friday
noon series at the Maisonette prior to the
Nico’s stint, Brownie’s Revenge, the 29-piece
jazz-rock band led by trumpeter-arranger Don
Pinto, was in next. The JA house tric now
consists of Mike Abene, piano: Tibor Tomka,
bass, and Al Drears, drums . . . Randy West-
on’s trio and dancers Morse Donaldson and
Boo Boo Monk performed at the Harlem Mu-
sic Center at a Jan. 23 matinee . . . Tenor

Continued on Page 32

THE
JAZZ
GAP

Feather’s
Nest

By'konard Feather

The letter from Christopher A. Colombi,
Jr., published in 1/20/72, proved a couple of
important and timely points.

In his account of the success he had en-
joyed in converting WCUY into a jazz sta-
tion, he made it indisputably clear that this is
a viable modus operandi for an FM oper-
ation; but the story of its conversion into a
rock-oriented outlet as WLYT made it no
less apparent that mere profit just doesn’t
have a chance when it is forced to compete
with greed.

What happened in Cleveland Heights was
symptomatic of the megalomania that has
increasingly dominated the music business
since the emergence of rock as a bil-
lion-dollar phenomenon. The media men
who once were content with a small but
steady profit are fewer and farther between
than ever. Norman Granz recently told me
that during the past year he has submitted
Oscar Peterson to American record com-
panies with sales figures showing that a
Peterson album, while admittedly no
chart-busting bonanza, certainly could be
counted on to make a modest profit. Reac-
tion: negative.

*Executives nowadays,” Granz told me,
“are only concerned with the fact that they
can make $9 million with the Rolling Stones.
They can’t seem to realize that a profit is
still a profit.”

This brings to mind the far happier situ-
ation that has existed in L.os Angeles. In this
city and its environs, taking all the media

into account —night clubs, radio, television,
press coverage etc. —the availability of jazz
and information concerning jazz is at an all
time high.

A substantial measure of the credit for
this situation may be due to KBCA, which
at present is the only radio station, in this
country where jazz was born, that offers
jazz 24 hours a day, seven days a week.

Saul Levine, the attorney-owner of the
FM facility, offers a simple and plausible
explanation. **We had faith in the format and
we stuck with it. The trouble is, people don’t
want to sit with a policy and work on it and
wait for it to become established. They don’t
stop to think that jazz is an art form. They
are only concerned with the top dollar.

““We don’t worry. Maybe we'll make less
this year than last year, but perhaps the
following year will be better. We've been
doing it for 12 years now and we still have
the desire to stick with it, the motivation
that inspired us in the first place.”

Levine's refusal to submit to the tempta-
tion of going in a more obvious direction has
produced healthy side effects. Shelly’s
Manne-Hole, Donte’s, the Lighthouse,
Memory Lane, the York Club and other
night spots with a pant- or full-time jazz
policy have benefited not only from the time
they have purchased on the station, but also
from the overall impact of its continuous
airing of a music virtually blacked out by
every local AM station and most of the FM
outlets too.

All it takes is one man in each of the
media to keep a city alive for and with jazz.
Because Charles Champlin, the entertain-
ment editor of the Los Angeles Times, be-
lieves in jazz and in the necessity to accord
it recognition along with the other arts, this
paper now has coverage of a kind that was
virtually non-existent when such major
events as Jazz at the Philharmonic, Gene
Norman's concerts, and the happenings at
such long-gone clubs as Jazzville, The Re-
naissance, the Black Orchid and the Cre-
scendo perhaps could’ve been saved from
extinction with the help of adequate press

coverage.

Similarly the belief held by executives at
KNBC-TV that a jazz program would fill a
regrettable void and could serve the best
interests of the community, led to the birth
of “The Jazz Show,” which | have been
producing since March 1971 with Billy Eck-
stine as host and some 30 of the country’s
most famous combos and singers as guests.
The mail response has been impressive; no-
body has found the use of the word jazz in
the show’s name repugnant; yet meanwhile,
of the other NBC owned-and-operated sta-
tions that have the right to pick up the
series, none has opted to do so at this writ-
ing - quite possibly because of the
*“jazz-is-uncommercial” myth that has acted
as a deterrent in so many cases.

These areas all feed on one another. The
potential jazz fan who sees Bobby Hutcher-
son-Harold Land and Joe Pass on The Jazz
Show, or hears them on KBCA, many want
to read about them in the Times or else-
where, and attend their concerts and night
club appearances. Or vice versa.

Creed Taylor of CT] records recently
wrote to Levine commenting that what jazz
needs is a string of KBCAs around the
country. Bob Thiele, calling me recently
from New York, made a similar remark,
adding that as far is he and his Flying
Dutchman label was concerned, Loos Angel-
es in the jazz center of the United States,
particularly in terms of the action it can
generate for a new record release.

Take heart, Mr. Colombi. Some day the
operators of WLYT may learn what has
happened out here. They may even realize
that being the eighth or ninth or tenth rock
station in the immediate vicinity may not be
as advantageous as being the only all-jazz
station. If they don’t, you have my per-
mission to show them this column and trans-
mit to him my belief that in the long run, it
may be better to help keep a minority music
alive than to kill rock with overexposure. It
may even be less hazardous economically.
If that last point fails to convince him, 1|
don’t suppose anything will. db
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The Jazz Composers In Hollywood

It is probably eusier to get Howard
Hughes, Judge Crater and Mao Tse Tung
together for a Tupperware party than to have
Henry Mancini, Quincy Jones, Lalo Schifrin,
Benny Cuarter and Pat Williams under the
same roof, huddled around the same nicro-
phone.

Now it is not my intention to plug just one
of those composers® creations, but | must
explain that the logistics in such an under-
taking might be considered a mission impos-
sible. However, each of the above is what
they call in this business a “beautiful cat,”
and collectively they reinforce another cliche
about the more important a person is, the
“bigger” heis.

And the quintet | assembled couldn't be
more important, not when you take into ac-
count their track records: 156 major films
scored (not just two-hour flicks for the tube,
but “moom pitchas™); hundreds, literally hun-
dreds, of episodes for TV series (Mancini
alone scored 110 “Peter Gunns™ for the
mini-screen); Oscars, Emmies, Grammies —
you name them, these gentlemen have ac-
cumulated them. So | was gratified when the
first five composers | called agreed to do the
roundtable bit.
down beat: To begin with, what are the main
differences between writing for movies and
writing for TV?

Q.J.: No difference, man.

db: OK, then the article’s over. Thank you
very much gentlemen.

Q.J.: You mean the tape's been running?

dh: Of course, but | can edit out all the
obscenities.

Q.J.: Well, in that case, the main difference is
in the money. Another thing is in the inter-
ruptions. You know, writing music so they
can hang the audience in mid-air while they
stick in a commercial in the middle of some-
body getting stabbed.

L.S.: Perhaps we should touch on the sim-
ilarities as well as the differences. In both
cases you're dealing with the visual — what'’s
happening on the screen. In both cases you're
dealing with theatrics. It’s not enough simply
to be a good musician. You have to have the
instincts for theater. It’s virtually impossible
to teach this in a school, this feeling for the
visual and the dramatic. 1t's not enough to be
versed in harmony, counterpoint or orches-
tration. Those are merely the tools. There's
something more basic: the art of accom-
panying.

H.M.: There’s another difference: there's
much more heavy scoring in television than in
pictures.

P.W.: Right . . . sometimes it seems like
wall-to-wall scoring.

L.S.: Oh | don’t know about that. When it
comes to documentaries that's where you are
required to write wall-to-wall music, and you
have a chance to use compositional devices
such as development that you can’t use in a
TV series. All you can do in TV is use vari-
ations, or one of the oldest tools: endless
repetition.

H.M.: Well, you see, the producers and direc-
tors in TV don’t have as much confidence in
their own ability to hold an audience. They
feel if the action lags, the viewer can shut off
the tube. But you can’t shut off a feature if
you're in the theater.

Q.J.: That's the way it is, especially when
those one-twenties, (Q. was referring to the
120-minute movies for television) and even
some of the 90s. Every time there’s nothing
happening, he says “music.”

12 00 down beat

a
Symposium
with

BENNY CARTER
QUINGY JONES
HENRY MANGINI
LALO SCHIFRIN
PAT WILLIAMS

conducted by
Harvey Siders

db: Who says “music?”

P.W.: Well, | guess you’d call him the music
editor. Anyway. he sits there with a bulb, you
know a little bulb, and they run the picture,
and you're composer number 460 for film
number whatever-it-is, and they sit there all
day long, show after show after show, and go
“pftffft™ with the bulb and you keep hearing
that bulb go on and off. (Knowing laughter
from all)

db: Wait a minute, wait a minute. What's the
bulb?

Q.J.: It's something the music editor holds
that starts a timer to let you know what se-
quences have to be scored. It gives you the
rough timing for the music.

H.M.: And sometimes, if he falls asleep, he
accidentally hits it.

B.C.: (to Pat Williams): You're doing all the
Mary Tyler Moore Shows, right?

P.W.: Yeah. well that isn’t such a big deal.
(general laughter) Now don't get me wrong:
it's a cute show. I'm not rapping the show. It's
just that we go in and record three. four shows
at a time. | can write five or six of those a
week.

B.C.: What's the average time of the score for
one of those shows?

P.W.: Oh, | would say about 45 seconds.
(loud guffaws)

db: And that includes the main title?

L.S.: Let’s face it: a main title is very impor-
tant. If you expect to lure the guy who is in
the kitchen to his TV set, you have to do
something distinctive . That’s one of the im-
mediate differences between TV and movie

writing. In TV you have 30 seconds to estab-
lish a mood; in movies, you can take any-
where from two and one-half to six minutes.
Shaft is an example of a long main title. But
you have to be very concise in TV. It’s like
the difference between sending a cablegram
and writing a letter.

H.M.: (To Williams): Is that a half-hour show
or an hour show?

P.W.: Mary Tyler Moore? A half-hour.

HM.: Hmmm. Seems like an hour. {more
derisive laughter) But seriously, the way
tracking rules work, they want to get as much
done whether they use it or not. So they track
it with the picture, and if they decide not to
use it, they take it out and they have it for use
later. It's legal; it’s legitimate.

db: OK, you have more music in TV, but
wouldn’t you rather write for movies so you
can “stretch out’” compositionally and ac-
tually develop themes?

H.M.: You can develop themes in a two-hour
movie for television.

L.S.: But in documentaries you have more
freedom. Like Richard Rodgers' Victory At
Sea. Was that Richard Rodgers or Morton
Gould? Anyway, he wrote an entire suite for
that series. Now usually a documentary is
colder. That is, there is little opportunity to
underscore character development. However
I was able to. in two documentaries: The
Making of the President 1964 and The Rise
& Fall of the Third Reich. In that one (Rise &
Fall) | was able to take two themes and state
them simultaneously while establishing a
counterpoint of mood: Hilter and Mussolini,
plotting and sinister; Chamberlain and Dala-
dier, rather wishy-washy. And in Making of
the President | was able to write a fugue to
accompany a montage of Election Day scenes
in five parts of the country. Now how often
can you write a fugue in television — unless it
happens to be for a documentary? As for
movies, that's a different ballgame. They’re
even more stylized, more sophisticated.

db: Well what about writing for half-hour
segments?

H.M.: Well the good half-hour shows are long
gone now. Peter Gunn was a good half-hour;
so was Mr. Lucky. But Blake Edwards shot
them with film in mind, that is, with the eye of
a movie-maker. He saw things differently.
He’'d let things go for a long time in pan-
tomime. They’re afraid to death to do things
like that today. Afraid that viewers will lose
interest.

db: Let’s talk about individual work habits.
I've been over to your place, Quincy, and [’ve
seen you use that Moviola (a large but por-
table movie projector with a footage meter
and a built-in magnifier that enlarges the film
and eliminates the need for a separate screen).
Q.).: Yeah, that Moviola is big help. That’s
because | don't have the time to get to the
studio. This way, | can look at the movie as
often as [ want.

db: What about the rest of you?

H.M.: | can’t work with a Moviola. | don’t
know how to run one. (to Q) You're so techni-
cal-minded.

Q.J.: Not reaily. Richard Brooks locked me in
a room and would not let me out until |
finished writing.

L.S.: I see the movie maybe two or three
times at the studio, but after that I work
mainly from notes provided by the music edi-
tor. If I get hung up | can always go back to
the studio, but you know, it wouldn’t be a bad
idea to have a Moviola. That way you could
try something right there with a piano to see



how it would go with a certain scene.

H.M.: | look at a picture eight or nine times in
a period of about a week. then 1 don’t look at
itagain until I'm ready to record.

db: How about you, Benny? How did you
approach Buck and the Preacher?

B.C.: | was hoping you wouldn’t ask me that.
Q.J.: Tell him Benny. tell him. (In-joke type
laughter) Straight ahead, Benny.

dh: Well, let me put it this way, Benny: how
did you approach Buch and the Preacher?
(Benny Carter’s latest film score. soon to be
released)

B.C.: With a shotgun.

db: All right, there seems to be a private joke
concerning Buck and the Preacher that's leav-
ing the rest of us out.

B.C.: Well there's really nothing unusual
about it. Actually we scored most of it with-
out music.

db: Come again?

B.C.: Well, just the main title was written.
Some other things | had written we never
even played. They never even heard them.
They'd say *when we get here, let’s try this,
and they'd look at Emil Richards and they'd
say "we want this hind of sound” and so and so

db: Who's “'they?”

Q.).: Sidney Poitier and Harry Belafonte.
B.C.: It’s a hard thing to explain when it's
done that way.

H.M.: Well | understand. A lot of producers
like to get on the stand right behind you . . .
and hum. So | let them stand there and at the
right moment | take a good upbeat (swings
right elbow and simulates how he “disposes”
of humming producer). | sympathize with
you. Benny. | know what you're going
through. If you're strong. like Quincy, you
know if you can carry the ball. Then you just
go ahead and do it. Qtherwise they hang
around you like flies and it becomes a group
effort. That's rough.

L.S.: | find that there is a cross-section of
producers in the field. Some are hip to music,
like Bruce Geller. Some aren’t. Most of them
just don’t have the time to be too concerned
with the score. They're too wrapped up just
delivering the product to the network.
They're too concerned with dialogue, sound
effects, expenses. Usually, the first time they
confront the music is at the dubbing session.
And even then, their main concern is time.
The dubbing room has to be clear by
such-and-such a time because it has been
booked by some other show.

H.M.: | remember one time when | scored
Hatari —just to illustrate the opposite of this
whole scene—=1 spent about three or four
weeks writing, and | was out in the hall one
day, and Howard Hawks (the producer), very
tall, but a very gentle guy, came up to me. |
knew he wanted to say something to me, but
he didn’t quite know how to put it. Finally he
quietly asked: 'Hank, would you mind if 1
came into the recording session?” He had
respect for me. | don’t know where he got it.
He actually asked permission to come to the
recording. So | said, *Suuuuure, Howard.’
Q.).: What cracks me up is when a produc-
er—first or second time out—tells you: "This
is a very heavy picture and it needs a score
that is larger than life.” 1 /ove that. That's a
code tor 'l don’t know what [ want.” And |
remember doing a western one time when the
cat says 'There's an Indian girl in here—a
Cherokee —and she’s a nymphomaniac, a
Lesbian and a killer.” Now the chick didn't
say one word throughout the picture, but the
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producer wanted me to convey all that with
one instrument!

dh: How did you resolve that one?

Q.).: Oh 1 mumbled something about a bass
guitar that would sound weird and he went for
1.

I..S.: Of course there's a serous side to that.
It depends on the situation. When 1 did The
Fox, 1 used only ten instruments. And even
when they showed panoramic scenes, | man-
aged to convey the vastness with just two or
three instruments.

P.W.: You know, being the junior here tonight

Q.J.: Hey wait a minute, is /e the junior?
P.W.: tignoring the interruption) . . . | must
admit that film scoring has taken me a long
time to learn, much longer than | ever thought
it would. And I feel :hat I've learned more
about writing for mov:es simply by writing a
lot for television. | find that | try things in TV
that I don’t think I would tsy in a feature.

L.S.: That shouldn’t be. In feature movies you
have four to six weeks to turn out maybe 45
minutes worth of music In TV, you have a
weex to ten days to write up to 25 minutes of
music. Sa to write your own theme and do
each segment, you have to create like a facto-
ry. Of course it’s possible. | have done it, but
it’s very exhausting.

P.W.: Well you know. | feel who really cares
out there about the music on a TV episode?
But I kearn by watching the shows 1've done
and seeing if the things work.

I..S.: I'm never as subtle on TV as | am in
movies. But then again, the product given to
me 1s not subtle. You know, a heavy is a
heavy: a good guy is a good guy. There are no
shades of characterizationon TV,

H.M.: In all the time | was at Universal, and
all the pictures | did there. | never caught one
of them.

B.C.: What do you mean?

H.M.: Weli once they left the studio, no one
ever heard of them again.

Pat Williams

V7

-

Q.J).: Well I agree with Pat: you're a lot freer
on TV. It's not so permanent.

P.W.: | havent’ seen as many films as 1'd like
to. but recently we began catching up on some
of them. When you hear a good writer cutting
loose with his thing in a feature, there’s noth-
ing like it.

H.M.: Of course there’s a big difference in the
sound quality.

L.S.: The size of the screen helps, as well as
the quality of the speakers. It gives you the
feeling that the musical dimension is larger.
P.W.: Yeah. | suppose so. You never get that
feeling in TV.

Q.).: You'll get that feeling in the studio,
especially in a playback situation—you know
the way engineers turn everything up so loud.
db: How do you go about getting your assign-
ments? Is there any politicking involved?
H.M.: Well there’s an unwritten law among
certain guys and certain producers (to Q) like
your relationship with Richard Brooks, my
closeness with Blake Edwards, Pete Rugolo
with Roy Huggins. When you know about
such things, there’s enough respect among the
guys so there’s no cut-throating. Oh it’s hap-
pened. but it’s far from being the normal rou-
tine. Also, it breaks down to the various price
levels. If a producer says 'l want a $10,000
composer,” or 'l want a $5.000 composer,’
you find that some of the music casting is
done that way.

Q.).: Yeah, just like an auction: 'I'd iike a
$10.000 composer who uses maracas for sus-
pense.” They type-cast you, all right. 1 heard
one cat lay it on me . . . he said "Quincy is the
best wide-open-spaces writer there is.’

P.W.: You know, | think my agent must have
me on every one of those price lists. I'm
available as a $10,000 composer . . . $5.000
composer . . . he even has me on the list for
$300 composers. (Time out for long laughter)
db: If you know there’s going to be a sound-
track album issued from a picture you’'re scor-
ing, does it affect what you write? In other
words, do you keep one eye on the cue sheet
and the other eye on the charts?

Q.J.: | don’t see how you can. Not when
you're dealing with a visual medium. You'd
like to think you can, but you can’t separate
the two if you want to do the assignment right.
L..S.: Recording is a totally different medium.
I'm much too honest when it comes to the
needs of the film score to be concerned about
what might eventually end up in an album.

dh: Related to that, has the Easyv Rider ap-
proach of scoring hurt the business. Has it cut
into your assignments?

B.C.: | think so. to answer both your ques-
tions. When they use records instead of a
composer’s original score, that hurts.

L.S.: | really don’t see how it could hurt our
business. | think it would be ridiculous to
score a picture like Easy Rider with the tech-
niques of the Central European composers.
H.M.: That all started with Mike Nichols’
thing, The Graduate. Since then, everybody
thinks it will work for them. Now The Gradu-
ate was a great success, and it may have
worked once or twice after that, but that was
it

dbh: What's the consensus in the industry —or
at least among yourselves —on the phenome-
non of Shaft? Do the established composers
tend to put Isaac Hayes down?

B.C.: How could anyone possibly put him
down? What he’s done has been extremely
successful.

Q.).: Well | suppose you have to see the
picture to see exactly what he's done. |
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haven't seen Shaft yet. but he sure scores his
records dramatically. He thinks theatrically.
L.S.: Let me tell you something interesting
about Shaft. When we were first going over
the list of eligible pictures (Lalo is on the
board of directors of the Academy of Motion
Picture Arts and Sciences). some question
arose as to whether Isaac Hayes wrote all the
music for the score. Someone said J.J. John-
son wrote some of it. So we called J. J., and he
assured us that he just orchestrated what
Isaac wrote. Now Isaac doesn't really write
music, but he managed to score, with timings,
the whole picture with arhythm section. Then
J. J. orchestrated. So the fact that lsaac
doesn’t write doesn’t matter. He did score
Shaft, and | think it's a good effort . . .
especially that main title. It works extremely
well with the picture. He has brought some
fresh ideas from his own idiom.

db: I'm not questioning his success: | want to
know if you consider him a fine scorer like
yourselves.

H.M.: Maybe he doesn’t want to make a ca-
reer of film scoring. Right now he has a very
successful track, but he may want a couple of
shots, then go back to doing his thing. It
depends on him.

L..S.: Personally | hope he continues to score.
I feel he's going to make tremendous im-
provements and learn how to create tension

about a jazz background? Does it make any
difference to a film composer?

P.W.: Would you believe, when | came out
here, | actually felt embarrassed about my
jazz background? | figured the way to go was
the Alfred Newman-Victor Young-Franz
Waxman route. If you couldn’t do that, you
wouldn’t stand a chance out here. So | went
that way on one film—a pretty good film,
too —without really being true to the film. 1
forced that type of score in order to say. "Hey
| can write like that.’

L.S.: Those are the techniques | was referring
to earlier—the Central European style of
composition.

Q.J.: Oh | can understand that. | think we all
fell in love with this business because the
greatest guys had come through it, and they
set an unbelievable standard. It certainly
pulled me into it. So | got out of the record
business, talked to Hank, came out here, and
what did | find? Some of those cats getting
ten-million-dollar pictures like Little Big
Man, you know, a guitar player and a singer. |
was right back to what | decided to get away
from. I felt like | had bought a pumpkin farm
and they cancelled Halloween. (Laughter
nearly shatters my VU meter)

db: Almost without exception, Hank, the
composers that | have talked to credit you
with opening the door for the jazz-oriented

L.S.: That’s part of the problem that Anto-
nioni had with Zabriskie Point: bringing in,
not a cormposer for motion pictures, but other
kinds of musicians who had no feeling for the
screen. There have been so many cases in the
past when certain groups were brought in to
score a film—rock groups, jazz writers —and
you'd hear trumpets blasting away during dia-
logue, but it had nothing to do with what was
taking place on the screen. The music itself
was fantastic, great, but it failed, because it
was obtrusive. Yet these were some of the
guys I voted for in the Down Beat Poll.

H.M.: There were a few jazz-oriented things
before Gunn. Alex North used a New Or-
leans sound on Streetcar Named Desire.
Then Jerry Goldsmith, Elmer Bernstein,
Johnny Mandel did some jazz things before
Gunn. Look at Man with the Golden Arm.
But you got to remember they were movies.
Gunn was the firston TV.

P.W.: Well, what | was getting at before about
being embarrassed applies to the courses I'm
teaching in film scoring at the University of
Utah. The thing is, | don't have to feel
self-conscious any longer about what I've
gone through. Anyway, getting back to Man
With the Golden Arm, | don't feel that's really
jazz.

H.M.: That’s so-called “‘dramatic jazz.” We
used to call it "New York jazz" . . . you know

and discover other techniques. He is one like
I was telling you earlier: he has the instinct for
the dramatic.

db: Okay, next question. What have you seen
lately that you liked or disliked?

P.W.: | saw a picture the other night, The
French Connection, and for me 1 thought
Don Ellis’ score was a little rough around the
edges. Two or three cues sort of made me
nervous. One of the guys | was with said,
“T'hat was a great picture, and the music:
wow!" So | said, "What do you mean wow?'
And he said "The music was perfect.” So |
guess reaction to any score is personal.

H.M.: | didn’t see that picture. Why don't you
talk about something I've seen?

P.W.: Well | saw a picture just last night —the
new Peckinpah thing, Straw Dogs. Now there
was a score | really thought was terrific —by
Jerry Fielding. There's a guy who really knew
what the hell was going on. It was a very
difticult picture to do.

H.M.: How many times has a great picture
pulled along everything attached to it. How
many times at the Academy Awards has that
happened? .Many, many times, but it doesn't
matter, because it gets to be a totality.

P.W.: You're right. Many times I'll walk out
of a theater shaking my head about the score,
but the total picture works. And —you know,
we've talked among ourselves —that in many
cases they've juggled tracks. | guess what
counts is that final result.

db: Now, in deference to our readers, what
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composers,

B.C.: Without a doubt.

Q.J.: Hey, that reminds me. (To Mancini) Did
you hear that line on the Merv Griffin Show
the other night? | was sitting there with Little
Richard and all these crazy cats . ...

H.M.: Little Richard knows me?

Q.J.: No, but he was talking about you. |
made the statement that you opened the door
for me, and Little Richard said ‘That's right,
Mancini opened the door for all the Italians.’
H.M.: Well you know what | think about
that —not Little Richard —the jazz thing. Pe-
ter Gunn was the first time that anybody
really had a chance to write some jazz. It
could have happened to any other writer. It
almost happened to you, Benny. It got to
M-Squad about two episodes ahead of you.
You were attached to M-Squad, weren't you?
B.C.:1 was, but | didn't write the theme. They
used a Count Basie thing for that.

H.M.: Well what I'm getting at is that
M-Squad could have done it. But it just so
happened that | had a guy like Blake Edwards
who said 'go with the contemporary sound.’ |
think it was the first time they ever recorded a
walking bass on film.

P.W.: Weren't there any jazz things done pri-
or to that?

H.M.: Oh some spot things . . .

Q.J.: | remember seeing a western with the
Count Basie brass section used in the score.
Man that was funny . ..

the Leonard Bernstein school, where the
roots are on the other side of the fence. You
know, not jazz going to classical, but classical
going to jazz.

db: Well it might have had a classical con-
ception, but it still swung, right?

H.M.: Oh well, if you can’t swing a 6/8, you'd
better quit. You know with 6/8 you can start it
like a marble and it goes by itself.

db: If you do a segment for which another
composer has written the theme, are you obli-
gated to keep in the other composer’s idiom?
B.C.: | guess you have to at some point.

H.M.: It depends on your deal.

Q.J.: It depends mostly on judgement and
taste.

L.S.: When | first came to Hollywood, my
assignments involved writing music for seg-
ments and working with the themes of other
composers. Sometimes you used your own
material, but other times the producer asked
you to work in the thematic material of the
composer who wrote the pilot.

db: Did the producers ever tell the rest of you
to work in figures written by the theme com-
poser?

Q.J.: Well it you really got hung up and had to
do an episode of Dragnet, heaven forbid, you
couldn’t possibly get away from that thing it's
stuck with. The more distinctive the theme,
the more you're married to it. Like Mission:
Impossible. You couldn’t jump in there and
lay a Shaft on it. Or like some of the episodes
that Oliver Nelson has written for Ironside:




he can't get too far away from my theme,
because when you see that van, or when you
pan into that building, you got to use that
thematic material. You're developing a
long-running character and personality, plus a
group of people around him that viewers have
become accustomed to. You just can't shift
gears that quickly. There are a few places
where they need some source music (author’s
note: source music comes ostensibly from an
outside source, ¢.g., when the script calls for a
juke box, radio, phonograph, etc.), so you can
throw some of your own hot licks in there.
L.S.: You know this is why doing the pilot of a
TV series is quite challenging. Because you
are creating the format. At least you're help-
ing the rest of the team (writer, producer,
director} to establish an audio-visual
style —like Hank did with Peter Gunn. You
can’t think of Peter Gunn without his music.
db: Can you write leitmotifs in TV, or is the
luxury of a theme for each character confined
to movies?

Q.J.: Well television is a monothematic kind
of thing. You don’t have time to come up with
a theme for every little chick who pirouettes
through the screen, you know. Besides, the
cat at home has gone to get more beer. He
can’t keep up with all that. He doesn’t under-
stand it anyway.

1..S.: Oddly enough, when Mission: Impos-
sible was made into an album, | found | had
just two themes —the main title and the plot.
Now how do you do an album with just two
themes? So for the sake of the recording |
wrote leitmotifs for each character in the
show, but | never used them in the show.
H.M.: | just did a picture for Hitchcock called
Frenzy, and it’s a first for me because no two
notes, literally, repeat themselves. Every
scene is different: nothing is unified. | have a
main theme and never use it again. But it
worked. Hitchcock sat there like a Buddha
through the whole recording session and just
shook his head a few times (imitates Hitch-
cock). Have you ever done a picture like that,
Quincy?

Q.J.: Like what?

H.M.: Where no two themes repeat?

Q.J.: Not intentionally.

db: Do you score everything yourselves, or
do you sketch it out and hire an orchestrator
to fill in the rest?

P.W.: I really don’t think that matters.

Q.J).: | agree —not at this level.

P.W.: See you're being paid to compose the
music for a film. It's your responsibility to
come up with a score for that picture, and
however you get it there is your problem.
L..S.: What you're hinting at is ghost-writing,
and that's a very tricky subject. | think we
should avoid the question of ethics and stick
to the musical side of our skills here. It might
have happened in the past. but | don’t think
it's going on now. At least | can only say what
1 do—that is to write my own music. I write
directly onto the score paper: | don’t usually
have to sketch out my ideas. But if | had to
turn out, say 30 minutes of music within 7
days and | was really panicky, | could hire an
orchestrator to fill out my ideas. I once hired
an orchestrator to score some source music
for me: some big-band sounds of the
mid-1940s, for Cool Hand Luke.

H.M.: The way | space my assignments, |
have the luxury of time. So | use orches-
trators, but purely as a means of getting it
from my complete concert sketch on the big
score. And | get awfully angry when they
change anything on me. Well, not very angry.

Lato Schifrin

Sometimes I'll cast a disparaging glance.
P.W.: Another important rhing is if | use an
orchestrator, | have to pay him out of my own
pocket. The studio isn't going to provide me
with one —certainly not in television. 1've
worked with three or four different orches-
trators since 1've been out here, and they're
all tern:fic. But they do little 1hings sometimes
that | wouldn't do, or they’d voice something
differently.

Q.J.: That’s very personal, man . . . extremely
personal.

H.M.: I'd kill an orchestrator if he touched my
voicings. That's exactly the way | feel (au-
thor’s query: what became of Mancini’s ocea-
sional “disparaging glance?) Even if he
touched an interval. To me that’s too impor-
tant. You know, the orchestra is the music.
P.W.: Exactly. That's why I've gotten into
certain work habits. During the day | com-
pose...

db: And at night you de-compose? (everyone
ignores me)

P.W.: . . . and | lay out a sketch. Not an
elaborate sketch like I'd give an orchestrator.
Then at night, when | orchestrate, 1 find that
funny little things occur to me. So if | ‘eel L:ke
staying up later, at least | 've gotten the com-
position out of the way, and 1 can concentrate
on the orchestration.

L.S.: If | make sketches, | find they're so
thorough they're really miniature scores.
P.W.: Well there's something about orches-
trating your own sketch that has a certain
sense of discovery. (to Benny) Do you follow
what | mean?

B.C.: Yes, | follow, but it so happens that |
never make a sketch. | start right with the
score and proceed straight ahead right from
there.

P.W.: That's hard, man.

B.C.: | agree, and there have been instances

when | thought | was going to use an orches-
trator, and I've had orchestrators standing by,
but | couldn’t put it down. | remember one
time when (the late) Nathan Van Cleave was
going to orchestrate for me. This was a big
thing for me because | had always been a
great admirer of Van Cleave and had nothing
but beautiful memories of this man. We had
worked together for Mark Warnow on the Hit
Paradein 1942, So 1 figured this is the time
for me to learn something. He came over to
Universal and hung around for about three
hours with me and finally said, ‘Well [ have to
do something over at Paramount. Call me
when you have something.” Well 1 never had
anything. | had done it all. Then afterwards he
showed me something he was doing for Neal
Hefti. He showed me the sheets that Neal had
given him, and | said Y ou mean this is all you
need? You can orchestrate from this?" | didn't
believe it: I just didn’t believe it.
Q.J.: You know, Benny, the first time | saw a
sketch was in London.

| was getting ready for The Pawnbroker,
and | got brother Hank up one morning at the
Mayfair Hotel, and he laid out just what hap-
pens on that page. It was fantastic. You know,
when you've been with Lionel Ham-
pton —well Hank came out of the dance band
school, too, and he can tell you—man, it's 40
pounds for 40 dollars: 6-page parts for every
instrument; copy it yourself and get ten dol-
lars extra.
db:, What about the comparative size of the
orchestras?
L..S.: Well in TV you have to use a smaller
orchestra. It’s strictly a question of budget.
H.M.: Oh I don’t know about that. The trend
seems to be reversing itself. TV has larger
orchestras than movies now.
P.W.: The size of the orchestra doesn’t matter

Continued on poge 34
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Boning Up On BILL WATROUS

by Dan Morgenstern

“The important thing is to feel comtortable
and not be struggling and fighting your in-
strument, but concentrate on the music. If
you fight the instrument, the music will suffer.
When you get up to play, forget the in-
strument. It’s not there. Sing. sing a song.”

Bill Watrous said that, and he practices
what he preaches. When the brilliant young
trombonist gets up to play. he and his in-
strument seem to merge. His command and
control of the ditficult horn is astonishing. his
tone full and smooth throughout the registers.
And he tells a story —sings a song.

If you are among the millions who watch
the Dick Cavent Show, you may have seen
Watrous up there in Bobby Rosengarden’s
band (a good, steady gig but hardly a show-
case for a jazz player). It you own one of
Johnny Richards’ last (and best) albums. Aqui
S¢ Habla Espanol, you'll have noticed his
fine solos. And if you are a collector. you may
have come across two albums by Bill on the
MTA label. tn Love Again (MTA 5006) and
Love Themes For the Underground, the Es-
tablishment, and Other Subcultures Not Yet
Known (MTA S01S—and how's thar for a
title), on which he plays ballads with exquisite
taste in semi-commercial settings. Or you
may have caught him with the late Ten-Wheel
Drive.

But Watrous has not yet received the ex-
posure on records and in person he deserves,
and the best opportunities to hcar what he can
do have come in catching him around New
York, with the now defunct big bands of Bill
Berry and Al Cohn, or at impromptu sessions.
often with two good friends, saxophonist Car-
men l.eggio and drummer Maurice Mark.

This situation may soon change for the
better, for Watrous is presently involved in
rehearsing and polishing a new jazz-rock band
(for lack of a better term). Eclipse. which
should be something else.

“I'm really excited about that band.” he
says. “There is no way to label it. We use
shadings. have dynamics, and we're getting
away from the stereotyped emphasis on
hard-rock rthythm. Our concept will allow the
soloist to be heard. to stretch out without too
much interference: will allow a singer to sing
50 you can hear what he’s doing. to have the
vocals make musical as well as lyric sense.

*| think this is what people are ready for
now. We've had it all along in bands like Thad
Jones-Mel |.ewis . . . you might say we're a
scaled-down version of the Thad-Mel ap-
proach with touches of Don Ellis thrown in,
but it’s smaller, lighter, can move faster and is
a lot cheaper to maintain. There’ll be a lot of
room for soloists other than saxophones —1I'm
so tired of hearing saxes while the trombone
players are sitting in the background!”

Eclipse is a seven-piece group. and most of
its members are graduates of North Texas
State who were on Ten-Wheel Drive with
Watrous. The trumpeter is Mike l.awrence,
well remembered for his work with Joe Hen-
derson.

“Mike has written a lot of the tunes and
some of the charts. Everybody has written or
contributed something. The trombone book is
adevil!

“We all sing—everybody is versatile. We
have a new lead singer who sings musically
and in tune. Alan Gauvin is our reed player
and also plays flute: Dean Pratt is an incred-
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ible rock drummer (he was a trumpet player
on Ten-Wheel Drive, hell of a trumpet play-
er). Angelo Patata is a really hot guitar player:
he’ll bridge the gap between rock audiences.
who'll say he's a rock player, and jazz au-
diences, who’ll say he plays jazz. Tom Ma-
lone plays trombone.”

The group is working on a master tape for
album purposes. but not hastily — Watrous
wants to be sure it does Eclipse justice. Re-
hearsals are proceeding at full steam, and
when it's ready “the kids who are involved in
what's going on will really snap to . . . espe-
cially the kids playing horns in the school.”
Watrous predicts.

William Russell Watrous can blow up a
storm, so it might be considered appropriate
that he was born, on June 8. 1939, during one
of the worst thunderstorms ever to hit Mid-
dletown, Conn., an area noted for storm activ-
itiy.

Fellow trombonists Buddy Morrow and
Wayne Andre come trom that area. and clari-
netist Gus Bivonais tfrom Bill's hometown.

“He used to play with my dad, who is a hell
of a musician—a trombone player. He played
with all the hot dance bands of the day: Henry
Thiess. Irving Aaronson’s Commanders, Joe
Herbert's Broadway Rebels—he even
worked with Paul Whiteman for a stint.

“For a while, his roommate was a trombone
player named George Troupe. He was
Troupe’s understudy: he taught him all about
non-pressure control playing and utilization of
the overtone series —in other words, using all
of the overtone series as notes, not just over-
tones. When those guys played, it sounded
casy ... [ remember as a kid watching my dad
practice. He used to just stand there: there'd
be no waste motion, the music would just roll
out of the horn. All my life |'ve felt that’s the
way it should be. Especially the trombone.
1t's hard to play that damn thing.”

(Troupe, something of a legend among the
Eddie Condon crowd. died many years ago.
Not well represented on records, he was ac-
claimed by all who heard him.)

Watrous® father was not taken by the idea
of his son following in his footsteps (**He kept
saying "My son isn’t going to be a trombone
player.” ™) but when the lad was presented
with a trombone at the age of 6 by a veteran
returned from Japan. he did get some very
special private tuition.

He played in his high school marching and
dance bands and took harmony and music
theory courses. *'We had a good teacher. Dick
Benvenuti. a piano player who'd written some
arrangements for Frankie Carle. We had a
first trumpet who could play Cherry Pink and
Apple Blossom White, and 1'd say that at the
time we had as good a high school dance band
as there was around. The only one that rivaled
it was the Farmingdale band.™

Watrous was not yet sure he wanted to
become a professional musician. What helped
decide the matter was a four-year stint in the
Navy. The service music system. he feels,
leaves much to be desired: it was extra-
curricular musical activity that did it.

*1 got out to Cahfornia and began playing
with some really good musicians. We had a

group that played in San Diego consisting of

Don Sleet, Gary LeFevre, Mike Wofford. a
kid named Jerry Shepp. a bass player now
with Elvis Presley making a lot of bread and
doing a lot of stuft, and Stan Bronstein, who is
now the lead singer and saxophone player in a
group called Elephant’s Memory.

“We all lived in one room. We slept on the

floor, and there was a bottle of Burgundy wine
and a jar of peanut butter. Sometimes some-
body would boil up some rice —that was the
way we lived. As soon as we were off duty,
the horns would go in the car, and we'd zip
right over to the place and lie down. When we
got ourselves together, we'd work on some
tunes —mostly bebop. Every bebop tune
known to mankind. We'd peruse every record
we could get. We met Joe Albany out there.

“It was invaluable experience, and the band
was pretty frightening. We weren't even in the
union. Called ourselves the Four-Plus-One
and all wore corduroy suits with vests inside.
We worked trom 7 p.m. to 3 a.m. Wednesday
through Saturday for $60. From 3 to 6, we'd
all jump in my car and head for Tijuana where
we'd play at the Forum Club. We met Betty
Roche there. and we still keep in touch and do
some things together once in a while. Those
were great days' There was a good atmos-
phere then.”

Since Watrous wanted to stay in San Diego,
the Navy transferred him to New York. *“All
the things 1'd heard made it the last place 1
wanted to go,”” Watrous recalls, but though
the scene was a very different one. he soon
found places to play.

*l started to sit in at Greenwich Village
Dixieland clubs. At the Riviera, there was a
fine piano player, Eddie Wilcox. A drummer,
Al Bandini, was the leader, and various
people would drop by. Johnny Windhurst and
Jack Fein. trumpet plavers: Kenny Davern,
Bobby Pratt, Ruby Braff, lots of people.™

A fellow trombonist (coincidentally also
from Connecticut) then making the same
rounds was Roswell Rudd. They often jam-
med together (*'] wish | had tapes of some of
those sessions —Roswell and 1 were rubbing
on each other so much. if you closed your
eyes you wouldn’t know which one was play-
ing.””) and both also studied harmony with
pianist-composer Herbie Nichols. Like all
who really knew the man, Watrous considers
Nichols something of a genius. He still trea-
sures his records.

Watrous refused an offer to re-enlist and
teach at the Navy School of Music, and en-
tered the highly competitive New York music
scene in earnest. There were good times and
bad.

| practically had to come in with a bludg-
eon and pick axe to get some action,” he
recalls. 1 made a lot of rehearsal bands and
never played a note of solo. because it was
seen to that | didn’t get a break. You can sit in
wherever you want, but chances are you
won’t get any work unless somebody needs
you. It's not that old wait-your-turn folklore.
It all points up that |'ve been very lucky. |
have no complaints now, especially when 1
think of all those cornmeal pancakes with no
egps.”

There was work with Billy Butterfield’s
small band. ™A pretty good band, with Charlie
Harmon. one of the most underrated players
I've worked with, on tenor and clarinet. Billy
is just a magnificent musician and 1've always
loved him and the warmth he exudes.™

But his most important job was with Kai
Winding. then leading a four trombones-
plus-rhythm group.

*I had begun to lose confidence and went to
a rehearsal because my wife shamed me into
it—1'd been sounding off about how 1 could
get a job with Kai anytime | wanted, so she
said, *O.K.. call him now.’

1 went to the rehearsal. and the first thing
they played was something 1 knew from a




record. Then he gave me something to play
that [ couldn’t read, and 1 really messed it up.
But Kai gave me the job anyway.

**He’s a hell of a player and a hell of a man.
Just about every young trombone player went
through that group during that relationship,
which lasted almost five years. At first, |
didn't have any clothes to wear, so Kai would
give me his old suits. (I've come full
circle — 1'm back to dungarees now.)

*This was what more or less established me
around town, especially after Kai stopped
touring and just gigged here and there and
made an occasional record date.

*“} had a chance to work with Quincy
Jones —he had a great band. We did a week at
the Apollo, backing Billy Eckstine, then
Quincy took off for the coast and that was
that. The next important gig was with Johnny
Richards, God rest his soul. He tried so hard,
and what’s more, he had the power to con-
vince the guys in the band that they could rise
up and play his music. You gave that man all
the respect he deserved. 1t was sad the way he
went out—if he could have gotten medical
treatment earlier, he might stil be with us
today. Yeah, that was a wild loud sound in
that band, but the writing still gave you the
possibility to be comfortable.

“I don’t know why I keep dwelling on
comfort, but the ability to be comfortable is a
very big part of my life. 1 like to feel comfort-
able up there. Music is suppeosed to be a labor
of love, and love and pain don't go together."’

After that came a month or so with Woody
Herman at the Riverboat in New York. in-
cluding a record date. ““l had always wanted
to play with Woody's feeling . . . to this day I
feel a need to play with the band if it would be
as much fun as it was that time. 1'd do it

tomorrow if 1 could slip out of
town.”

Watrous didn’'t go out with Woody then,
because he was just getting established on the
New York studio scene —as every musician
well knows, if you leave town. there are
plenty of people waiting to take your place.

Studio work, he says, is basically *“‘the abili-

ty to do it over and over again the same way.
[t’s tricky. to say the least—not like being out
on a job, wailing, having fun, and if you do it
different, great. That’s what jazz is all about.
But it is possible to do both, and it's impor-
tant.”

Watrous did a stint in Mort Lindsay's band
on the Merv Griffin Show when it was still
originating from New York. “It was a small
band, three brass, and we had to interpret the
music as it came to us—we'd get arrange-
ments for eight brass and we had to make do
with what we had. Bill Berry and Danny
Stiles were just incredible. When Danny plays
lead, there's never any question as to where
the time is going to be.”

Though this was good experience, Watrous
finds working on the Cavett show entirely
different and much more relaxed.

**Bobby Rosengarden is a prince. He han-
dles that show just like the pro he is. There's
never any tension. We usually know ahead of
time what we’ll do. and if it has to be changed
at the last minute, everybody gets the signal,
and no problem.

*‘We have two great bass men, George Du-
vivier and Milt Hinton —who could chose be-
tween them? We have Joe Wilder, Virgil
Jones, and Eddie Diamond, who fills the late
Irving Horowitz’s chair. And 1 sit next to
Charlie Small—that’s like going to school.
He's probably the most perfect trombonist
I've ever heard. He never misses. He refuses
to play jazz: he says he’s too old and should
have started when he was a kid. But he's
incredible —he can play a ballad like my dad
plays ballads: he would play in church at
Christmas and make you cry.”

That thought brought up some of Watrous’
feelings about his instrument, its potentials
and its role.

*“The trombone can be such a beau-
tiful-sounding instrument. Unfortunately, in
too many situations the trombone is picked
for clumsy and awkward-sounding roles. and
people hear that and say, ‘Oh. so that's a
trombone.’

**Of course, there are a lot of people who can

SY JOHNSON

and do play music on the horn. Carl Fontana
is like that—there's a cat who can play the
melody and also fly all over the horn and
make sense. If [ were forced to choose an
all-time favorite, it would be Vic Dickenson. 1
love him. Jimmy Cleveland. too. And I've
heard Kai Winding when he's come up to
incredible heights.

“When | was with him—you know how
young kids are —we'd push the old man some-
times, gang up on him when he was tired and
talk about it afterwards. Evil young cats.
Then, the next night or a few nights later,
when we were playing a concert and it really
mattered, boy. how he would turn around.
There'd be no hope: all you could do was
stand back in wonderment. Kai, when forced
against the wall, is a terrifying trombone play-
er. He can play as high and as fast and as
ferocious as anybody. ['m glad he's doing a lot
of playing again.

“Phil Wilson is another of my favorites:
personally, too. ['ve known him a long time.
He pitched against my team in high school,
and [ think [ once hit a home run off him. He
loves teaching and working with kids. and 1
envy him for that,

“I'm trying to develop more rapport with
students of the trombone. You can learn the
technical end of playing. |1 know literally hun-
dreds of people who can play as much trom-
bone as anyone you've heard, but when it
comes down to being put on the spot and
having to improvise and contribute something
of your own, then the great technical wizards
shrink away.

*1 think it’s environment more than any-
thing . . . when you're brought up around
people who are playing jazz. The colleges are
turning out some real devils; they're coming
out of the walls in groups of 12 and they are
bitches. But there isn't enough work, so they
leave again in groups of |1 1 —one of the 12 will
stay.”

Watrous would like to ““do some concerts
with Eclipse in schools, and have a seminar
afterwards. I'd emphasize the importance of
really getting together instead of working
against each other and allowing individual
egos to dominate. Ego is important, but not to
the point that the music has to suffer. Yes, t’d
like to teach—but I'd want to play first and
then talk.”

One of the things Watrous would no doubt
talk about is his theory of comfort and relaxa-
tion while playing, and one of the things he'd
undoubtedly be asked about is his amazing
range, and the control he has in the upper
ranges of the horn. In any case, | asked him.

*“It takes concentration and relaxation,’ he
answered, “‘and it also takes being in shape. 1
recommend that any brass player who wants
to be more than just mediocre should pay
attention to keeping his body in shape. At
least do situps — your stomach muscles con-
trol that airstream and you've got to have it,
‘cause when you get up there, you've got to
make it sound good, and if the airstream lets
you down, you won't—not around high D or
E-flat. Part of it is not using so much air when
you start to play. George Troupe was good at
that.

**People think a brass instrument has to be
harsh, percussive, bugle-istic. 1t doesn’t have
to be that. It is capable of playing a long line,
capable of doing things that a guitar can do,
that a flute can do.”

In the comfortable hands of Bill Watrous, it
certainly is capable of all that, and then some.

e
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GARY BARTZ

HARLEM BUSH MUSIC —Milestone MSP 9031:
Rise; People Dance; Du (Rain); Drinking Song;
Taifa; Parted; The Warrior's Song.

Personnel: Bartz, soprano&alto sax, vocal;
Junie Booth, acoustic&electric bass; Harold
White, drums; Nat Bettis, percussion; Andy Bey,
vocal.

Rating: % % %%

An album like this brings out all the ambi-
guities in me. On the one hand, it's very good
music. In fact, it's excellent “*walking the bar™
music. And | could listen to that all night long,
and most of the day. The rhythm is strict,
mostly duple, but with Bettis, White and
Booth it is very flowing and continuous.
Booth is especially impressive. He gives body
to the whole album; tones bounce off his bass
and ring in your ears. The development the
double bass has made in African-American
music since Paul Chambers, one of its first
revolutionary players, is unbelievable. Booth
is beautifully carrying this tradition, along
with many others.

Bartz is one of just a few very fine alto
players around. Growing up in Baltimore, he
must have heard a lot of “good old down
home” sax players, especially the ones that
play in the countryside bars of southern
Maryland. There is a tremendous human
quality to his sound: | would imagine he lis-
tened to Jackie McLean quite a bit toco. He
spans many traditions, sometimes bop, then
hard-bop, and, too infrequently, free.

Warrior's Song is the most free of the
tracks and it is here that Bartz plays the
strongest. He certainly has mastered the alto
and his long series of minor 9th chords (with
the third left out) at the beginning and end of
this piece where he changes keys and regis-
ters at will is a stunning example of his facil-
itiy. I think, however, he relies on harmonic
material too heavily at times when he
shouldn’t. This track communicates messages
by El Haji Malik Shabazz (Malcolm X) and
John Coltrane.

People Dance is a delightful track. When |
hear it | can see the “night people™ at 116th
and Lenox Ave. “gettin’ down" to the music
blasting from the bars and restaurants, in 20
degree weather. It swings from the first note
to the last. Booth’s “earth” meter is like a
strong heart beat. This is the best example of
good struttin® music 1've heard in ages. It's a
blues with Bartz sometimes playing outside
the harmonic structure knowing that his ac-
companiment will keep everything straight.
Bey's words of encouragement and the hand
clapping fit in just right.

Bartz plays soprano on D« and Drinking
*Song. I've heard him play it much more effec-
tively on other occasions. His tone is very
thin and. after hearing Trane and Pharoah
Sanders lately, I'm a little spoiled. Also, it is
sometimes hard to distinguish between his
alto and soprano playing. This is especially

18 [0 down beat

Records are reviewed by Chris Albertson, Mike Bourne, Bill Cole, Alan Heineman, Wayne Jones,
Larry Kart, Joe H. Kiee, Michael Levin, John Litweiler, Terry Martin, John McDonough, Dan
Morgenstern, Don Neisen, Bob Porter, Doug Ramsey, Larry Ridley, Harvey Siders, Will Smith,

Jim Szantor, and Pete Welding.

Ratings are: % % % % % excellent, % % % % very good, % % % good, % % fair, % poor.

Most recordings reviewed are available for purchase through the down beat/RECORD CLUB.
(For membership information see details elsewhere in this issue or write to
down beat/RECORD CLUB, 222 W. Adams, Chicago, IL 80606)

true on Taifa where | believe he's playing alto
but the sound is very close. | would think that
if someone wanted to pick up a different in-
strument he wouldn't want it to sound the
same as his first instrument. This may be one
of the first negative feelings | have about this
album.

On the other hand, | don't really care for
Bey's singing. His voice is too rhapsodic and
these are not rhapsodic times. Rise and Taifa
are two splendid tracks but Parted, where
Bartz reads the poem by Paul Laurence Dun-
bar, is not convincing at all. Bartz should
leave poetry reading to poets. The final criti-
cism is that it is not fresh, new music. Every-
thing played has been played before. It's just a
new rendition of an old tradition. But it is an
excellent rendition and, if hard-bop and
neo-hard-bop is your cup of tea, this is it.

—cole

BOBBY HACKETT

LIVE AT THE ROOSEVELT GRILL WITH VIC
DICKENSON —Chiaroscuro CR105: Swing That
Music; Meditation; All My Love; It's So Peaceful
in the Country,; Sugar; Struttin® With Some Bar-
becue; Undecided,; Alone; Constantly; You're
Gonna Hear From Me; Margie.

Personnel: Hackett, trumpet; Dickenson, trom-
bone, vocal; Dave McKenna, piano; Jack Les-
berg, bass; Cliff Leeman, drums; Eddie Condon,
emcee.

Rating: % %% % %

The cream of ten nights of music taped
during an engagement in the spring of 1970,
this album captures a memorable partnership
at its best. It is far superior to the Hack-
ett-Dickenson LP made in the studio and
issued on Project 3.

The two hornmen complement each other
ideally, and for once they were supported by a
first-class rhythm section. The music seems
almost effortless, so relaxed is its flow, but
that ease is the result of Hackett's and Dick-
enson’s absolute mastery of their instruments
and the special, personal musical language
each has created for himself. For the ultimate
collaboration in this kind of swinging, check
out Undecided’s ensemble passages.

The program offers a stimulating variety of
tempos and tunes, the latter ranging from
familiar classics to seldom-heard gems like
Alec Wilder's Peaceful, and there are a
couple of fine Dickenson originals.

These include a definitive version of Con-
stantly and the moving Alone, but the trom-
bonist outdoes himself on Andre Previn's
You're Gonna Hear From Me, certainly one
of the most compelling samples of his genius
on record. A fourth Dickenson feature, the
Jaunty All My Love, is also splendid. Hack-
ett’s masterpiece here is Peaceful, but every
time he picks up his horn he creates beautiful
music, purity of sound matched by purity of
soul. His Meditation, despite the fact that the
bossa nova is not this rhythm section’s forte,

is a lesson in how to handle a melody.

Both Bobby and Vic were inspired by and
loved Louis Armstrong; they didn't have to
wait for him to die in order to pay tribute.
There are three salutes to Satchmo here: his
own Swing That Music and Barbecue, and
Vic's vocal on Sugar, a humorous take-off the
subject would have enjoyed (the assistant vo-
calist is either Hackett or Eddie Condon).

Dave McKenna, a pianist to whom the
shopworn "underrated" truly applies, is mas-
terful in support and impressive in solo, re-
minding us that it's far too long since he was
last heard from on records. He has a touch
and mind all his own.

Jack Lesberg's swinging, full-toned bass
and Cliff Leeman in top form round out a
happy band making love to the music. There
may be some who feel that music, to be rele-
vant (whatever that may mean), must per-
force reflect the times, and proclaim that since
the times are tough, the music must follow
suit. A peculiar theory of esthetics, that. If
you subscribe to it, this record is not for you.
But if you consider the creation of beauty an
end that transcends the moment, pick up on
this timeless message, all generous 54 minutes
and 11 seconds of it. — morgenstern

STAN KENTON

LIVE AT BRIGHAM YOUNG UNIVER-
SITY —Creative World ST 1039: Sides 184: Ma-
laga,; Theme From Love Story; Kaleidoscope; Ma-
cumba Suite (Twilight in the Favelas; Procession
to the Terreira; Omulu; Cumprimento). Sides
2&3: A Step Beyond; What Are You Doing the
Rest of Your Life?; April Fool; Hank's Opener;
Rhapsody in Blue.

Personnel: Mike Vax, Gary Pack, Joe Marcin-
kiewicz, Jay Saunders, Dennis Noday, trumpets;
Dick Shearer, Fred Carter, Mike Jamieson, Mike
Wallace, Graham Ellis, trombones; Quin Davis,
Richard Torres, Kim Frizell, Willie Maiden, Chuck
Carter, reeds; Kenton, piano; Gary Todd, bass;
John Von Ohlen, drums; Ramon Lopez, Latin
percussion.

Rating: % % % % %/ %k W ok

This is Kenton’s second double-album re-
lease (not counting reissues) on his Creative
World label. It is absolutely top notch and
much more varied in fare and polished in
performance than the prior At Redlands U niv.
LP.

The band has grown and with a relatively
stable personnel situation, the ever-constant
flow of new material has been not only
well-digested but refined to a rare degree.

A note about the ratings: Sides one and four
get the five. Sides two and three are also
very good but the material (mainly Hank
Levy's The Opener and One Step Beyond;
Ken Hanna's Bogota) somewhat less com-
pelling. Rhapsody, featuring Carter and Rest
of Your Life, featuring altoist Davis, account
for most of the rating on those sides.

Though not as lively as most of the Red-
lands P, the ensemble work here is, for the




most part, incredible. The brass are most im-
proved and lead trumpeter Vax is outstanding
in execution it a bit stift in conception. This
was a one-night concert. no retakes —making
the precision all the more remarkable.

The ensemble cohesion, though, is the big-
gest improvement. The sections are listening
to and blending with each other. and the
mighty rhythm section. paced by stalwart
drummer Von Ohlen, is stronger than ever
and the horns and the rhythm section have
been welded much closer together.

On Bill Holman's Malaga, Von Ohlen’s
amazing drum energy nearly steals the show.
But very much in the picture is Richard Tor-
res. who distinguishes himself with a very
lucid solo. He just might be the heaviest tenor
to arrive via a big band context since Sa!
Nistico. Trumpeter Noday contributes a
strong solo—one of the tastiest and most
well-directed high-note excursions yet heard.

Macumba is an unusual work—an am-
bitious and evocative suite by longtime Kent-
on contributor/confidant Hanna. It's
good —there's excitement and some of the
freest Kenton yet heard —but | dug the more
restrained and melodic moments best. This is
Johnny Richards country, so to speak —and
the residency requirements are quite high.
Though the band is extra fine here, cutting
this complex work with sensitivity and apl-
omb, | found about two-thirds of Macumba
tedious and/or contrived. | alternately like it
and dislike it.

Hanna hits the bullseye. though, with Resr
of Your Life, which shifts from ballad tempo
to a surging, romping trampoline base for

Davis’ inspired alto solo—perhaps his best
yet on record. Kenton's piano, long over-
looked (how about that solo album?), is to the
fore here. He has a delightful touch and seems
to cradle the melody in his hands while sifting
and probing for the ultimate nuances. Nicely
done, Stanley!

My favorite composition is Maiden’s clev-
er, complex yet swinging Raleidoscope—a
well-integrated piece — the work of a true mas-
ter. Trumpeter Pack a since-departed but
very talented jazz soloist. gets off a deft solo
here. Maiden’s I'ool, an expanded revisiting
of a chart written for the old Maynard Fergu-
son sextet. is lovely and graceful and offers
some of the author’s airy, wistful baritone, of
which more should be heard. Maiden is also
responsible for the moving Love Story.

Carter’s solo showcase on Rhapsody
(scored by Bill Holman) is a virtual textbook
of virile, imaginative, yet tender baritone bal-
lad playing —a demanding art. With beautiful
sound and no wasted motion, he authors to
my ears the best such playing since Gerry
Mulligan’s solo on Manoir de Mes Reves
(Django’s Castley trom The Concert Jazz
Band 1P of 1960.

This, then, is the imprint of a very together
band at one of its peak periods. The “com-
patible quadriphonic’ recording is su-
perb—pure and direct. And Creative World.
incidentally, is not your ordinary garden vari-
ety mail order schtick. All of the releases thus
far (reissues included) have been very well
recorded, functionally packaged and all per-
tinent date are included. —xzantor

RAMSEY LEWIS

INSIDE RAMSEY LEWIS—Cadet 2CA 60018:
China Gate; Do What You Wanna; I'll Wait For
You; Uhuru; Memphis in June; Struttin’ Lightly;
Sweet Rain; Hold It Right There; Ode; Every-
body’s Talkin'; Opus #5; Spanish Grease; Cry
Baby Cry; Mi Compassion; Good Night; Function
at the Junction; The More | See You; Lady Ma-
donna; How Beautiful Is Spring, Since You've
Been Gone.

Personnel: Lewis, piano; others unidentified.

Rating: see below
Everyone old enough to read down beat
knows Ramsey Lewis. He is a soul in-
stitution. However, his style has changed

-
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little since the time when he called his trio
The Gentiemen of Swing. and reviewing his
records usually becomes an exercise in repeti-
tion. One merely assigns each piece of work
to one of his three or four standard bags. If
you like slick, polished. funky piano. Ramsey
Lewis is The Man and %or %%
or % % X doesn’t matter.

I can’t think of many people who will be
happy with the 2-record set at hand. There are
no credits of any sort and no indication that
this material (from 1966-69 for the most part)
has all been issued in other albums. Whether
you like Ramsey or not, he deserves better
treatment than that. —porter
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MAINSTREAM
...and all that JAZZ
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Sarah Vaughan/A Time In My Life/MRL
340/ Featuring Sweet Gingerbread Man, Im-
agine, Inner City Blues, If Not For You, On
Thinking It Over and more.

iapetus

Hadley Caliman/lapetus/MRL 342/
(tenor sax and flute) Featuring Woody Theus,
James Leary, Todd Cochran, Victor Pantoja,
Luis Gasca, and Hungria Garcia.

Harold Land/Choma (Burn)/MRL 344/
(tenor sax). Featuring Reggie Johnson, Bill
Henderson, Bobby Hutcherson, Harold Land,
Jr., Woody Theus and Ndugu.

Charles Williams/Trees and Grass and
Things/MRL 345/ (alto sax). Featuring David
‘Bubba’ Brooks, William Curtis, Cornell Du-
;Jaree, Jimmy Lewis, Don Pullen and Montego
oe.

Available on Ampex tapes
Write tor tree catalogue: Dept. D
Mainstream Records, iInc.,
1700 B'way, N.Y., N.Y. 10019

MAINSTREAM

==

ARED LION PRODUCTION
the jazz place to be
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JAMES MOODY

EVERYTHING YOU'VE ALWAYS WANTED TO
KNOW ABOUT SAX (AND FLUTE)-Cadet 2CA
60010: Last Train from Overbrook; Zanzibar, I've
Grown Accustomed To Her Face; Bloozey; Tico
Tico; Malice Toward None; Ole; Don't Worry
About Me,; Somerset; Stella by Starlight; The Jazz
Twist, Woody'n You; Boo's Tune; Moody's Mood
for Cha Cha; Brother Yusef; Darben The Redd
Foxx; Dorothee; Breakin' The Blues; It Might As
Well Be Spring; Great Day.

Personnel: Moody, alto&tenor saxes, flute;
eight different groups ranging from large orches-
tras to quartets. Arrangements by Johnny Pate,
Torrie Zito and Tom Mcintosh.

Rating: % % % %1%

James Moody is a real improviser. While
most players have stock devices to use when
inspiration flags, it is rarely one hears Moody
resort to that kind of thing. You simply don’t
hear anything second-rate from him. He is
equally good on each of his three horns and he
approaches each differently, all the while re-
taining the Moody qualities of sound. swing
and soul.

This anthology represents the years
1956-1963 and contains material from eight of
the ten albums Moody recorded for
Argo/Cadet. Of the 20 tracks. 18 have been
out before: there are no alternates. However,
there are two unissued tracks (Bloozey and
Cha Cha). To get these two new tracks. the
Moody collector must buy a two-record set.

The notes are frivolous, listing neither
recording dates nor full personnel. It would be
nice to report that the new material is great,
but unfortunately it is inferior to the other
tracks. Selection in albums of this nature is
always open to question and the inclusion of,
say. Paahoud and Out of Nowhere rather
than the new material would have gained back
that extra half star.

There is no question that the music here is
outstanding. The arrangements are very good;
the charts haven't dated a bit. Itis nice to hear
the original Overbrook (isn’t it actually a com-
bination of Oh Well and Bluebird?) again. The
orchestral version of Maliceis used instead of
the small-band one.

The sound is very good, a vast improve-
ment over the original Argo mastering. This
set is recommended to those not yet familiar
with Moody. Those who know and dig him
probably already have all ten of the albums it
is culled from. — porter

LAURA NYRO

GONNA TAKE A MIRACLE —Columbia KC
30987: | Met Him on A Sunday; The Bells; Monkey
Time: Dancing In The Street; Desiree; You Really
Got A Hold On Me; Spanish Harlem; Jimmy
Mack,; Wind; No Where To Run; Gonna Take a
Miracle.

Personnel: Nyro, piano, vocal; Lenny Pakula,
organ; Roland Chambers, Norman Harris, gui-
tars; Ronnie Baker, bass; Jim Helmer, Larry
Washington, Nydia Mata, Vince Montana, per-
cussion; Don Renaldo’s strings; Sam Reed's
horns; Labelle, vocal.

Rating: % % % &k 12

l.aura Nyro is my Christmas treat. Re-
leased in mid-December, this LP is her best
since Eli and the 13th Confession and almost
as good.

What it is is several r&b classics updated
and yet nonetheless true to the source. Aided
by the Labelle Trio and evocative charts, the
original spirit—the snappy rhythm, the sheer
vocal prowess —is all recreated, not simply
nostalgically reproduced.

Actually. the 1.P seems a testament of in-

fluence. Most of the multiple-harmony Nyro
offers in her own songs is directly related to
the complex vocal ensembles of r&b. Like-
wise, the dramatic energy of her composing is
evident in the passion of ballads like The Bells
and Desiree. And ditto the rhythmic colors,
likely derived from the urging dance-directed
soul beats, like Time.

Allin all, the record is enchanting, and over
too quick —rich pleasure in so little time, like
some tasty morning dream between blasts of
the alarm (i.e. Grand Funk) Each piece is a
special joy in itself.

Met Him offers traditional cappella at first,
complete with hand claps and scatting
(doo-ron-day-ron-day-oo). Spanish is the best
recotding ever of that song: lyrical and lovely.
Time (the first r&b record | ever dug) gets off
very sharp. then rocks into Srreet.

Wind becomes the title musically with airy
voices over typically subtle Nyro piano.
Mack and No Where both swing like only
good r&b could. The title song concludes with
purest soul.

Miracle is authentic rhythm&blues, better
than any contemporary r&b recorded in all of
1971 —and is even produced by classic r&b
writers Gamble & Huff. It is well worth wait-
ing a year to experience another such musical
wonder by Laura Nyro. —bourne

BILLY PRESTON

| WROTE A SIMPLE SONG-—A&M SP 3507:
Should've Known Better; | Wrote A Simple Song;
John Henry; Without A Song;, The Bus;
Quta-Space; The Looner Tune; You Done Got
Older; Swing Down Chariot; God Is Great; My
Country 'Tis Of Thee.

Personnel: Preston, vocal, keyboards; Charles
Garnette, trumpet; Rocky Peoples, tenor sax;
George Harrison, lead guitar; David T. Walker,
guitar; Manuel Kellough, drums; King Errison,
conga; 10-voice choir under direction of Joseph
A. Greene; string and horn arrangements by
Quincy Jones.

Rating: % % % % 1>

It's coming together. This is one of the
heaviest soul-gospel-pop-r&b-rock records of
the year. Sorry about that description but you
have to hear it that way.

Preston has all the credentials. I first heard
him nine years ago playing blues piano behind
Jimmy Witherspoon. At 14, he had a com-
mand of the blues that rivaled Memphis Slim,
Sam Price or Jay McShann. From there came
an association with Sam Cooke and his first
album of gospel material. Later came Shindig
and his association with the Beatles. Last year
he was in charge of keyboards for Aretha's
Fillmore West bash.

The album to hand is a mixed bag with
Preston stretching out in several directions.
The instrumental Quta is not very successful
and Without owes too much to Ray Charles.
You Done has an unfortunate lyric. John
Henry (not the p.d. tune) and Should've are
hard-driving soul tunes. While there is nothing
of great interest here, it is as good as most
contemporary music.

The remaining six tracks are screaming to
be heard. Two of them (/! Wrote and Looner)
are exercises in the technical bravura of
recording industry practice while the latter is
a quiet piece of contemporary philosophy.
There is a definite affinity here with the type
of thing the Beatles of Yellow Submarine vin-
tage were into.

The Bus is deeper. It is a political track, yet
it bristles with hope (hear the channel) and
optimism on the surface while intimating im-
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optional TEAC AX-20 Mixdown Panel to dub from
your four-channel to a two- channel stereo or even a
monaural tape demo. The AX-20 also mixes-down
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And there’s lots more the TCA-43 can do to give
your group a new sound. That’s why it’s find-
ing its way into a lot of recording studios,
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But why wax nostalgic? What
really counts is the way it’s
catching on among professional
groups in the here-and-now. Ard
you're going to be hearing a lot
more about it as the fifth member
of a lot of Moresome Foursomes.
Never a fifth wheel, though...

Not when you consider what its
built-in multi-track Simul-Sync”
System does for creative recording
sessions. To begin with, you've got
four separate tracks to record on.
So you can lay down individual
instruments or sections on each
track in perfect synchronization.
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vocals on track 4. You can play
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the sound mix by the independent
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pending doom in its underlying or secondary
message.

The final three tracks are gospel items, and
if Preston doesn’t create the sanctified frenzy
of Rev. James Cleveland. he doesn’t miss by
much. I think he is best on this type of mate-
rial and the choir adds an important touch. My
Country is unbelievable! From this treatment,
you'd think it was written by James Weldon
Johnson.

Preston also produced the album which has
excellent, balanced sound. However. Preston
might take some of the advice he offers in the
title tune — at times, things seem overloaded.

Quiet as it's hept, there is a new musical
mainstream being forged right now. You can
hear it in groups like the Detroit Emeralds
and in musicians like leon Spencer and
Shuggic Otis. Preston, if he continues his
development, will lead the way. — porter

MONGO SANTAMARIA

MONGO AT MONTREUX—Atlantic SD 1593
Come Candela, Climax; Disappear; Marty's Tune;
Soleil; Conversation in Drums; | Wanna Know;
Watermelon Man. Cloud Nine.

Personnel: Ray Maldonado, trumpet; Carter
Jefferson, tenor sax. flute; Roger Glenn, flute
vibes; Eddie Martinez, piano; Edward Rivera,
electric bass; Steve Berrios, drums, timbales; Ar-
mando Peraza, conga, bongos; Santamaria, con-
ga. Arrangements by Marty Sheller.

Rating: % % %>

Mongo leads a solid crew and his music has
been updated somewhat in the last few years
to include some contemporary developments.
Rhythmically this is a great band.

Latin music. which this is for the most part,
has never been very interesting from a melod-
ic standpoint and the selections here are not
very strong excepting Climax, | Wanna (by
Hubert Laws) and Cloud.

Maldonado is an outstanding soloist (hear
Climax) but the others don’t measure up.
Despite the enthusiastic audience response
there is better Mongo available. — porter

old wine=-
new bottles

People who like to prowl in record
stores —especially the big supermarkets of
sound or the better specialty shops in the
interesting neighborhoods —have surely no-
ticed the mounting influx of foreign labels
containing American music.

‘The quality and variety of these imports
prevent detailed analysis, but the efforts of
American distributors such as Peter’s Inter-
national and others deserve attention. Here is
a roundup of some current items — good, bad
and indifferent.

Django Reinhardt, Djangologie (1938-39),
Vol. 8, Pathe C 054-16008

L. 8.8 87

This is part of an 18-volume series that has
put back into circulation the major portion of
Reinhardt’s recorded work. Done with care-
ful attention to discographical data and in
chronological order. there is consistently su-
perb Django throughout, though he is often
trapped in mediocre ensembles. There is great
unevenness surrounding such individual mas-
terpieces as Crazy Rhyvthm with Coleman

Hawkins and Benny Carter, already on
American Prestige (as are several of the other
high spots of this series).

| single out Vol. 8, however, on the consid-
erable strength of five sides the guitarist made
with Rex Stewart and Barney Bigard. Stew-
art’s playing. especially. is so completely sat-
isfying as to place this session among the best
he ever made. Also occupying this volume are
four sides featuring | arry Adler’s harmonica,
pleasant but hardly show stoppers.

Coleman Hawkins, IHHis Grearest
(1939-47), French RCA 730.625

L& & 4%

This LP contains the three titles that were
condemned to relative obscurity because they
had the musfortune to be cut at the same
session with the classic Body and Soul (also
included). Some of the magic carries over into
She's Funny That Way. Fine Dinner is the
best of two swingers. Another complete ses-
sion from 1940 features J.C. Higginbotham
and Benny Carter (on trumpet only). The
balance is scattered among three post-war
dates. It is all excellent Bean and doesn't
duplicate too much of the American Vintage
L.PV 501.

Coleman Hawkins, Hawk in Holland, Ace
of Clubs ACL. 1247

* %k k k

This is perhaps the outstanding collection
of what Hawkins sounded like in the mid-30s.
Supported by a competent crew (the Dutch
Ramblers Dance Orchestra) much in awe of
their famous guest, all attention is on Hawk-
ins, who solos throughout except for two
bland vocals by a girl singer. And given such
doting flattery. Bean responds with inspired
playing. Netcha’s Dream must stand along
with Talk of the Town and Body and Soul as
his most haunting playing of the decade. And
the band demonstrates a nice swing on simple
riff charts like I Wish | Were Twins.

Various Artists, Jazs in Britain—The "30s,
Parlophone PMC 7095

* Kk

This pleasant but often cornball collection
has its moments in tracks such as Wednesday
Outing, Margie, Who Walks, I Never Knew
and Harlem. But the real meat is on two
mid- 1939 tracks by Jack Hylton, which are
frameworks for solos by that ubiquitous vis-
itor. Coleman Hawkins. They are might conti-
nental swan songs for Bean, soon to head
home again.

Duke Ellington,
French CBS 63 563

* %k k

Here is an excellent. well-organized collec-
tion of late "40s Ellington that suggests the
period was not nearly as dry as some of the
late Victors would have us believe. The band
sounds rich and vibrant, with Harry Carney’s
baritone much in evidence. Among the gems
are  Three Cent Stomp, Golden  Cress,
Clothed Woman, New York City Blues, and
12 more.

Jack Teagarden-Pee Wee Russell, Archive of
Jazz. Volime 16, BYG 529 066

LAS 8 & ¢

If you have never heard the four 12-inch
78s made by Jack Teagarden’s Big Eight (with
Rex Stewart, Bigard, Ben Webster, Billy Kyle
et al.) in 1940, you are missing four of the
finest specimens of small group swing ever
recorded. Classics! The way the ensembles

Hits

Monologue  (1947-51),



jell is remarkable, especially in the last cho-
ruses of Shine and The World is Waiting for
the Sunrise. Solos are uniformly superb. Less
impressive but still very worthwhile are six
1938 Russell sides with Max Kaminsky,
James P. Johnson, Dickie Wells, Zutty Sin-
gleton et al. This BYG archive series LP
draws on the old H.R.S. label by way of
Riverside Records. The coupling here is the
same as on Riverside 141.

Louis Armstrong and Sidney Bechet, with
the Clarence Williams Blue Five, French
CSB 63092

L 8 & & ¢

For those who wish to trace Armstrong’s
career before the Hot Fives, this LP fills an
important gap. These are among Louis® first
sessions as lead horn. His attack was violent
and rending, his tone often searing. With these
characteristics, he drove a mighty ensemble.
Bechet is instantly identifiable, his style ma-
ture and full of assurance. Included are the
famous Coal Cart Blues and Mandy. Sound is
pretty good for pre-electric. CBS has also
issued a collection of rare Armstrong accom-
paniments to various blues singers from
1924-27 that complements this set effectively.

Sidney Bechet, Unique Sidney, French CBS
63093

* % % 14

This collection serves up seven more Blue
Fives (without Armstrong) from 1923-25.
The other side offers five meaty Bechet solo
flights with Noble Sissle's orchestra from the
mid-'30s, three with alternates that are sub-
stantially alike.

Sidney Bechet, /'Exposition Universelle de

Bruxelles, Vogue SB |
1 3. 5 & &%)

Here is later-day Bechet at his best. in the
company of Buck Clayton, Vic Dickenson.
Kansas Fields, et al. Hardly a track is without
considerable merit. Swanee River is a soaring
solo feature for Bechet. A/l Of Me is a minor
Clayton masterpiece. Of the many fine Bech-
et Vogues from the 1950s, this is the best.
Recorded in July, 1958.

Fats Waller (with Various Groups), French
CBS 63366

% %k

This is a somewhat erratic collection which
finds Waller in contexts of varying merit.
Four Rhythmmakers tracks are included with
Red Allen, Pee Wee Russell (on tenor sax)
and Jimmy Lord on clarinet. All are dimin-
ished by dated vocals by Billy Banks, though
Waller plays fine solos throughout. The bal-
ance is taken from dates with Ted Lewis, Jack
Teagarden and one of the lesser of the Choco-
late Dandies series. This is basically a collec-
tion for the hard-core Waller buff.

Benny Moten, Kansas City Orchestra
(1923-25), Parlophone PMC 7119

Moten calls to mind the great days of Kan-
sas City and the first stirrings of the Basie
band. But don't expect much musical fruit
from this petrified forest of primitive speci-
mens. None of the luminaries — Walter Page,
Rushing, Basie —were yet part of the Moten
sound, which here is choppy and unswinging.
Like the earliest Fletcher Henderson, these
are for the historians, or at least the buyer
who realizes that even the greatest of achieve-
ments start from humble origins.

Luis Russell, French CBS 63721
1 22 & ¢

Known to many only as the band that back-
ed Armstrong in the early "30s. this LP shows
what the Russell Orchestra could do on its
own during 1929 and '30. It was an ex-
ceptional group. indeed, and one of the first to
jettison banjo and tuba in favor of guitar and
bass. J.C. Higginbotham's trombone domi-
nates the record and blots out everything
around it when called into action. Every note
is articulated with unequalled power and
force. Red Allen was still moving toward a
settled style and much influenced by Arm-
strong, but he contributes much.

The Teddy Wilson, CBS-Sony SONP
50332-3

% % % % K

Probably the most important and significant
reissue of the last year or two, this two-LP set
gives us 32 matchless selections by various
Teddy Wilson groups, recorded for Bruns-
wick between 1936 and '30. Twenty-one are
instrumentals and feature Lester Young. Roy
Eldridge, Goodman, Chu Berry, Harry
James, and countless other giants. There are
several Billie Holiday vocals, but none dupli-
cate what is already available

There are alternate takes of /'ll Get By,
Mean to Me,and When You're Smilin® with a
fabulous chorus by Prez. This Japanese edi-
tion includes 14 pages of indecipherable liner
notes, but has a complete English language
discography. The identical album has also
been issued in England, sans liners and dis-
cography. —john mcdonough
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blindfold test

by Leonard Feather

One of the more unexpected successes last year in the world of
motion picture writing was achieved by Don Ellis. Though not
primarily associated with film scoring, he was praised both by music
critics and movie reviewers for his work on The French Connection.

“Working on The French Connection was a unique experience,”
Ellis says. “So many movie people now are hit-oriented that they
think in terms of wanting you to come up with a piece of pop material.
But Bill Friedkin, the director. specifically told me, ‘Don’t try to write
a hit. Just do whatever you want that seems to suit the picture.’ In
fact, 1 did write one theme that was somewhat thematic, and they took

itout.”

Aside from his movie and TV work (he wrote one segment for
Mission Impossible), Ellis has been increasingly busy with his en-
larged orchestra, playing college dates and clubs. For the Blindfold
Test, his first since April 17, 1969, he was told that all the records
played would feature music written for the screen.

1. QUINCY JONES. The Anderson Tapes (from
Smackwater Jack, A & M.) Jones, composer, ar-
ranger; Toots Thielemans, harmonica.

That sounds like something Quincy might
have done. It falls within the category of
source scoring and it struck a very definite
mood. and basically held that mood for the
duration of the track. It was very long for a
cue.

It also reminded me of what Earle Hagen.
the guy | learned most about movie writing
from, once told me: he said the best movie
writers are actually those who really under-
stand the art of the vamp: and in essence
that’s what this whole cue was, just one vamp,
one idea with some various colorations that
happened at different times.

There's many ways and styles of scoring a
movie, and each picture demands its own
particular treatment, but I think a lot of the
time —and I'm not necessarily referring to this
one —today what producers and directors do
is get a sound they like for a movie, especially
if it's something that can make it on the pop
market, and they just sort of use that behind
the movie, as if cutting off chunks of sausage!
They’ll have a composer write something,
then they’ll stretch it out and chop it up ac-
cording to where they want to put it. That's
not really tailoring the music to the movie.
Sometimes it works, but my own personal
tastes are more toward the style of scoring
that’s tailored exactly to the movie. 1 guess in
Hollywood that’s hard to do because more
than one composer has told me that if a pro-
ducer—and this has happened to
me — happens to like a particular theme, he'll
think nothing of using that several times in the
picture whether it makes it musically or not.

| obviously can't rate the record to go with
the cue or title. 1 have to say 1 wasn't trying to
identify soloists, but was rather listening to
the overall concept. But it did strike me that
the harmonica player was probably Toots
Thielemans.

2. LALO SCHIFRIN. Theme from Medical Center
(MGM).

Basically the same comments | made about
the first selection would apply to this: it's
source scoring and big band jazz-rock. It
didn’t impress me as having enough person-
ality. 1 wouldn’t know who to pinpoint as the
composer. Of course, the distinctive thing
about it was the Moog having the melody and
the long gliss up to it. The rhythm section was
really cooking and the performance had a
tremendous amount of vitality and drive to it.
It's very nice to hear studio musicians really
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VERYL OAKLAND

get into that intensely.

Here again, it didn’t sound like it was meet-
ing any picture requirements, it was just a
chunk of salami that somebody would stick in
for a particular mood.

3. DUKE ELLINGTON. Main Title & Anatomy of
A Murder (Columbia). Cat Anderson. trumpet;
Ellington. composer. Recorded 1958.

Yes sir, you can't mistake that sound
—Duke Ellington. | haven't seen the pic-
ture that’s from, | don't know the name of
it. But Cootie Williams had an emotional solo
in there. 1 love the way he plays. Basically it
was the same type of scoring . . . it was a
blues, and one vamp-type figure over and
over with different solos and background . . .
so still all the selections are following the
same pattern so far.

I must say that has to get the prize for
probably the worst sound and mixing job |'ve
ever heard on a big band. The drums sound
like they're in another room, while the trum-
pets sound like they're sitting in front of you.

I would like to see the picture that it’s from.
for no other reason than that it's my favorite
big band.

4. HENRY MANCINI. We've Loved Before (from
Arabesque, RCA Victor). Mancini, composer;
Dick Nash, trombone.

Now there’s the first score that | get the
feeling it's tailored more to the picture re-
quirements. It was very lovely, but 1 got the
feeling it was either an older score or a score
that was done to give the impression of an
earlier era, both from the boom-chick of the
rhythm section, and just a general overall
impression 1 had.

| never saw the movie and | don't know
who wrote it. If it was recorded out here the
trombone soloist might have been Dick Nash.
It was just a very lovely, relaxed theme. Ex-
cept for it sounding rather dated, 1 enjoyed it.

S. GIL MELLE. Hex (from The Andromeda Strain,
Kapp). Melle, composer.

That's what 1 would call sound effects mu-
sic, sounds that are put together to sustain a
mood and/or emotion. It was very sensitively
done and even the ping-pong stereo effects
were not done too obviously.

The name Gil Melle pops into my mind: it
might be something he's into, because | know
he’s into a lot of electronic things now. But
somehow it didn't have the rough brashness
that | usually associate with his music. Just
listening to it as music [ think it's more effec-

don ellis

tive as background.

There was a guy in Hollywood that [ knew
who did the first electronic score for a movie,
his name is, 1 think, Barron. He had devel-
oped a type of electronic Muzak, and it was
quite a bit like this record. 1 always felt that if
it could be marketed right it would be
tremendously effective and a big money
maker. The relationskip here is that elec-
tronic—and not only electronic—but par-
ticularly electronic music can be very ef-
fective as a background thing, especially
non-melodic and non-rhythm music as this;
it’s just a sound that washes over you. | think
that’s an area that probably will be explored in
the near future.

6. MODERN JAZZ QUARTET. The Golden Strik-
er (from No Sun In Venice, Atlantic).

Very, very nice. Of course there’s no doubt
that was John Lewis and the MJQ. and of all
the numbers you've played today, this is the
one that hangs together as a musical com-
position far and away the best. | wonder
whether that was actually the way it was used
in the movie or not. 1 had the feeling that it
was re-done into a composition. (Ed. Note: It
was.)

I don’t know how it worked in the movie,
but as music it’s a delightful piece. 1've heard
it before, I've heard them do it in concert. I've
had some of my most profound musical ex-
periences listening to the MJQ and when 1
was in college 1 remembes going down to
Storyville in Boston and hearing them do a
ballad, and 1'd never heard an instrumental
group do a ballad so that they got the whole
audience so connected to what they were
doing, you could hear everyhody go ‘ooh?, it
was so incredibly beautiful. I'd like to say that
in spite of some personal differences that John
and 1 have had in the past, | really love him

and his music. .
Afterthoughts: 1 don’t know whether it's be-

cause all the scores were obviously
jazz-oriented or were written by people in-
volved in jazz, that we hit upon that most of
the music fell into the category of
source-scoring, because there are a lot of oth-
er types of movie scoring. It would be inter-
esting for someone to analyze whether the
jazz composers tend more toward source. |
know the pop composers do . . . that’s about
all they can do. because most of them don’t
even know how to write down the music, but
the jazz musicians are all well-educated musi-
cally and have the abilty to score in many
ways. db



Ampex, Media Sound, and the AR-LST.

Until now, most parameters of
the recording art have been
significantly better defined
than has loudspeaker perform-
ance. A quantitative standard
for the monitoring of record-
ings has therefore been lack-
ing. Recently Ampex and other
recording companies have
turned to the AR Laboratory
Standard Transducer, a speak-
er system that represents the
efforts of Acoustic Research to
come to grips with this
problem.

Flat energy capability

The AR-LST’s flat energy out-
put curve — as flat, we think,
as the state of the art permits
— provides the industry with
its first accurate standard for
recording and mix-down mon-
itoring.

Flexible in cperation
In addition, five other output
characteristics allow the engi-

neer to tailor the sound of the
AR-LST to any special require-
ments he may have — to com-
pensate for spectral aberra-
tions in a tape, for example.
These various energy output
characteristics are accurately
known (they are printed in the
AR-LST’s instruction book)
and are available at the turn of
a switch.

The AR-LST is now being used
inanumberofrecording
studios. In the picture above,

Name

Please send detailed information on the AR-LST to

James Frey of Ampex and Bob
Hinkle listen to a playback of

| ey e

The finished product.

Bob’s album *“Ollie Moggus”
recently completed at Media
Sound Studios in New York.

Address

AK Acoustic Research, Inc.
el 24 Thorndike St., Cambridge, Massachusetts 02141



Modern Jazz Quartet/
Paul Desmond
Town Hall, New York City

Personnel: John Lewis, piano: Milt Jackson, vibes;
Percy Heath, bass; Connie Kay, drums. Guest artist: Des-
mond, aito sax.

The MJQ decked Town Hall with a notably
robust holiday spirit Christmas night. Des-
mond’s participation as guest artist was more
than Yuletide ornamentation, although he
played with balls. Floppy hats. beards, and
leather garments embellished the full house.
At least a third of the audience was between
18 and 25. Since none of the five musicians is
under 40, and there is no rock mystique sur-
rounding them, the clear conclusion is that the
young people came to hear some uncompro-
mised and uncompromising jazz music. That's
what they heard.

Applause greeted the opening notes of a
superb performance of Django, that classic
piece of l.ewisania in which the quartet has
discovered greater meaning year by vyear.
With this band, there are often visual clues on
stage to support the aural evidence that the
group is having a particularly good night. Sud-
den smiles. Amused glances. Raised eye-
brows. That sort of thing started about a
chorus and a half into Djange and continued
through the last notes of the encore.

The MJQ played three Christmas songs,
converting News of the Dav (We Wish You A
Merry Christmas) into an ingenious calypso
excursion during which Heath generated an
amiably lunging forward motion. England’s
Carol (God Rest Ye Merry Gentlemen) and
The Twelve Days of Christmas have been
featured by the quartet for many years: they
were offered with the old charm and the re-
newed vitality that marks all of the MJQ's
recent work.

Four relatively recent l.ewis compositions,
Visitor From Venus, Visitor From Mars,
Plastic Dreams and Dancing opened up ex-
tended solo space for Lewis and Jackson.
Both were in top form, l.ewis never wittier,
more subtle or inventive, Jackson swinging
relentlessly and chewing up the changes.
Electronic assistance from a tape loop. filling
the hall with appropriately eerie effects, was
judiciously used on Mars.

Heath was extremely strong all evening, his
tone in the upper register frequently reminis-
cent of the dry, full-bodied sound for which
Oscar Pettiford was so admired. He and Kay
work together with uncanny empathy, in-
creasing in intensity or loosening up behind a
soloist as it by FSP. Kay may be the living
archetype of the listening drummer. When a
soloist is ready to take a new direction, he
knows whence and is there lending appro-
priate support. In that regard and others, he is
a latterday Sid Catlett: the drummer as ac-
companist and catalyst rather than crashing
ego. His cymbal work is as functional as it is
innovative. Each of the triangles, bell trees,
and exotic chimes adorning his drum set plays
a well-defined and integral role in the quar-
tet’s performances.

Jackson doesn’t make a practice of quoting,
but at the beginning of his lovely solo on Tim
Hardin’s Misty Roses, he pulled the neat
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harmonic trick of working in a snatch of 7o A4
Wild Rose. Jackson’s Monterey Mist was
greeted by applause at the outset, and he
responded with a great solo.

Desmond has recorded frequently with
Heath and copiously with Kay and when he
walked on stage, their faces lit up in proprieta-
ry grins. Lewis also seemed to be anticipating
the occasion, crouching over the keyboard.
hands at the ready. Jackson looked vaguely
skeptical, but that’s chronic. Desmond's in-
comparably clear alto sound inspired ap-
plause that lasted through the first several
bars of Greensieeves. Although there was a

Paui Desmond: Swinging

certain stiffness in the performance. it quickly
became obvious that Lewis, Heath and Kay
are an ideal rhythm section for Desmond. By
the time he hit the bridge of the second tune,
You Go To My Head, things had relaxed
considerably and stayed relaxed through eight
more pieces about which the only criticism is
that the soloists played too few choruses.
Desmond’s celebrated propensity to quote
was in check for the evening. (With ex-
ceptions: he managed to work in one of his
favorite melodies from Petrouchka, and there
was a line from the Gerry Mulligan Song-
book.) Mostly, however, he just dug in, relish-
ing Lewis’s firm, suggestive comping and the
buoying support of all that power in reserve
built up by Heath and Kay. Valeria was a
haunting, enigmatic Lewis piece worthy of
further exploration. Desmond and Jackson
were outstanding on it and on La Paloma
Azul, which followed. Desmond was at the
peak of his lyricism on the Mexican folk song.
which is so attractive harmonically it’s sur-
prising more jazz players haven't adopted it.
Now the concert took on the aspects of a
well-controlled jam session. There were good
solos all ‘round on East of the Sun, and a
splendid exchange of fours between Jackson

and Desmond, the two working together to
build what amounted to a fine single solo. It
could profitably have continued for at least a
chorus or two. The melody of Jesus Christ
Superstar (that's right) was used to launch the
quintet into some stimulating counterpoint;
the improvisation was not connected with the
changes of the tune, an excellent decision.
Back to familiar ground with a ballad both the
MJQ and Desmond have recorded and played
often, Here's That Rainy Day. Fine solos
again, with honors going to Jackson.

Then came the piece that should have last-
ed forever, a blues, Bags' Groove. Desmond
applied long lines and that uncanny sense of
when to change pace and came up with his
most interesting solo of the night, swinging.
SWINGING. When his solo had ended, there
wasn’t an immobile right foot in the house.
Jackson and Lewis maintained the intensity
through their solos. and when the audience
applauded for an encore, it was more of that
they wanted.

But they got (what else?) Take Five. 5/4
time is not a staple of the MJQ, but they were
relaxed with it. After all these years Des-
mond, of course, is as comfortable in 5/4 as in
smoking jacket, slippers and Herman Miller
chair. Take Five worked very well, partly as
nostalgia, partly as a curiosity because of the
combination of players, mostly as first-rate
jazz.

That can be said for the entire concert.
There's no guarantee that unusual com-
binations of master jazz artists will work. But
this was a perfect alignment of talent, tastes
and temperaments among five peers, and the
concert was an authentic event, a happy pre-
lude to the quartet’'s 20th Anniversary and
further evidence that Desmond is one of the
most original and inventive saxophonists in
jazz today. If it wasn't recorded, someone
should get Desmond and the MJQ into a
studio without delay. The Modern Jazz Quin-
tet should be preserved for listeners to come.

—doug ramsey

Erroll Garner and Jaki Byard
Lennie's-on-the-Turnpike, Danvers, Mass.

Personnel: Byard. solo piano; Garner, piano; Ernie Mc-
Carthy. bass: Jimmy Smith, drums; Jose Mangual, conga.

Two of the reigning imps of the piano held
forth for one Sunday afternoon and evening at
the new Lennie’s. An uninitiated but obser-
vant listener could have anticipated the differ-
ences in humorous style from the appearance
of the two pianists. The diminutive, twinkling
Garner is a pixie, tickling lightly with the
subtle pun or playing a chordal parallel to a
dropped glass: the hearty, robust Byard paints
with a wider brush. Together, they attacked
the listener’'s funny bone from all angles.
Which is not to say that all was humor:; some
heavy music went down too.

Byard, who "as house pianist at Lennie's
during much of the *60s was largely respon-
sible for the suburban club’s reputation in the
jazz world, is once again residing in Boston,
thanks to a teaching gig at the New England
Conservatory. (Boston, by the way. is unique
in being able to provide employment for such
home-grown artists as Byard, Alan Dawson,



Charlie Mariano, etc, Would that there were
comparable opportunities for other talented
homebodies —say for Red Garland in Dallas
or Barry Harris in Detriot. It’s simply ridi-
culous that every jazz artist of stature is
forced into the New York-Los Angeles rat
race.)

Byard's return to Lennie’s found him play-
ing solo, a context in which he is more at
home than most jazz pianists, as witness his
recent recordings. This particular afternoon,
his greatest solo playing asset, his strong left
hand, was much in evidence, but he seemed to
be favoring his right. Between numbers, he
wrung and shook the hand as if in pain, and
for most of his 40-minute set he watched the
clock. If the set was not topnotch Byard, he
nevertheless worked hard every minute he
was on the stand. For those of us who rarely
get to hear him in person (practically every-
body. | suspect) there could be no serious
complaint.

The set | caught was a matinee, with chil-
dren admitted free, and Byard wisely offered
many tunes familiar to the youngsters, in-
cluding Raindrops Keep Falling on My Head,
I'll Never Fall in Love Again, This Guy's in
Love with You, Going Qut of My Head, and
Spinning Wheel. If the tunes were contempo-
rary, the renditions more than made up for the
bias as Byard displayed a comprehensive
knowledge of jazz history, all the way back to
stride, boogie, and ragtime.

For me, one of the high points of the set
was an old-sounding tune —a fast rag (title
unknown to me). | hope Jaki's playing
brought home to some listeners what a deep
music ragtime can be, contemporary,
out-of-tune ragtime entertainers notwith-
standing.

Entertainment did come to the fore on the [
Know a Place-Let the Good Fimes
Roll-Alexander’'s Ragtime Band medley,
which featured Byard’s '‘mistakes,” coupled
with zany facial expressions from the
maestro, not to mention audible muttering, as
if to rival Garner’s famous swinging grunts.
Yet on the same medley (extended somewhat
beyond the recorded version) Byard skillfully
turned the time around and brought it back,
achieving a delightful tension and release.

Another previously recorded effort was
Hello, Young Lovers. As compared to the
recorded version, this rendition was perhaps
less flashy. The dissonant, seemingly cynical
introduction and conclusion have been toned
down and the unusual pedal effects elimi-
nated; the brief evocations of Garner and Bill
Evans have been edited out, and the waltz
interlude was barely hinted at. This time,
Byard chose to develop the Bud Powellish
bop segment of his arrangement at length, for

one of the most conceptually satisfying pieces |
of playing of the afternoon. [t would be a gas |
to be able to follow the evolution of Byard's |

Hello, Young Lovers regularly over a period
of time.

Garner was evoked on Spinning Wheel,
where Byard's *What's it Going to Turn Out
to Be?” introduction was similar to Garner’s
recorded rendition, although the body of the
piece was developed in full classic stride,
minus Garner’s lag-along feeling. After Spin-
ning Wheel, a breezy, understated rundown of
Qur Love is Here to Stay and another fast rag,
replete with forearm smashes and clowning,
led into Garner’s set.

The inimitable Garner was in brilliant form.
Although nothing quite came up to an incred-
ible Tuesday evening performance of Some-
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one to Watch Over Me, when the pianist had
more rhythms in the air at one time than Elvin
Jones, Garner left no doubt that he is capable
of rhythmic feats which cannot be duplicated
by anyone else in the business.

He was aided in his efforts by a superb
group of accompanists, perhaps his best ever.
Smith and Mangual are old Garner hands,
utterly capable and free of egomania, which
would be totally incompatible with Erroll's
efforts. McCarthy is a newer face, but no
lesser light. Not only is he an excelient player
in his own right, seemingly influenced by
Richard Davis (a compliment in itself), but he
revels in Garner’s company. Only Milt Hin-
ton has conversed so intimately with the pia-
nist, and McCarthy is more daring. His im-
portance to the group was indicated by both
musical and verbal interactions. Between
numbers, and during the mystifying in-
troductions, McCarthy and Garner contin-
ually bantered back and forth, indulging in
little musical jokes and perhaps plotting the
course of the interpretation to follow.

Garner’s set was long —ten tunes, plus a
short theme statement—and displayed the
group’s depth of repertoire. Apart from the
inevitable Mixty and one other tune, none of
the compositions played was heard in the
three sets | caught carlier in the week. Some
highlights:

Friendly competition has always been part
of jazz, and so it was not surprising that
Garner’s second offering was Thix Guy's in
Love With You. In striving to outdo Byard's
emphatically two-handed rendition. Garner
developed a near-perfect solo, making max-
imum use of contrasts in tempo, volume, so-
nance. and mood.

The Shadow of Youwr Smile included a
rhythmic workout for Smith and Mangual,
with unshadowed smiles all around. Smith
made good use of one of the most ancient jazz
devices, the silent break.

On a Clear Day affirmed that Garner is not
limited to rhythmic virtuosity and filigree, but
can develop memorable melodic lines as well.

Mood Island displayed a brighter mood and
tempo than the recorded version. Emoti-
onally, it was a completely different island.
McCarthy was outstanding in a brief in-
troductory statement.

‘The bassist impressed further on Waich
What Happeny and an original he composed
jointly with Garner. On the former tune. what
happened was a Byard-ish boogie intro, fol-
lowed by a piano-bass conversation worthy of
Duhke Ellington and Jimmy Blanton. The Gar-
ner-McCarthy composition (as yet untitled,
but soon to be recorded) featured a rarity on a
Garner set, a fairly long bass solo.

The spontaneity of a Garner performance
was brought home atter the set. when | tried
to learn the titles of some unfamiliar tunes.
The sidemen’s replies:

“Don’t ask me, ask Erroll.” . . . “Half the
time he doesn’t know what we're playing him-
self.”” ... “"We never know what’s going to
happen.™

The spontaneity shows in the music as well.
Mangual. no rhythmic slouch to say the least,
got turned around a couple of times by Gar-
ner's quirky time conception. On one tune,
Garner played a rhythmic pattern which was
confidently executed by Smith. as if re-
hearsed, At the same point in the neat chorus.
Smith launched into the same pattern with
equal confidence. only to find Garner gone
somewhere else.

The preceding is not to be construed as
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negative criticism: the rapid recovery and re-
laxed laughter of the band when Garner gets
away trom them only enhance the total eftect.
It has been said that jazz is a music of mistak-
es: certainly it is almost unique among the arts
in that the audience is able to witness not only
the creation, but the process of creation. Er-
roll Garner’s spontaneous performances,
slip-ups and all, constitute some of the peaks
of the jazz experience. He is one of the true
improvisers. —bill melarney

Tommy Vig

Caesars Palace, Las Vegas

Personnel: Wes Nichols. Merv Harding, Dan Micheler,
Buddy Childers. Don Eliis, trumpets: Archie LeCoque,
Dan Trinter. Ron Myers, Bill Smiley, trombones. Ted Sny-
der. tuba. Dick Paiadino. Milt Weinberg. Willy Perry, Don
Grossi. Ernie Small. reeds. flutes: Elek Bacsik. guitar,
cello, Joe Berlingeri, piano: John Worster, bass; Roger
Rampton, Richard Bernstein. percussion:; Karl Kiffe,
drums, Vig. electravibe. drums, leader/arranger.

There’s a rumor going around Las Vegas
that | am closer to Tommy Vig than | am to
my wife. Let the record show that | cate-
gorically deny the allegation. On the other
hand, of Vig's six big-band orgies in that
glittering oasis, this reviewer has covered half
a dozen and emceed three —which is more
than | can boast regarding my own wedding
anniversaries.

Vig's most recent Sunday afternoon big
band bash was his sixth annual concert at the
cavernous Circus Maximus of Caesars Pal-
ace. It was a free concert — thanks to Caesars
Palace and the Vegas Musicians Union—but
the room is huge. Tommy’s sounds and repu-
tation managed not only to attract a turnaway
crowd but also heep it there.

A number of factors combined to keep the
crowd: the excitement of a well-honed
22-piece band replete with a percussion sec-
tion that would make any symphony orches-
tra envious: Tommy’s charts, plus the 19 side-
men hacked with their usual uninspiring
chores of cutting shows in the various casinos
along the Strip (Childers and Ellis flew in
from Los Angeles): a well-balanced program
that blended big band. small combo and guest
soloist (Ellis): and Vig's Vegas-oriented sense
of showmanship.

The concert began with what has become
Tommy's trademark: a surrealistic cur-

tain-raiser. 1t was a typical Vig collage in
which various sections “threw™ splashes of

sound on a canvas that only Tommy could
see. Clusters of chords or scale figures would
dart from group to group. responding to Tom-
my's “brush,” while the poor lighting operator
in the booth tried desperately to follow the
source of the sounds.

At one point, a motif repeated and built
logically to an inevitable climax, but that cli-
max turned out to be merely an upraised silent
trumpet. Suddenly from stage left, most of the
horn players marched out quick-step. single
file. Then. from out of the distant past, pianist
Berlingeri vamped that famous loping Ink
Spots introduction and the musicians
re-grouped into sections in front of the band-
stand. Tommy then conducted them in a
series of exercises in dynamic shadings. cul-
minating in a long, free cadenza by Don Ellis.

The people were confused but appreciative.
Some of the musicians were equally confused
and later confessed privately that they would
prefer straight-ahead swing to such show biz
hi-jinks.

With the nonsense over, the concert began
in earnest. That meant For Miu. a graceful
melody with a beautiful. descending dis-
position. Archie LeCoque played the solo
portion with mellowness.

No air of seduction or romance in the next
work, Four Studies. This is Vig at his clinical
best: absolute music in terms of an academic
approach, yet inescapably programmatic
when it comes to the images it encourages in
the ears of the beholder.

Study One began with an ostinato figure
doubled by bowed bass, piano and bass sax,
over which brass and reeds projected some
low, muddy sonorities. Study Two started
with another ostinato. and a tympani roll in-
troduced piano. guitar and trumpets delving
into more low sonorities. Another, more
Jaunty ostinato figure (suggestive of a figure to
be heard later in a tune called What) lent an
element of swing to the proceedings. but som-
ber, massed chords led to an abrupt end.

Frantic is the only way to describe the
figure that opened Study Three: brass and
woodwinds carried on a nervous conversation
over a descending figure that was doubled by
the tympani for greater emphasis. Study Four
ushered in layers of wide-open voicings con-
trasted by a series of tricky, unison figures
that betrayed the lack of adequate rehearsal
time for such an ambitious collection of
etudes. Continued overleaf

Tommy Vig flanked by cellist Elek Bacsik and Don Ellis.
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Ellis was featured on That One, a delight-
ful, light-hearted swinger with a la-de-da
theme that Ellis literally ate up. ldea over-
lapped idea as he toyed with his fourth (quar-
ter-tone) valve. The tempo quickened and the
whole band joined in for some old-fashioned,
concerted belting. Then it seemed to pause for
some noodling with close seconds—as if to
exorcise some ear-piercing dissonance before
returning to the light bouncy head.

Combo time next, with Monk’s Straight,
No Chaser. And the grouping of Ellis, Vig,
Worster, Bacsik and Kiffe proved to be one of
the concert’s highlights for many reasons: the
more intimate approach of John Worster and
Karl Kiffe, who up to this point were pushing
themselves while goosing the large band: the
compatible musical humor of Ellis and Vig,
listening to each other and ultimately imitat-
ing each other; above all, the phenomenal
swing cello of Elek Bacsik. Last year this
remarkable compatriot of Tommy’s broke
things up with his electric viola: this year his
amplified cello added one more reason that
Bacsik should be a fixture in the Hollywood
studios. His solo was filled with funky humor
and when he wasn’t soloing, he contributed
some meaningful riffs. Ellis managed to sneak
in a snatch of Arkansas Traveler during his
bent-tone solo: Vig contributed one of his
typical mallets aforethought solos: beginning
tentatively, probing for various facets of the
melody, then building to a flurry of
four-mallet chordal statements heightened by
two-mallet runs.

Suspense and Chase, based on two imagi-
nary movie cues provided more than good
straight-ahead big band jazz; they served as a

sampler for any TV producer: Vig is as ready
as he’ll ever be to score some of the prime
time action shows. A standout in this chart
was the booming walks taken by Worster. He
takes rhythmic liberties that might confuse a
lesser drummer, but Kiffe is as steady as the
Rock of Gibraltar.

Dick Paladino’s alto was featured on a hap-
py little swinger called What. His ideas were
as clean and clear as his tone. He’s a depend-
able lead man who is finding increasing identi-
ty as a soloist. If he could add a little more
funkiness to his playing he’'d help fill the gap
left by Scotty Mcl.ean. Incidentally, What
featured Vig on drums.

A number called Long, Short, Plus is an
outgrowth of Tommy’s pre-occupation with
American accents. As a displaced Hungarian
refugee, he spent a lot of time studying our
rhythmic predilections. LSP was one of the
results. He did his homework well. Armed
with some background to the title, the listener
can grasp Tommy's method to his metric
madness. Like What and That One, LSP is
tightly scored and following a long vamp, it
blasted off with gusto, punctuated by Ramp-
ton on tympani. A Harding solo led to an
exchange of fours and eights among all the
trumpeters.

A well-planned change of mood and a
well-chosen bit of nepotism led to Memories,
a hauntingly beautiful ballad by Tommy’s fa-
ther, George Vig. Tommy’s trademark of pic-
colos doubling brass could be heard. Buddy
Childers’ fluegelhorn could be heard too, and
he lavished much warmth and mellowness on
the melody.

Tommy lavished much love on the blues in

the next offering, titled simply 4 Blues. Flutes
and piccolos shared the lead: a very slow,
sweeping blues phrase that seemed to hang in
mid-air over an equally deliberate
four-to-the-bar beat. Helping considerably
was Ron Myers’ ballsy trombone solo.

The combo returned for Autumn Leaves
and outdid themselves this time. Vig began
with a virtuosic cadenza on electravibe; Ellis
took the lead, with vibes and cello com-
menting in the background. Bass and drums
then cut out, and the front line went its re-
spective independent way, including some
phenomenal triple-tonguing by Ellis. Tommy
kept mixing the roles of those soloing and
those comping.

To bring down the curtain, Vig invoked the
image of Johann Strauss with You and You
Waltz but Strauss would have been bewil-
dered if he could have heard his Du und Du go
through so many instant modulations. Great
solos sparked the way-up 3/4: a hard-edged
tenor statement by Willy Perry; an explosive
outpouring by Kiffe and an exciting vibes solo
by Vig. All during the solos, Worster and
Bacsik maintained a four-against-three feel.
Adding to the general excitement, Tommy
called out riffs on the spot to each section.

It was a musically satisfying concert, a
great showcase for Vig’s many talents, and a
perfect outlet for the jazz-starved casino cats
who seldom get an opportunity to swing along
the Strip. But 1 can’t help feeling that those
same jazz-thirsty sidemen raised a valid ob-
jection regarding Tommy’s show-biz open-
ings. These musicians have had their fill of
show biz; they just want to stretch out.

—harvey siders

milt
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Milt Jackson’s “Theme From the Anderson Tapes” Solo
Transcribed and Annotated by David Baker

Milt **Bags™ Jackson is one of the two or three most important vibes players in the history of

jazz. To an instrument which is a child of the electric age and one thought by many to be
relatively cold and impersonal. Milt Jackson added a touch of soul.

Although Bags is without a doubt one of the finest blues players to issue {rom the jazz ranks
his contributions can. by no means. be limited to the blues or “soul’” areas. Bags perhaps more

than any other vibes player was responsible for adapting the harmonic and rhythmic language of

bebop to the vibes, About the solo:

1. Source is Quincy Jones' Smachwater Tach LP (A&M SP-3037).

2. The vibraharp is a non-transposing instrument.

3. The solo is built around a simple ascending scale motive introduced in the opening measure
and then periodically reintroduced in various forms (measure 1. 10-11- 12, 13, 17-18-19,
inverted in measures 20 through 23, 24-25, etc.)

4. A skillful use of the blues scale

S. Note the Milt Jackson trademarks in measures 6-7, 30-32, and 37-39.
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( “owned and operated by the National Stage Band
Camps for 14 consecutive years)

Each of the seven SUMMER JAZZ CLINICS s stafted
by experienced professionals and educators who
know how to share their enthusiasm and expertise
with young jazz-blues-rock-players.

New for -72—COMBO/IMPROVISATION
CLINIC
features improvisation and performance in jazz-
blues-rock small ensembles.
Aug. 20-26 lIl. State Univ. (Normal)
L]

4th annual FAMOUS ARRANGERS CLINIC

features jazz arranging and composition for one or
two week sessions

June 18-July 1 Unliv. of Nevada (Las Vegas)
L]

14th annual STAGE BAND CLINICS

features jazz band performance/improvisation/har-
mony and arranging/electronic music/materials

June 11-17 Univ. of Nevada (Las Vegas)
July 30-Aug. 5 E. Carolina’U. (Greenvlile, NC)
Aug. 6-12 West Chester State College (Penn.)

Aug. 13-19 Hi. State Univ. (Normal)
Aug. 20-26 Portland State Univ. (Ore.)

p— — — — — Send today for free brochure — — = ~— —

SUMMER JAZZ CLINICS 5
P.0. Box 221, South Bend. IN 46624

Please rush me your free brochure on tfaculty/cur-
riculum/housing. etc.. for the Seven SUMMER JAZZ
CLINICS for 1972

Street
City State 2ip
Instrument
Also send me details on the special for educator
only courses at each Clinic location. J

March 2 [] 31
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Trust the leader [[}[°

THE NEW,

_N oW EFFECTIVE WAY
DEVELOP YOUR TALENT

FOR IMPROVISING

The DICK GROVE
IMPROVISATION COURSE
For All Instruments

Right now hundreds of musiclans—--young
players; professional men who play as a
hobby; teachers; working musiclans---are
taking the Dick Grove Improvisation Cor-
respondence Course, And they all say It's
a gas—fascinating to study and play and
vastly helpful in Improving thelr improvis-
Ing skilis In the only sound way to develop
these skills.

Nothing else llke It avaiiable anywhere.

Send $7.50 today for first complete les-
son and worksheet plus 4 great supple-
mentary learning aids, 12 page brochure
glving complete lesson by lesson details
of Course, and Aptitude Test,

Or send $1 for 12 page brochure and Ap-
titude Test.

FIRST PLACE
MUSIC PUBLICATIONS, INC.
12754 Ventura Blvd,, Dept.D Suite 203!
Studio City, caflfornla 91604

Somebody
has to be

first!

(We were,

and we are.)

The drumstic ks withwtime built in

PRO-MSRK

hendmade deumsticks

10710 Craighead + Mouston, Tx. 77025
Write tor free Iiterature,

32 L] down beat

High schools and community colleges are
rapidly becoming a prime source of bookings
for touring big bands such as Woody Herman,
Stan Kenton, Don Ellis, Maynard Ferguson
and Buddy Rich. Most of the engagements are
mid-week “one nighter” concerts not neces-
sarily including clinics during the day. The
schools are aware that they can raise money
for instruments, uniforms, etc. much easier
via "live music” than by hawking candy bars
and light bulbs. Some of the high schools
using one or more of these bands during Feb-
ruary-March include: Eau Gallie, Fla.; Alton,
Brookfield, 1l.; Austin, San Antonio, and
Houston, Tex.; Livonia, Mich. The colleges
include: Bethel, Newton and Barton County
Community, Great Bend (Kan.); Western
State, Gunnison (Col.); Southwest Texas
State. (San Marcos: Mesa Community
(Ariz.); and Central, Pella (lowa).

Rich Matteson, Getzen’s prize clinician on
valve trombone, euphonium, and tuba, will
present a special chimic, Jazz Improvisation
Through Classical Training at MENC At-
lanta, March 8. Backing him will be members
of the U. of Southern Mississippi (Hatties-
burg) Jazz Lab Band, directed by Raoul Je-
rome. Matteson has also been named to head
a new jazz camp sponsored by Saint Mary's
High School (New England, N.D.), June
5-10, after which he leaves for a European
tour, June 13-July 6. On July 30 he begins a
four-week tour of duty as Director of the
Summer Jazz Camps at Greenville, N.C.:
Normal, 11l.; Las Vegas, Nev.: and Portland,
Ore.

Ad Lib:Jamey Acebersold, jazz alto saxo-
phonist and author of 4 New Approach To
Improvisation will be the featured clini-
cian-performer at the Sth annual llliana Jazz
Festival at Crown Point (Ind.) High School

AD LIB

Continued from page 11 )

saxist Frank Wright’s quartet (Bobby Few,
piano; Alan Silva, bass; Rashied Ali, drums)
did a concert at Ornette Coleman’s Music
Center prior to leaving on a European tour . . .
The Life of Christ, a presentation of spirituals
accompanied by dance and narration, con-
ceived and directed by Prof. Edward Boatner,
was heard and seen at Philharmonic Hall Feb.
12. Prof. Boatner, 73, is the father of Sonny
Stitt . .. Also at Lincoln Center, guitarist Gene
Bertoncini performs nightly after 10 in the
Philharmonic Cafe . .. Sun Ra did three nights
(Jan. 21-23) at Richard’s Lounge in lake-
wood, N.J. ... The Jimmy Giuffre 3, with the
leader on clarinet, tenor and flute: Koyoshi
‘Tokunaga, bass, and Randy Kaye, percussion,
began a series of Sunday afternoon concerts
at the Great Building Crackup Gallery, 251
W. 13th St., expected to continue indefinitely
. . . Gene Krupa did his second successful
guest stint with Balaban&Cats at Your Fa-
ther’s Mustache in mid-January. Other recent
guests: trumpeter Johnny Windhurst; clari-
netists Sal Pace and Joe Muranyi, and. at
B&C’s Friday night gig in Rutherford, N.J. at
the Town House, bassist Arvell Shaw . . .
Julius Watkins was the featured soloist with
the New Breed Brass Ensemble, culled from
the Harlem Phitharmonic Orchestra, in a con-

on March 25 . . Elvin Jones recently per-
formed at a Candelight Service for the late
Martin Luther King, Jr. at Malcolm X College
(Chicago) as part of its expanding **Cultural
Enrichment” program. Lee Morgan is slated
to appear in the near future, according to
Charles Walton head of instrumental music at
MXC ... For the first time in its long history,
Interlochen Music Camp will have jazz in-
struction included in its 1972 summer pro-
gram. Dave Sporny, head of jazz studies for
Interlochen Arts Academy winter program, is
chiefly responsible for the move and will be in
charge of the new courses and ensembles . . .
North Texas State U. (Denton) is currently
offering two studio music courses: Film Scor-
ing taught by John Giordano, and Radio-TV
Music Writing (jingles, etc.) taught by Lew
Gillis . . . Roy Deuvall and Garney Hicks,
former trombonists with the Kent State U.
(Ohio) Jazz Lab Band, are currently under
contract to a Radio-TV studio in Vienna,
Austria. The contract came about as.a direct
result of the KSU band’s performance two
years ago at Montreux . . . Nate Davis has
scheduled the U. of Pittsburgh (Pa.) Second
Annual Jazz Seminar for May 4-7. Partici-
pants will be announced here soon. Davis has
been busy on the clinic-lecture-concert circuit
including engagements at West Liberty Col-
lege (W. Va.), Jan 20.: and Clark College
(Vancouver, B.C.), Jan 27-29 . . . Marian
McPartland will perform Alec Wilder works in
concert at Northern. Ill. U. (DeKalb), March
12, and will conduct clinics at NIU on the
following day. Both programs are open to the
public and are supervised by Ron Modell,
Director of Jazz Studies at NI1U.

Addendum to 1972 School Jazz Festival
Calendar . .. Add the Second Southwest Stage
Band Festival, March 4, at Texas A&I U.
(Kingsville). Contact Joseph Bellamah, Con-
ductor of University Bands. Stan Kenton and
Orchestra will hold clinic sessions and will
perform in concert. Classifications include jr.
HS to college.

cert Jan. 23 at Columbia’s McMillan Theater,
founder-conductor Karl Hampton Porter di-
recting . .. The Glenn Miller-Buddy DeFranco
Orchestra did a special concert for high
school music students and their supervisors at
Town Hall Jan. 21, scoring a big hit with the
kids . . . Drummer Les DeMerle led Chris
Woods, reeds, tlute; Lou Forrestieri, electric
piano, and Leonard Gaskin, bass at the Lake-
ville Manor, Great Neck, Jan. 19-Feb. 9 . . .
Vibist Warren Chiasson, is featured with the
regular house trio (Charlie McLaine, piano:
Gene Groves, bass; Ben Riley, drums) Feb.
18-19 at the Steer Inn, Freeport, L.I. It is a
return engagement for the vibist, who also
taped four half-hour shows for CBC during a
holiday vist to his native Canada . . . Pia-
nist-arranger Joe London, with Guy Phillips,
bass, and Phil Ambro, drums, holds forth at
the Holiday Inn, Hempstead . . . Veteran
bandleader-saxophonist Fess Williams was the
special guest at the Duke Ellington Society
January meeting . . . Della Reese was at the
Plaza’s Persian Room . . . The jazz-rock
group Truth (John Gatti,flute, organ, piano,
vocal; Phil Girlando, violin, guitar, piano, voc-
al: Bill Zecker, bass, vocal; Bob DeCaro,
drums, acoustic guitar) was at the Gas-
light-Au-Go- Go, where singer Genya Ravan
also held forth . . . down beat contributor Joe
Klee broadcast a tribute to the late Joe Sulli-
van over WBAI Jan. 26 . . . Bassist Earl May



Over 200: Arrangements,
Methods & Recordings

THEORY & TECHNIQUE BOOKS

TECHNIQUES OF IMPROVISATION (in four volumes) by
David Bahker, Vol. |, A METHOD FOR DEVELOPING IMPRO-
VISATIONAL TECHNIQUE (Based on the Lydian Chromatic
Concept by George Russell) Vol. |1, The Il V7 PROGRESS-
ION; Vol IIl, TURNBACKS; Vol V. CYCLES. Save
15% — order the four volume set

MW 3-6...$29.75/$19.83

A Method For Developing improvi Technique (Based On
The Lydian Chromatic Concept by George Russell) (Vol. | of
TECHNIQUES OF IMPROVISATION) by David Baker (1971 Rev
Ed.) 96 pp. (89 music plates). 8% x 11. spiral bound. Baker
provides exercises and techniques based on George Russell’s
classic text: The Lydian Chromatic Concept of Tonal Organ-
isation For Improvisation. Contents include exercises for all
scales. Major and Lydian: Auxiliary Augmented: Auxiliary
Diminished: Auxiliary Diminished Blues: Lydian Aug-
mented: Blues: the 9 scales of the Lydian Concept.

MW 3 .. .$7.50/$5.00

THE Il V7 PROGRESSION (Vol. 11 of TECHNIQUES OF IMPROVI.
SATION) by David Baker. (1971 Revised Fd.) Formerly
titled: Developing Improvisational Facility, Vol. I. The {1
V7 Progression) 76 pp. (68 music plates), 8%2x11, spiral
bound. One of the most important pragressions in music is
that of a minor 7th chord resolving up a dthor down a Sthto a
dominant 7th chord . . . commonly known as the 11 V7
progression. Most success of the improvisor rests on his
ability to handie this progression. Virtually every com
position written in the jazz or popular idiom consists of
combinations of this progression. This book deals with some
of the countless ways of realizing the 11 V7 progression,

MW 4. ..$7.50/$5.00

TURNBACKS (Vol. [ 11 of TECHNIQUES OF IMPROVISATION) by
David Baker. (1971 First Ed.) 84 pp. (78 music plates).
RBYaxil, spiral bound. " lurnback™ refers 1o a progression.
consisting usually of four chords, which serves a number of
purposes: helps define the form of the composition; provides
a link from one chorus 1o another: prevents statisticity:
provides rhythmic and melodic interest at the ends of sec¢
tions within compositions.'”

MW S ... $7.50/$5.00

CYCLES (Vol. 1V of TECHNIQUES OF IMPROVISATION) by
David Baker. (1971 First Ed.) 260 pp. (248 music plates),
8%2x 1 1. spiral bound. Contents includes: simple 2 note pat-
terns; simple and advanced note pallems; triads; simple 7th
chords: 2-3-4 note descending patterns; 9th chords; !1th
chords (plus inversions and permutations); 13th chords;
cycle exercises based on the diminished scale and the ascend-
ing melodic minor scale; “suggested listening" of recorded
solos pertaining to particular cycles.

MW 6 ... $12.50/$8 33

GUITAR PATTERNS FOR IMPROVISATION by William L. Fow-
ler. (1971 First Ed.) 8%x11. 24pp. In len sections. six of
which have appeared in down beat, covering the tetrachord
system of scale development and memorization, visual me-
lodic patterns, use of scales against all types of chords,
fingering for all types of chords. transferral of patterns from
any set of strings 10 any other set of strings, and chromatic
harmonic progressions. |f the guitarist wants 1o create his
own style of improvisation, this book is the answer.

MW 7 ...$4.00/$2.66

Prices listed are LIST/SUBSCRIBER
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leads a quartet nightly (except Sunday and
Monday. when the Charlie Williams Trio
takes over), at The Cellar, 70 W. 95th . . .
Pianist Danny Mixon's Duo and singer Lulu
Godfrey’s trio were at the Needle’s Eye dur-
ing January . . . Billy Preston toured England
with his eight-piece band. Jan. 28-Feb. 6 .. ..
Curtis Fuller, Jimmy Heath, Kenny Barron,
Paul West and Kuumba Heath and the Jazzmo-
bile All Stars at the opening of Town Hall's
Wednesday twilight series —a departure from
the lineup originally announced (and listed in
the printed program).

Los Ange’es: Peggy Lee is back before
the cameras for her first dramatic bit since
Pete Kelly's Blues. She will also sing the title
tune. Smiles From Yesterday, for that seg-
ment of Owen Marshall, at Universal . . .
Duke Ellington and his orchestra have two
University of California dates set: Berkeley,
Feb. 25 and the Santa Barbara campus Feb.
26 ... Dominating Donte’s for January were
Count Basie, Cal Tjader, Gabor Szabo, Barney
Kessel, Joe Pass, the Bud Brisbois band. the
Herb Ellis-Bill Berry Quintet, and holding
down the Sunday slot, an all-star group led by
Jack Sheldon: Richie Kamuca, Dave Frisberg,
John Duke, and Frank Severino . . . Marty
Harris began the new year with a variety of
unrelated gigs: from Frank Rosolino at the
Fire and Flame: to Jack Carter in Las Vegas:
to Diana Ross, as rehearsal pianist for her
motion picture debut as Billie Holiday in the
Motown flick, Lady Sings The Blues (Harris
taught Miss Ross the Billie tunes): to a cur-
rent tour with the Supremes . . . Gene Ammons
followed Kenny Burrell into Shelly’s
Manne-Hole . . . Cal Tjader followed Carmen
McRae at the Lighthouse. Recent jazz work-
shop attractions there Sunday afternoons in-
cluded Henry Franklin and Reggie Andrews.
Miss McRae had a welcome surprise in her
trio: Duke Pearson is her new pianist;: Andy
Simpkins and Gene Cherico shared bass
chores and Frank Severino was on drums.
Incidentally, Carmen attracted some of the
best business in recent Lighthouse history . . .
B. B. King did a one-nighter at the Santa
Monica Civic, then returned ten days later for
a three-nighter at the Whisky A Go Go. He
shared the Whisky on closing night with Fred-
die King . . . The Baked Potato is still going
with the same line-up: Don Randi Trio plus
one, Wednesday through Saturday; Paul To-
gawa, Sundays; Slyde Hyde Sextet, Tuesdays .
.. The Eddie Cano Quartet is currently at El
Torito. Personnel includes: Cano, piano: Os-
car Meza, bass: Luis Miranda, conga drums:
Ralph Humphrey, drums . . . Johnny Mann
(former Joey Bishop music director) is doing
well with his syndicated Stand Up and Cheer
which originates at CBS-TV here. Regulars in
his band include: Cappy Lewis, Dalton Smith,
Tom Scott (no relation to the woodwinded
Tom Scott), trumpets: Lloyd Ulyate, Joe How-
ard, Bobby Knight, trombones: Bob Cooper,
Willie Schwartz, Dale Brown, Eddie Rose,
saxes: Herb Ellis, Joe Pass or Tommy Te-
desco, guitars: Ray Brown, bass: Frankie
Capp, drums: Tommy Vig, percussion: Lenny
Nichaus and Bobby Hammack, arrangers . . .
Jack Sheldon fronted a big band recently at
Jazz West, in Sherman Oaks. Tommy Vig has
now secured the Sunday night slot there, with
the following personnel: Cat Anderson, Buddy
Childers, Mery Harding, Bobby Monticelli, Os-
car Brashear, trumpets: Dave Wells, Benny

Album
No

3M Art Ensemble of Chicago, AACM—
Great Black Music/A Jackson
In Your House

Art Ensemble of Chicago, AACM —
Message To Our Folks

Art Ensemble of Chicago, AACM —
Reese And The Smooth Ones

Don Cherry—""MU’’ First Part
Archie Shepp — Poem For Malcolm

4M

get your FREE album
PLUS

21 BIG ISSUES
of
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Start my subscription for 21 issues and send
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3M 4M 5M 6M 7M
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BEAUTIFUL CONGAS

for the

BEAUTIFUL PEOPLE

(CARLOS VALDEZ)

SECOND TO NONE
LATIN PERCUSSION .

DEPT. DB, P.O. BOX 88
PALISADES PARK, N.J. 07650
See for yourself at your local music
dealer or write for free catalog.

NEW! NOTHIN' BUT BLUES

O NOTHIN' BUT BLUES, Vol. Il of A NEW AP-
PROACH TO IMPROVISATION by Jamey Aebersold.
Vol. Il 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 progresswns scales - pi-
ano voicings—exercises included . Simple blues
piano voicings for horn players . .. tor_all instruments.
Bass Clef scales and progressions.

[J Vol. I, A NEW APPROACH TO IMPROVISATION
(Revised Edition of 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. . . . $7.95 per vol. (Canada add $1.50 each)

O Patterns !or Jazz, by Jerrv Cokeretal.
Excellent for daily practice..

] Improvising Jazz, by Jerry Coker
Paperback (5th printing) ..

.$12.50

JAMEY AEBERSOLD
1211 Aebersold Or.
New Albany, ind. 47150

PATTERNS FOR JAZZ

by Jerry Coker, J. Casale, G. Campbell, J. Greene.
glzlg?) page book to be played rather than read.

RING FOR FILM

by Earle Hagen 252 pages, includes 2 records, actua!
film examples. photos, etc. $15.00

NOTHIN’ B BLUE

Vol. I of A NEW APPROACH TO JAZZ (MPROVISA-
TION by Jamey Aebersold LP Record with guide-

book $7.95. Also Vol | $7.95 @ @

Send check/m.o. to STUDIO P/R, Inc.
224 S. Lebanon St., Lebanon, (nd. 46052 »

| SYMPOSIUM

Continued from page 15

to me, as long as it's balanced. The ideal
balanced orchestra seems to be around 27
pieces. You know, if you don’t have horns
and trombones at your disposal, you're going
to be out in left field.

db: Can you request certain players other
than the staff members?

H.M.: The era of the large staff orchestra is
long gone.

Q.J.: Right. Today, picking musicians is as
important as casting a picture.

P.W.: Look at the guys that Quincy gets. He's
known them for a long time, and it becomes a
personal thing.

H.M.: Exactly, like the sound Johnny Mandel
was after when he used Jack Sheldon in The
Sandpiper. 1 get people’s sounds in my head
and write for them specifically.

db: Like your use of Plas Johnson, right?
H.M.: Yeah, for The Pink Panther. Plas was
the Pink Panther.

db: Quincy, when you want Toots Thiele-
mans, do you make a formal request through
the producer?

Q.J.: To get Toots, you don’t request: you
pray. He costs a lot of money: transportation;
per diem; lodging; and a fee.

db: How do you gentlemen feel about using
electronic instruments?

Q.J.: We’ve all used it. Hank, didn’t you use it
in Arabesque?

H.M.: | did that one like an Italian chef: all
from scratch. Listen, | was doing tape delay
when it was difficult.

B.C.: What did you do, write it out?

H.M.: No (ignoring the laughter), no, | heard
someone use that effect for a flute fall-off, and
itintrigued me. So when | wrote an effect that
required an echo, 1I'd have to send out to an
outside recording studio. They'd use two tape
machines and record onto a third. | guess
that’s the principle in that little box you can
buy today for $1.98.

Q.J.: 1 recall when the Moog started making it
big. We used it in the main title of /ronside,
but it was more like garlic sauce than a
full-course meal. Then about three years later
everybody started talking about the Moog like
it was going to replace sex.

H.M.: Well it does have a nice vibrato.

db: Earle Hagen once told me he prefers to
hear a player sweating over a sound —like the
opening out-of-register bassoon solo in the
Rite of Spring —than have it produced elec-
tronically. How do you feel about that?

H.M.: 1 like some of the effects you can
produce electronically.

L.S.: It's a legitimate medium, and gives you
another way to go in composing.

Q.J.: Sure, it’s another instrument in the or-
chestra.

B.C.: A sound is a sound.

P.W.: | recall hearing a sound in the main title
to Planet of the Apes—Jerry Goldsmith’s
score —that was so unusual, 1 picked up the
album. The sound was like a big Whaaaaaau
(Williams spreads his arms ape-like and
emits lingering, breathy sound), and 1 couldn’t
imagine how he got it, so the next time | saw
Jerry 1 had to ask him. It was a gong, scraped
with a triangle wand, with the mike very tight
on it. Then he had horns blowing air through

“BIG BANDS ARE BACK"
Send for FREE Bumper Sticker
G MFG. CO.

HUMES and BER
4801 Railroad Ave . East Chicago. IN 46312
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their instruments, and the whole thing was
played backwards on tape. 1 guess you could
call that electronic.

Q.J.: Face it: take any conventional in-

strument reproduced by a mike, and it be-

comes electronic. As soon as it hits that
Telefunken, man, it becomes electronic.

db: Again, considering how many students
read down beat, what advice would you give
to those hoping to get into film-scoring?

H.M.: Well, we all wanted to do it so badly
that we made the big moves and came out
here. We all made the move and came out
west. After all, you have to be where it's
happening. You can’t stay in Altoona (Man-
cini was raised in Altoona, Pa.)

P.W.: The thing I'm involved in makes sense:
that is, making the film composer more acces-
sible to the academic community. A student
can go four years and get a degree . . . or six
years and get another degree . . . or stay
around and earn more degrees, but it does not
mean a thing. What will really motivate him is
access to a professional fitm scorer.

L.S.: If a young writer wants to get into
film-scoring, aside from the musical aspects,
he should go to movies a lot, see how com-
posers have handled scores, study the history
of cinema, go to plays, read a lot of plays,
hang around with actors; in other words, he
must steep himself in drama.

Q.J.: I'll tell you something else: it’s also
important to have the right attitude, the right
philosophy, an open mind, a balanced out-
look.

L.S.: That is very true. A show is audio-visual
counterpoint, and the film scorer is merely the
bass line.

Q.J.: What reminded me about that is a
speech | read recently by Arif Mardin to the
students at Berklee. | remember the first time
I met Arif in Turkey before he came over
here. What amazing changes he went through:
from being the son of a Turkish diplomat;
then a student at Berklee; and now
vice-president of Atlantic, writing for Aretha
Franklin and Roberta Flack. That’s a wild
transition, but he sure learned the basic
things. That’s what the students have to learn
today.

P.W.: Well one thing teaching film-scoring has
taught me is my own level of understanding.
I’m not really a teacher. Sometimes 1 feel the
most | can teach them is to come out of the
course with the right attitude. And this busi-
ness is in such a flux. It changes so fast, and
those young people are coming. Man, it’s not
like they're not coming . . .

B.C.: They may be here next week.

H.M.: Well 1 set up two scholarships at
UCLA related to each other. One is for the
money to get the student through the year.
The other is for production costs — you know,
getting the score done. The actual money to
buy tape, hire musicians, rent a studio. What
better way to learn than to use the actual
techniques? What good is it to write some-
thing, then have your professor look at it and
mark it A-minus? That won’t do the student
any good. He’s got to hear it and see how it
works.

P.W.: Talking about students, those lab bands
today, wow. They sure weren’t as versatile
when | was going to college. They can go in
so many different directions.

Q.J.: I agree. Take a school like North Texas
State. They got eleven stage bands, eleven of
them. And no duplicate players. Very sophis-
ticated musicians. Very sophisticated writers.
H.M.: Eleven bands?

Q.J.: Yeah, and there are colleges all over the
country where the stage bands will scare you.

H.M.: Well one thing is obvious: if you want
to make money in music, get into the band
uniform business. db
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1/3 off
all domestic labels

SAVE MONEY! 1/3 off list price (domestic

NO OBLIGATION--NO MINIMUM PURCHASE!
receive are those you order.

EASY TO JOIN! With a new,

¢ SELECTION

All in Print

Jazz Blues Rock

The down beat/RECORD CLUB offers virtually all in-print jazz LPs and tapes plus hundreds of blues and rock recordings.
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renewal or extended subscription,
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TAPES!
Print or type the order form and mail with indicated by the letter

(No shipments made without remittance.)

SERVICE:

¢ SERVICE

Prompt
and accurate

Your order receives prompt and accurate service.

Only 60¢ per order postage and handling charge is made
regardless of the number of recordings you order at one

time.
three weeks.
Albums

number. The
For example:

letter given after the
F = $6.98;

(Shipments made only to U.S.A., Military and
Canadian addresses.)

On hard-to-find items, please allow

available in both Cassette and 8-Track are

"T" at the end of the record
“T" indicates price,

G = $7.98; H = $§8.98; etc.

GEORGE BARNES/BUCKY PIZZARELLI

Guitars A&R 7100-077
{(We've got the album now and can ship
immediately. So, you may re-order now.)

The following LPs are $5.98
(db/RC price $3.99)

SERGIO MENDES & BRASIL '77

Pais Tropical AsM 4315
CHARLIE BYRD/ALDEMARO ROMEO

onda Nueva/New Wave Col C31025

JAMES BROWN
Revolution of the Mind/Recorded
Live at the Apollo Pol PD3003
ART ENSEMBLE OF CHICAGO
People in Sorrow
GENE AMMONS

Nes N3

My Way Pre PR10022
DON CHERRY
"MU" First Part Act BYG529301

ART ENSEMBLE OF CHICAGO - Great Black
Music/A Jackson in your House

Act BYG529302

ARCHIE SHEPP

Yasimina, A Black Woman Act BYG529304

Poem for Malcolm Act BYG529311

Blase Act BYC528318
DAVID ALLEN/GILLI SMYTH

Gong At BYG529304
AME SON

Catalyse Act BYG529324
DAVE BURRELL

Echo Act BYG529320

VARIOUS ARTISTS
Soul Black & Beautiful,
Vol. I
vol. II
GENE HARRIS
The 3 Sounds
CANNONBALL ADDERLEY
Black Messiah
PAUL BLEY
Synthesizer Show
JAMES COTTON BLUES BAND

GWP ST2037
GWP ST2041

Blu BST84378
Cap SWBO846

Mil MSP9033

Taking Care of Business Cap ST814
DREAMS
Imagine My Surprise Col C30960

GILLESPIE/PARKER/YOUNG
Early Modern

MILES DAVIS
Jack Johnson
Live--Evil

LEON SPENCER
Louisiana Slim

KING CURTIS

Live At The Fillmore West

ISAAC HAYES
Shaft
Black Moses
VARIQUS ARTISTS
Soul Black & Beautiful,
Vol. I
TAJ MAHAL

Happy Just to Be Like I Am

WILSON PICKETT
Don't Knock My Love
KEN NORDINE

Mil MSP9035

Col S30455
Col G30954

Pre PR10033

Atc SD33359

MGM 25002

Ent ENS25002

GWP ST2037

Col C40767

Atl SD8300

How Are Things in Your Town? B-T BTS33

JAMES MOODY
Heritage Hum

Plp 22

MAHAVISHNU ORCHESTRA with JOHN

McLAUGHLIN

The Inner Mounting Flame

JIMMY SMITH
In a Plain Brown Wrapper
CAROLE KING
Music
GIL-HERON SCOTT
Pieces of a Man
GEORGE RUSSELL

ColKkCc31067
Ver 68800
Ode Sp77013

Fly FD10143

Electronic Sonatas for Souls

Loved by Nature

Fly FDl0124

COLEMAN HAWKINS & LESTER YOUNG

Classic Tenors
FUNK, INC.
MAYNARD FERGUSON
PAPA JOHN CREACH
MOSE ALLISON

Western Man
ADDERLEY BROTHERS IN

NEW ORLEANS
EDDIE HARRIS

Live At Newport
ROBERTA FLACK - Quiet Fire
HORACE SILVER - Best
MODERN JAZZ QUARTET

Plastic Dreams

Fly FD10146
Pre PR10031
Col C31117
Gru FTR1003

Atl SD1584TF
Mil 9030

Atl
Atl

SD1595TF
SD1594TF
Blu 4325

Atl SD1589TF

The following LPs are $4.98
(db/RC price $3.33)

DIZZY GILLESPIE

Portrait of Jenny PLP 13
DIZZY GILLESPIE/BOBBY HACKETT

The Giants PLP 19
JAMES MOODY

Heritage Hum PLP 22
JOE THOMAS

Ebony Godfather TLP 1004
WOODY HERMAN

Woody Cad 845

Brand New Fan 8414
RUSTY BRYANT - Fire Eater Pre 10014
MELVIN SPARKS

Spark Plug Pre 10016
MUDDY WATERS

McKinley Morganfield Chs 8033
SHIRLEY SCOTT

The Soul is Willing Pre 7845

Mystical Lady Chs 50009
HERBIE MANN

Push! Push! Emb 532

LAVERN BAKER

Her Greatest Recordings
JOE TURNER

His Greatest Recordings
JAMES BROWN

Atc SD33372

Atc SD33376

Say It Loud Kng 5/1047
DONNY HATHAWAY Atc 33360
BILL COSBY

For Adults Only Uni 73112
LATIN JAZZ QUINTET

Oh! Pharoah Speak Trp 8008
MARVIN GAYE

What's Going On Tam 310
JOHNNY HAMMOND

Breakout Kud 1
LARRY CORYELL

At the Village Gate Van 6573
B. B. KING

Live at the Regal ABC 724

Live Ken KST565

Indianola Mississippi Seeds ABC 713TF
HUGH MASAKELA AND UNION

OF SOUTH AFRICA Chi 808
ERIC KLOSS

To Hear Is to See Pre 7689

Artist & Title

Lobel No,

{LPor CAor 8T} db/RC Price

List  db/RC

Price  Price

($ 4.98) ($3.33)

($ 5.98) ($3.99)

($ 6.98) ($4.66)
($ 7.98) ($5.33)
($ 9.98) ($6.66)
($10.98) ($7.33)
($11.98) ($7.99)
($13.98) ($9.33)

Name

Address

label, or facsimile, here to insure prompt
and accurate service. If you now have a
new address affix your old label here AND

Affix your down beat subscription address
supply address in the space provided.

City

[} Send me free db/RC Catalog
[} Send me free db/MWP Catalog

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

_State _

(Use o seporote sheet for odditionol items)

Totol db/RC price: $o o
.60

Postoge

{Ilinois residents
odd 5% soles tox

$9 subscription

Jrenew/extend -
S —
(payable to down beat in USA funds)

) new

Total Remittance:

o |

=
I order fo FIMN — Mail with your remittance to down beat/RECORD CLUB @ 222 W. Adams Street, Chicago, lllinois 60606

(List prices subject to change without notice.)

- |




v TODAY’S MUSIC!

David Baker Series:

O Jozz Improvitotion (oll instruments) $12.50
O Arronging & C ing for Smoll E bl .$12.50
O Techniques of Improvisotion-4 vols, pkg .$29.75

0O " " Vol I, A Method For Developing Improvisotionol
Technigue (Bosed on The Lydion Chromotic Concept
by George Russell) 0oooRanaans $ 7.50
‘“....Volll The Il V7 Progres
.. Vol til, Turnbocks . . .
.. Vol iV, Cycles

aoano

Gordon Delamont Series:

[0 Modern Hormonic Technique, Vol. | .. $12.50
[0 Modern Hormonic Technique, Vol. i . $12.50
O Modern Arronging Technique $12.50
O Modern Contropuntol Technique $ 550
Jamey Aebersold:
[ New Approoch to Improvisotion, Vol. | $ 7.95
O Vol. Il (Nothin’ But Blues) $ 795
Alan Swain: Four-Woy Keyboord System
O Book |, Bosic Chord Construction-Open Position....$ 3.50
O Book II, Adv. Chord Construction-Open Position ... $ 3.50
O Book lli, How To Ploy By Eor o $ 350
O George Russell: Lydion Chromotic Concep? $22.50
O Wm. Fowler: Guitor Potterns for Improvisotion .... $ 4.00
O Henry Mancini: Sounds & Scores &+ 3LPS)........ $12.50
O Dan Ricigliano: Populor & Jozz Hormony . . .. ..$ 795
O Russ Garcia: Pro Arronger/Composer ... .. ... .. $ 600
[0 Chas. Colin: Encyclopedio of Scoles ... ... ... ... $12.50
O Jerry Coker: Potterns for Jozz ... . ... $12.50
0 George Cole (orr): Solo Bog for Flute ..$ 250
O B.B.King: BluesGuitor . ........................ $ 2.50
O Gunther Schuller: Eorly Jozz .. $10.50
O Gary Burton: introduction to Jozz Vibes $ 3.00
O GaryBurton:Solo .. .............. ............ $ 2.50
O Gary Burton: Four Mollet Studies .....$ 3.50
O Joe Morello: Rudimentol Jozz ... 250
[ Tem Davis: Procticol Anolysis of Independence .. ..§ 2.50
O Ofiver Nel Porterns for S hone . ......... $ 8.00
[ Ear Hagen: Scoring for Films . S s .....$15.00
O Jimmy Guiffre: Jozz Phrosing & Intrepretotion

Five seporote books (C, Bb, Eb, Boss, Perc)

eoch $1.50 . Set of Five, only .3 695
O Delauney: New Hot Discogrophy $ 850

P.0.Box 126

TODAY’S MUSIC! visenyvitie) 1 60048

Free Postoge Anywhere on Pre-Poid Orders

| mieri, piano, and Joe Comfort, bass . .

Powell, Charlie Loper, Maurice Spears, trom-
bones: Ernie Tack, tuba: Bob Cooper, Tony
Ortega, Bill Perkins, Jackie Kelso, Ira Schul-
man, saxes: Bill Pitman, guitar: Dave Dyson,
bass: Vig. electravibe: Earl Palmer, drums . . .
Orie Jay Amodeo may not be a household
expression in jazz households. He just formed
a l4-piece band after spending 25 years with
Lawrence Welk. His band is playing casuals in
Southern California and is sprinkled with a
few jazz names: Ira Schulman and Ethmer
Roten in the reed section: Johnny Guar-
. John
Gross, tenorist and flutist with Shelly Manne’s
group. fronted his own jazz-rock combo at the
Ice House in Pasadena for one night . . .
Another jazz-roch ensemble, very much larg-
er, played a one-night concert at the Holly-
wood Paladium under the title California Jazz.
It was the John Prince 20-piece band. featur-
ing Jerome Richardson as guest soloist, and
the Aldeberts —husband and wife singers for-
merly with the Double Six of Paris. Chuck
Niles of KBCA emceed . . . The Odd-Meter
Jazz Ensemble, Emil Richards and Hari Har
Rao gave a clinic at San Fernando Valley
State College Recently for the Percussive
Arts Society. Next scheduled P.A.S. clinic:
Shelly Manne . . . Also at San Fernando

Mail to:

down beat Subscriber Service

222 West Adams Street
Chicago, lliinois 60606
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us about your sub-
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Valley State College: Bill Fritz led the
22-piece lab Band in a special concert of
contemporary charts by Willie Maiden, Benny
Golson, Bill Holman and Fritz . . . Buell Neidli-
nger and his EI Monte Art Ensemble gave a
concert at the California Institute of the Arts,
in Valencia. Personnel included: Marty Krys-
tall, flutes and reeds: Peter Ivers, harmonica;
Warren Klein, guitar and other electrified in-
struments: Neidlinger. electric bass: Victor
McGill, drums. Neidlinger’s recording made
with Cecil Taylor and Archie Shepp a few
years ago—will finally be released on the
Barnaby label . . . Judges for the Orange
Coast College (in Costa Mesa) Jazz Fnsemble
Festival have been named. They include Jim-
my Lyons, Don Menza, Oliver Nelson, Marty
Paich, Joe Pass, Pat Williams and Gerald Wil-
son. The climax to the three-day competition
(March 23-25) will be a concert by Buddy
Rich and his orchestra . . . Leonard Feather
has lined up an impressive list of (for the most
part performing) lecturers as part of the his-
tory of jazz course he is teaching at Mary-
mount College: Dich Zimmerman, ragtime:
Barney Bigard, New Orleans: B.B. King,
blues: Louis Bellson, swing: Walter Bishop,
Jr., bebop: with Don Ellis and Shelly Manne
booked for future lectures . . . The University
of Southern California is richer as a result of
the Nat King Cole memorabilia donated to that
university’s Doheny Library by his widow,
Maria Cole Devore. Included among the
items: gold records, scrap books. original mu-
sical arrangements, and photos and corre-

spondence never before published. Another
tribute to Nat Cole will take place Feb. 26 at
the Beverly Wilshire Hotel: a $75-per-plate
dinner-dance featuring Count Basie and his
orchestra. Proceeds will aid cancer research
at the lLos Angeles County-USC Medical
Center. All the auditoriums in town have been
reverberating to the sounds of rock recently:
Seals and Croft, Spencer Davis, the Association
at Santa Monica Civic: the Carpenters at
Anaheim Convention Center: Deep Purple,
Buddy Miles, Uriah Heep at San Bernadino’s
Swing Auditorium: the same package at the
l.ong Beach Auditorium shortly thereafter;
Chicago at the Forum: Kris Kristofferson at
the Music Center: Neil Diamond in for three
shows at the Valley Music Theater: Black
Oak Arkansas, Chuck Berry, Elvin Bishop at
the Hollywood Palladium: and the Ninty
Gritty Dirt Band, tollowed by Rita Coolidge,
followed by Country Joe McDonald at the
Troubador . .. Tom Mack, independent record
producer who produced albums for Lalo
Schifrin and Count Basie while v.p. of Dot
Records, has opened headquarters in Paris
and will commute between there and Los
Angeles for record and film commitments.
Bobby Troup’s Sherman Oaks home was bur-
glarized to the tune of $3.500 while he was
gigging in Las Vegas. Among the items taken:
cameras, jewelry. a tape recorder. a mink coat
and a leather coat. Also missing: a statue from
his garage. Troup is now starring as one of the
dramatic leads in the NBC-TV series, Eme-
rgency. . .. Sympathies are extended to Car-
men McRae. whose mother passed away in
mid-January: and to pianist Marv Jenkins
(Della Reese’s accompanist) for the loss of his
9-year-old son as the result of a brain tumor.

Chicogo: Successive weekends at the
North Park Hotel featured the Elvin Jones
Quintet (Saturday and Sunday), a twin bill
with the Phil Upchurch Quartet and the Judy
Roberts Trio with guest tenorist Von Freeman,
and then a Sonny Stitt-James Moody session
with vocalist Eddie Jefferson. The latter two
bookings were Sunday aftairs: all were spon-
sored by Modern Jazz Showcase . . . The
Wallace Burton Trio is now the featured at-
traction Mondays and Tuesdays at the l.on-
don House . . . Fred, a unique jazz-rock band
led by composer-trumpeter Fred Wayne,
played a benefit for Provident Hospital at the
High Chapparal. The group has recently
played the John Madden Zone Center and
return engagements at the Safari Room. Tony
Casselli is filling in for drummer Steve Kauf-
man, who recently underwent surgery ... The
Pharoahs, an |1-piece Afro-Jazz group has
justreleased its first LLP. 4wakening (Pharoah
001) and continues to perform Wednesdays at
the Mark Ill lounge on East 87th Street.
Personnel: Chuck Kiyahuhandyki, trumpet,
fluegelhorn, peck horn, Afro percussion, voc-
al. Big Willie Woods, trombone, baritone horn,
bassoon. vocal: Aaron Dodd, tuba, baritone
horn, percussion, vocal: Black Herman Wa-
terford, alto sax. percussion: Don “Hippmo"
Myrick, reeds. percussion: Derf Reklaw Ra-
heem, flute, vocal. percussion: Yehudah Ben
Israel, guitar, vocal: Ealee Satterfield, bass,
cow bell, vocal: Shango Njoko, African
drums, vocal, tumba: Alious (Watkins);
drums, tubma: Oye Bisi (Nalls), percussion . . .
The Fred Anderson Creative Ensemble did a
concert at Northwestern University's Scott
Hall . . . The Gallery Ensemble (Chet Harris,
alto&baritone saxes: Jose Williams, clarinet,



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

BOOKS

JAZZ IMPROVISATION WORKBOOK —40 pp shows how
1o construct jazz lines from chord symbols. Send $5.95 to
Bob Collver, 189 N. Third St., Campbell, CA 95008.

RICHARD DAVIS, 1969-70 Poll Winner has written a
book, “Walking on Chords for String Bass and Tuba™
Send $3.50 to RR & R Music Publishers, inc.. P.O. Box
117, Planetarium Sta.. N.Y.. NY 10024,

BUSINESS OPPORTUNITIES

DISTRIBUTORS WANTED
We manufacture the hottest line of
posters and patches in the U.S.A.
Blacklight Bumper Stickers
Send for free catalog and info or call
collect (213) 464-0212

COPYPAPER CO.

6644 Santa Monica Blvd.
Los Angeles, Calif. 90038

INSTRUMENTAL METHODS

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

TRUMPET YOGA
Jerome Callet —Presents
A new miracle method for Range. Power and Endur-
ance. Photographs, Text and Musical examples that
will develop you fast. Secrets of what some call a
freak lip. Shatter your trumpet playing friends, with
new Power and Range.
Price $15,00 — Check or money orders only.
Send order to: JEROME CALLET

5615 Forbes Ave. Pittsburgh, PA 15217

MISCELLANEOUS

PSYCHEDELIC CATALOG of Lighting. Posters. Jeweiry
etc. Send 25¢c. HOLE IN THE WALL. 6055-D Lankershim
North Hollywood. Call. 91606

ARRANGERS

FORGET COPYING FOREVER!
New method saves time, effort
and $. Sample free. Write:

DanaScore
Box 1029 Eureka, CA 95501

Your talent deserves the best —
don't compromise it!

STEP UP

2 GETZEN

ELKHORN, WISCONSIN 53121

IMPROVISATION METHODS

DICK GROVE IMPROVISATION COURSE—for atl in-
struments. Most comprehensive, most effective ever
created. Send $7.50 for 1st lesson. worksheet and 4 learn-
ing aids. Or send $1 for 12 page brochure detailing full
course. First Place Music, 12754 Ventura Boulevard.%uite
203, Studio City, California 91604.

PRACTICAL IMPROVISATIONS
MODERN HARMONY BOOK FOR ALL INSTRUMENTS
scales, chords, blues, alterations, etc
Send $3.25 to BOB TILLES
6153 N. Claremont Ave. Chicago, ILL. 60845

JAZZ PLAYERS — ALL INSTRUMENTS
EMILE DeCOSMO HAS CREATED THESE BOOKS
GUARANTEED TO MAKE YOU HEAR
PROGRESSIONS, PLAY BETTER JAZZ LINES
THROUGH THE POLYTONAL RHYTHM SERIES.

] THE CYCLE OF FIFTHS
THE 117 V7PROGRESSION
THE BLUES SCALE...

1 THE LYDIAN MODE

JTHE TRITONCYCLE..

] THE DORIAN MODE ....
O THE MIXOLYDIAN MODE
THE BYZANTINE SCALE.
THE IONIAN MODE.......
THE DIMINISHED SCALE
THE AEOLIAN MODE.....
THE POLYTONAL GUITAR ...
Send check or money order to:

EDC PUBLISHING Dept. DB-55

1611 Kennedy Bivd. North Bergen, N.J. 07047
Forelgn Orders ADD $1.00 PER Book FOR Air Mait

MUSICAL INSTRUMENTS

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

30% DISCOUNT Name Brand Musical Instruments. Free
Catalog. Freeport Music Inc.. 127 T Sunrise H'way. Free-
port, NY 11520

30% TO 50% DISCOUNT! Any Model: Guitar, Amp, Drum,
Banjo. Dobro! Free Catalog! Warehouse D 11, Box 16399,
Fort Worth, Texas, 76133

GUITARS-BANJOS-MANDOLINS. Estate settlement fa-
bulous collection, D'Angelicos, Stromberg. Gibson and
Martins priced to sell. Send for free list. Guitarville, 1225
N.E. 162nd St., Seattle, Washington 98156

DRUMMERS

Write for picture brochure.
the sensational
GHOST
DRUM PEDAL

GHOST PRODUCTS, INC.
1629 F. Street Springtield, Oregon 87477

RECORDS & TAPES

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

JAZZ —- Send 10c in coin for compiete SAVOY JAZZ CATA-

LOG. Parker. Hawkins. Young. Gilespie. elc SAVOY

RECORD CO 56-D Ferry St.. Newark. N.J 07105

JAZZ, FOLK, BLUES ALBUMS —current hits. collectors

items. Fantastic selection, Discount prices. Send 25c for

ﬁatalo‘g‘s‘ Jazz Etc.. 10-29 46th Rd. Long lsland City.
Y 01

THEORY & ARRANGING METHODS
JAZZ METHODS-send 25c for catatog & sample A
SANDOLE 243 Rambling Way. Springfield. Pa 19064

WHERE TO STUDY
WILL ACCEPT BEGINNING IMPROVISERS FOR CORRE-

SPONDENCE STUDY. LEE KONITZ, 467 CENTRAL PARK
WEST, NYC 10025.

SCHOOL OF CONTEMPORARY MUSIC (striving to build a
new way). JAZZ— ROCK — CLASSICAL. Enroliment for full
time or part time students. Professional degrees granted.
1529 Beacon St., Brookline, Mass. 02146. 617-734-7174

GEORGE RUSSELL IS TEACHING HIS LYDIAN CHRO-
MATIC CONCEPT TO IMPROVISORS AND COMPOSERS
IN THE NEW YORK AND BOSTON AREA. Write George
Russell. Suite 1104, 12 East 41st Street. New York, NY
10017. Tel (617) 354-6092.

DR. MAURY DEUTSCH
11Volumes: Arranging —Vocal — Songwriting — $15.00
Pre-publication: Trumpet —Ped F# ¢ Double C. $2.00
PRIVATE LESSONS IN ARRANGING
150 W. 87 St. N.Y.C. 10024 SC 4-4722

DRUMMERS

Staniey Spector writes —

Do youreally know what happens when a drummer
uses rudiments and drum method books to build up
his “technique™ so that he will “"better”" express his
“ideas’” ? At first the hands will become stronger and
faster by endless repetitions. Unfortunately the me-
chanical sounds produced by muscular practice are
s0 boring and monotonous that in self-protection the
ear unconsciously turns itself off. The results are
horrendous. By the time a drummer attempts to play
with a band he has unknowingly psychologicaily am-
putated his ear and paralyzed his brain. Sorry about
that. But when a drummer makes use of simplistic
theories and questionable assumptions that kind of
thing can and does happen. Some drummers have
found an alternative apbproach throuah considering
the question —HOW CAN A GOOD DRUMMER GET
TO PLAY BETTER. For further information about our
recorded home study course write to the

STANLEY SPECTOR SCHOOL OF DRUMMING

200 West 58th St. (at 7th Ave.) Dept. 281
New York, NY 10018  For information about quali
fying for personal instruction phone(212) 246-5661

down beat
PERCUSSION ISSUE
dated MARCH 16
on sale MARCH 2

WORLD'S FINEST TRUMPET

GETZEN

THE COMPLETE AND
ORIGINAL GETZEN FAMILY
OF FINE BRASSES

\ ETERNA

“*\  SEVERINSEN
MODEL

“Doc” Severinsen
of the Tonight Show
plays only Getzen.

March 2 [ 37



Six by David Baker . . .

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

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

Techniques of Improvisation:

O Vol I, A Method For Developing Im-
provisational Technique (Based On
The Lydian Chromatic Concept by
George Russell) (© 1968; 4th printing/
Revised Ed. 1971) 96 pp., spiral bousnd

O Vol. 1, The 11 V7 Progression (©
1968; 4th printing 1971) 76 pp., spiral
bound ... $7.50

O Vol. ill, Turnbacks (1st Ed. 1971) 84
pps., spiralbound.................... $7.50

OVol. lv, Cycles (1st Ed. 1971) 260 pp.,
spiralbound......................... $12.50

O Techniques of Improvisation Set of
all4volumes ............c.ooeeuennns $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.

O Roly Poly [ OnefForJ.S.

[ 125th Street O Terrible T

O Son Mar O The Dude

O AprilB [ Black Thursday

[ Prelude M Le Chat Qui Peche
[ Adumbratio O The Protessor

O Penick [ Calypso Nova # 1
[J Check It Out 0O MA 279 Boogaioo
[0 Honesty [ Kentucky Oysters

O Let's Gel It On O The Seven League Boots
$4.50 EACH

Any ten of the above Dave Baker Jazz-Rock
Library ... $37.50. A complete set ot 20 . .. $75.00

[J Gordon Detamont (Modern Harmonic Techniques)
Vol 1. 2—each $12.50
Delamont (Modern Arranging Technique) $12.50
Delamont (Modern Contrapuntal Technique) $5.50
W. Fowler (Guitar Patterns For Improv.) $4.00
Wes Montgomery (Jazz Guitar Meihod) $3.95
Jerry Coker (Patterns for Jazz) $12.50
George Russell (Lydian Chromatic Concept) $22,50
Roy Stevens (Embouchure Trouble-Selt Analysis/
Phenomenal-Triple C-Embochure Technique) 335
Russell Garcia (The Professional Arranger) $6.00
Angelo Dellaira (Chord Workshop) $7.50
Angelo Dellaira (Arranger's Worashop) $5.00
Angelo Dellaira (Creative Arranging) $12.50
Complete Encyclopedia ot Chords $12.50
(5 great books in one)
1 Colin/Bugs Bower (Rhythms Compiete) $3.50
J Dr. D. Reinhart (Pivot System) all Brass $12.50
Joseph Schillinger (Kaleidophone) $3.50
] Schillinger (Enyclopedia ot Rhythm) $12.50
] Colin-Schaetfer (Encyclopedia of Scales) $12.50
[J Dr. Chas. Colin (Complete Trumpet Method) $7.50
"] Slonimsky (Thesaurus of Scales and Melodic
Patterns) $25.00
A Mancim (Complete Trumpet Method) $7.50
Dan Ricighano (Popular Jazz Harmony) $7.95
Waiter Stuart’'s Encyclopedia of Modern Jazz (8
great Stuart books) Complete volume $12.50
Dr. Deutsch (Encyclopedia of Arranging) $15.00
(11 Volumes: Arranging -~ Vocal — Songwriting)
Fake Book tor the Club Date Musician $7.50
Hank Mancini (Sound & Scores) $12.50
Oliver Nelson (Sax Patterns) $8.00
Capozzoh (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

N0ooGo
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soprano sax: Gene Scott, acoustic bass: Billy
Mitchell, electric bass: Bobby Miller, drums:
Calvin Jones, percussion) had as guests at
their regular Saturday stint at the Afam Gal-
lery trumpeter Bob Pilot, vibist Dave Ketly and
drummer Philip Scott. The Ensemble recently
did a show at the South Commons Commu-
nity Center with poets Richard Thomas and
Detmer Timberlake, The affair was sponsored
by the South Commons Program Council . . .
Otis Rush did a weekend at the Wise Fools . . .
The Woody Herman Herd did a clinic-concert
at Mary D. Bradford High School in nearby
Kenosha, Wis. down beat publisher Charles
Suber was emcee . . . The Juzz At Noon
Friday sessions have been revived with the
new venue being Johnny Lattner’s restaurant
in Marina City downtown. The house trio
backing the businessmen sitters-in has Norm
Murphy, trumpet: Marty Grosz, guitar and
Bob Wright, piano . . . Also on Friday. the
Five Sounds of Swing are featured at Jazz At §
sessions at Jazz Ltd. Personnel: Murphy: Jim
Beebe, trombone: Earl Washington, piano:
Grosz: Truck Parham, bass and Don DeMi-
cheal, drums.

Dallas:The popular Sunday jazz sessions
at Woodman Auditorium resumed recently
and currently feature trumpeter George Gal-
breath, tenor men James Clay, David Newman
and Marchel lvery, pianists Red Garland and
Thomas Reese, bassist Johnny Woody and
drummer Walter Winn. Garland was aiso per-
forming Sunday evenings during Januvary at
his old home base, the Arandas . . . Club Lark
was jammed with visiting musicians during
the holidays. Visitors included Ornette Cole-
man, Dewey Redman and Cedar Walton, with
the latter two joining a host of guest artists in
a giant session with the Roger Boykin Quartet.
Boykin has departed for Los Angeles to join
Carl Craig, who gained fame with the Pair
Extraordinaire . . . Jack McDuff was set for a
week at the Club Lark during February . . .
Bud Shank did a three-nighter at the Villager
backed by pianist Jac Murphy’s Trio (Wayne
Darling, bass: Ed Soph, drums) . . . Drummer
Juvey Gomez has shuffled personnel of his
Jazz-rock group with the addition of Jim Her-
bert, guitar. bass and vocals. and Donald Bays,
electric piano, for a tfn engagement of the
20th Century Club, Back with the group from
previous stints at the Village Country Club
and the L.andmark is upcoming young vocalist
Cindy Duvall . . . Trumpeter Don Jacoby, a
host and featured entertainer at the Keynote,
has moved onto the bandstand fulltime with a
new quartet including Dave Zoller, organ,
Charles Ramirez, bass and vocals and Dale
Cook, drums . . . Dave Williams’ talented
vocal-instrumental trio, long of the Keynote,
is now holding forth at the nearby Attic Sup-
per Club . . . Fairmont Hotel bookings re-
semble a Who's Who of female vocalists
through 1972, with Ella Fitzgerald Feb.
9-March |; Sarah Vaughan, May 18-June 7:
Peggy Lee back for New Year’s Fve, and
Diana Ross and Shirley Bassey on the tentative
list. Nancy Wilson, who was on the original
agenda, will be sought for a later date . . . B.B.
King. plus rock group Rare Earth and locally
climbing Sweat Hog did February
one-nighters in Dallas and Fort Worth . . . Les
Watson, popular soul-rock vocalist, is back in
town and is appearing at the Silver Helmet.
backed by a group called Good, Bad & the
Ugly.

Denmark: Stan Kenton and his or
chestra began their European tour Jan. 12
with a concert in Copenhagen, where they
also did a TV show . . . Singer Ruth Olay
made a short appearance on the weekly radio
program Afterbeat backed by Kenny Drew,
piano; Hugo Rasmussen, bass, and Bjarne Ros-
tvold, drums . . . The German Kurt Edelhagen
big band with trumpeter Benny Bailey and
trombonist Jiggs Whigham among its mem-
bers, was on the air from the Danmarks Ra-
dio’s concert hall Jan. 9 .. . Alo saxophonist
Jackie Mclean is expected to teach at the
annual Vallekilde Jazz Clinic in July . , .,
Pianist Alton Purnell of New Orleans is fea-
tured on an LP made by the Soren Houlind
Copenhagen Ragtime Band . . . Pianist-blues
singer Champion Jack Dupree was back in
Danish clubs in February . .. Jorgen Hansen
has finished his Danish Jazz Discography
1923-71 . .. Trumpeter Finn Otto Hansen has
been replaced in Papa Bue's Viking Jazz Band
by Keith Smith and is now featured with the
Fessor’s Big City Band. At the same time,
Smith has moved his business, Tony’s
Records, to Copenhagen from lLondon . . .
Tenorist Hal Singer was the first American
performer at the newly opened club Vaertshu-
set in Odense . . . The Danish jazz musicians
celebrated Herluf Kamp Larsen’s 10th anni-
versary at the helm of the jazz club Mon-
tmartre in Copenhagen by giving one month
of gratis performance . . . From the ministry of
Cultural Affairs the club has received 5000
kroner (equivalent to $700) for the purchase
of new chairs, so now you can take your girl
friend without having to buy her a new pair of
stockings after the visit.

Finland:Wwith a record of four winners in
four years at the Montreux Jazz Festival
Competitions, jazz in Finland is big business
now, say the promoters and producers, who
voted Eero Koivistion’s newest LP, Original
Sin, best local jazz record of the year. The
young saxophonist is presently spending a
semester studying at the Berklee College of
Music in Boston . . . The recent difficulties at
the ESO Student Club came to a head around
the New Year, when police disclosed that the
management has been cashing in on the boot-
leg booze business, causing the club to be
closed indefinitely. To supplement the loss,
jam sessions are now being held at the Vanha
Piiri on Wednesdays, featuring a jazz record-
ings DISCO, headed by Emu Lehtinen,
proprieter of Degelius Music, who supply all
of the latest releases . . . A big New Year's
party was held at the M-Club. Entertainers
for the evening were Heikki Sarmanto and his
wife, Vera Pekkonen, the Savo Liberation
Front Band and Sama Vanah Roskaa . . .
Finland’s only non-academic, underground
musical organization, the Sperm (Pekka Air-
aksinen, Anttu Helander, Matti Koponen, play-
ing just about everything, plus a host of oth-
ers) faced the danger of going “straight”
recently when two of the members were al-
lotted money from the government to encour-
age their creativity. They plan to produce four
new L P records featuring the compositions of
poet, playwright and composer Omar Wil-
liams. who is presently working in the theater
in Hamburg. Germany. Information regarding
the purchasing of recordings, films, tapes, etc,
made by the group may be obtained by writing
Pekha Airaksinen, Harmapahdentie 10, Mar-
janiemi, Helsinki, Finland.



Don Elks
tests for
Freedom of

Expression

Finds it best in Holton Trumpets.
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Don Ellis is discovering totally new big band
sounds and colorations. Big band music with
wider, more flexible ranges of expression.
New time signatures. Advanced harmonic
and rhythmicideas.

Composer, performer, clinician and inno-
vator, Don and his 20-man band are creating
arenaissance in contemporary big band
sounds . .. creating a new musical freedom.

At exciting times like these, no musician
wants his instrument to hold him back. He
wants a horn with the widest range of
expression, the greatest amount of ‘reedom.
A horn which inspires confidence to seek
out the unexplored.

So, Don Eliis tested the best horns going.
Tested them soft, sweet, hard, slurred,
tongued. For tonal quality, overall intonation,

Don Ellis: Composer, performer, clinician, innovator.
Concert and recording star for Columbia Records—
latest release, “‘Tears of Joy” Columbia -G30297(S).
‘Composer and conductor of the music for the film
‘THE FRENCH CONNECTION.

Don Elhs plays the Holton Model T-105 four valve quarter-tone trumpet

timbre. For response in dynamics, tempo.
For feel. For comfort.

“After all the tests | picked the Holton
trumpet by Leblanc.”

Those are Ellis’ words. So are these . . .

“It's a real gutsy horn. Really projects when

I want to shout. Whispers when | want soft,

sensitive phrasing. It’s a trumpet | can count

on to express the subtle mood every time.”
To find your new sound, tollow Don Ellis’

lead. Test the Holton trumpet.. . . the ultimate

freedom in musical expression.

L eblanc
Houvton

G. Leblanc Corporation, 7019 30th Ave., Kenosha, Wisconsin 53141
Leblanc (Paris), Noblet, Normandy, Vito, Holton, and Martin
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¥ the natural sound.

It’s the sound of a

Gibson flattop guitar. A sound
that belongs to nature. Its tone
harmonizes perfectly with the
gentle summer breezes that
weave between the leaves.
The sweetness of its highs
compliments a soft, feminine
voice. And the resonance
booms with masculinity.

A Gibson flattop can match

the thunder of a storm and the
__roar of the wind. Or be as

gentle and serene as a ripple
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