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KI NG reigns supreme with kings 
of the trombone world 

Si 
Zentner 

Jiggs 
Whigham 

J. J. 
Johnson - A 

living legend on jazz 
trombone. Winner of 
the Down Beat Readers 
Poll for the last dozen 
years. A peer in the 
trombone world and 
looked to by all for the 
best in overall 
performance. 

Will 
Bradley 

King delivers a master-touch 
of excellence great artists 
demand. 

Every musician has his own 
ideas, his own needs, his own 
personality to express, and 
King has the answer for them— 

not with one but with series 
of superbly crafted trombones. 

King has the widest range ot 

trombones of them all, giving 
these great artists every 
opportunity to express 

themselves and their ideas 
beautifully. 

If you can't find what you 
want in a King—you can't 
find it ... anywhere. 

uuie 

Alan 
Raph 

KI NIG NAUSICAL. INSTIRLJNyuarv -rs 

33999 CURTIS BOULEVARD, EASTLAKE, OHIO 44094 



Here are 
two good sound reasons 
to try our guitar. 
Reason 1: 

Contessa guitars from Hohner sound good. 

But the only way you'll agree with us is 

to try one. 

Listen to the bass notes. Run up to the top 
frets. Crank the tuning hardware. Examine the 

wood, its thickness and grain. Feel the inlay 
work and the finish. 

Above all, take your time. Your dealer 
doesn't mind, and we want you to hear all the 

sounds a Contessa has to offer. And once you 
find the sound you're after, you won't lose it. 

Here's why: 

Reason 2: 
The Hohner Warranty. 
The better the sound, the more delicate the 

guitar. That's why our Warranty is so important. 
It's your assurance that this good-sounding 

guitar will keep on sounding good. 
For a long time. 

Stop in at your music store today. Look for 
the Hohner Contessa guitar. Then try it... 

and listen. 

M. Hohner, Inc., Andrews Road, Hicksville, N.Y. 11802 

Obviously, there are limits to cmy warranty. Ours can only 
cover normal use by the original purchaser who sends us 
the registration card. The cost of returning an instrument 
must be pcftl by the purchaser, and we reserve the right to 
determine what constitutes a defect. 
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HOHNERX 
KEYBOARDS • GUITARS • AMPS • DRUMS 

WE ALSO MAKE HARMONICAS. 
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AEW FOR THE ROCK GUITAR MAYER! 

GUILD SIDEBEfIDERS 
flOTE THE fIEW flAME! 

E-200 Super-Light (. 008 " 1st, .011 - 2nd. .014 - 3rd. 
.022" 4th, .030" 5th, .038- 6th). 

E-220 Extremely Light (.009" 1st. .011" 2nd. .016" 3rd. 
.024" 4th, .032" 5th. .041" 6th). 

E-230 Same as E-220, but with wound G string. 

AMU FOR FIAT-TOPS & ACOUSTICS! 

SPECIAL BROf1ZE ALLOY 
High copper content string perfected by Guild. 
Special bronze alloy wound on hexagonal wire. 

L-350 Light Gauge / M-450 Medium Gauge. 

For listing of all Guild Strings, write for 

New String Folder 7451-C. 

GUILD MUSICAL INSTRUMENTS 

225 West Grand Street. Elizabeth. New Jersey 07202 
A Division oe Avnee, inc. 

Charles Suber 

On April 27 the Polly Utah Chr,mide published an editorial, a 
column. and a letter referring to the threatened emasculation of 

the jazz program al the University of Utah as reported in the May II 
issue of down heat. 
We are reprinting some of the campus newspaper's material, not as 

an act of noblesse oblige. but as a splendid example of what respon-
sible students can attempt, and hopefully accomplish, acting in con-
cert. 

[EDITORIALI 
The on-going crisis in the University's jazz program, under the 

auspices of the Department of Music, has developed quite a history 
since the issue was first discovered in February. Indeed, this is not the 
first time students have moved against their department in the name of 
their education. We recall when several years ago students of the 
Department of Art arose in protest of the firing of instructor David 
.1 ones. They lost, not because of any fault on their part, hut because 
the final verdict was that Jones didn't have enough talent. Talent is 
not an issue here. thankfully. The talent of the men in dispute is above 
question. 

Apart from the art instructor thing, this all began when the music 
faculty vetoed the retention of jazz instructor Ladd McIntosh. The 
jazz student body, sensing some danger more profound than the loss 
of their only full-time instructor, rallied around him in order to bring 
some attention and resolution to the plight of their program ... 

It was at this juncture that the first student-faculty meeting was 
held, which, we are given to understand, degenerated into a shouting 
match and an innuendo contest. And up to this point the official 
reasons given for the beheadings were budgetary in nature. 
Now it was time to call in reinforcements, down beat publisher 

Charles Suber was appraised of the situation and decided it would 
make a suitable article for his publication. So presently he arrived on 
campus, and the mere presence of a national person and reporter 
seemed to have a catalyzing effect on the controversy. Meanwhile. 
the jazz students had decided they had had enough and had called for 
a boycott, submitting a letter to the Chronicle to that effect. This was 
in the middle of March. 

Shortly thereafter. Suber seemed to get everybody together, and 
another meeting was held between students and faculty, where appar-
ently some kind of agreement on goals was reached, and the boycott 
was called off. Suber went home to write his article. 
Now jazz students feel that the previously understood agreement 

has been ignored, and from the impressions we got of many of the 
faculty and administrators involved, we wouldn't be surprised if that 
were an understatement. The boycott has been reinstated. apparently 
:is a final resort ... 

[ Letter to the Editor 
The purpose of this letter is to bring to the attention of the faculty of 

the Department of Music and the administration of this. the Univer-
sity of Utah. the depth of commitment the jazz majors and numerous 
other advocates of the jazz studies on this campus have in relation to 
the controversy over Ladd McIntosh. The status of the jazz studies 
area and its curriculum are of prime importance and it is our judgment 
that unless immediate action is taken by either the Department of 
Music or the school administration we will be forced to terminate our 
cooperation with those musical organizations in which we perform at 
the present time. This, in essence, means that we are calling for a 
boycott of all performing organizations, with the exception of Ladd 
McIntosh's hand. 
We would ask that a deadline of Wednesday. May 3. be set in the 

resolution of the following items. The boycott will begin Thursday. 
May 4. if these conditions are not met. 
n Mc I ntosh Controversy: 

a. Either Ladd be offered a position of assistant professor ( tenure 
producing) in the jazz studies area. This needs to obtain faculty 
approval by May 3. Or: 

b. An acceptable replacement, with the approval of the jazz stu-
dents, he named to succeed McIntosh. 
.2) Revamping of the organizational procedures between classical and 
jazz area faculty. 

a. Careful consideration of the Jazz Institute proposal submitted by 
Dr. Fowler and Ladd McIntosh. 

b. Suitable revamping of jazz area curriculum along lines proposed 
by Dr. Fowler. Ladd McIntosh. George Souza and Jeff Stone [ last 
two are students). 
31 Formal announcement of the identity of guitar instructor for the 
'72-'73 school year. 
41 Apportionment of $ 10.000 for the visiting faculty program. 
5) Retention of jalz area curriculum as now listed in the catalog. 
6) We call for a general meeting of faculty, administration, and all 
interested students to be held on May 3. 1972 to decide whether or 
not the conditions of this letter have been met. 
We feel all of the regular channels of procedure have been exhaust-

ed and this boycott is a last resort. We express no personal antagon-
ism to individual faculty members. 

Student Jazz Committee 
By the next issue. we should be able to report the final outcome of 

the students efforts. db 
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Ornelas with Sonny and Cher Jay Osmond with 
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Don Brewer 

the Osmond Brothers Grand Funk Railroad 

With the Pro 
Ludwig is thE Custom 

Kenny Clare with 7om Jones 
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Joe Morello 

Ed Thigpen witi- Ella Fitzgerald 

Karen Carpenter 
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with Carpenters O 

Carmine Ap.pee with Cactus 

With the Ludwig Custom thE Pro can kE You 
For the whole story on Ludwig Custom Outfits, send for color brochure today! 

Ludwig Drum Company, Division of Ludwig Industries, Dept. A,1728 North Damen Avenue, Chicago, linois 60647 

( Palme: with 

Emerson. Lake and Palmer. 

• 
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You'd probably get some real weird effects in 
a barrel, but it does get a little cramped. 

You could also record in the Grand Canyon 
for some real funky sounds. Or, you could do 

what so many groups are doing—put 
Maestro Echoplex into your music. 

It's the easy way to get all sorts of wild effects. 
And it's superior in every way to mechanical 

(spring reverb) echo. Use Echoplex with vocal 
or any instrument. Guitar. Piano. Wind. 

Just plug into Echoplex and turn-on. 
You're the boss. 

Just flip a switch and you get not only an 
echo, but a controlled echo. Control the 

number of repeats. The distance between 
repeats. And the length and intensity of the 
echo. It's a phantasma of sound as only 

Echoplex can present it. 

Once you hear the Maestro Echoplex, you'll 
want to capture every magic moment on tape. 

And you can do that too. Because Maestro 
has a built-in recording system called, 

Sound On Sound. It's simple. 
Play the rhythm first. Then add the melody. 
Record a contramelody over this, and add a 
vocal track. You can overdub as many times 

as you like, without fear of distortion. 
Let your imagination go all the way. 

So, if your music has been sounding like 
"a barrel of laughs," try the new Maestro 

Echoplex. It's wild ... wild. .. wild. 

Maestro Sound Products 
A Division of Chicago Musical Instrument Co. 

7373 N. Cicero Ave., Lincolnwood, Illinois 60646 

mlledmiCHOPLEX 

EM-1 ECHOPLEX 

GROUP MASTER 

WITH SOUND ON SOUND 

Send for Free 

Demo Record 

ES-1 SIREKO 

EP-3 ECHOPLEX 

WITH SOUND ON SOUND 
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FREE! 
this double-record set 

album of Charlie Christian 

PLUS 
21 BIG ISSUES 

of 

down bear 
with ALL the 

famous db features: 
Record Reviews/Caught in the 

Act/Blindfold Test / News/ 
Personalities ... etc., plus 

new, exclusive workshop music: 
off-the-record solos, 

arrangements, methods, electronics, 
improvisations ... and much more. 

rd:. beat —  
222 W. Adams St., Chicago, IL 60606 

Start my subscription for 21 issues and send 
my Charlie Christian Double-Record Set 
Albun 

O HERE'S MY $9.00 — all U.S.A. addresses. 

C3 HERE'S MY $10.00 — Pan-Amdrican Union 
Countries. 

G HERE'S MY $10.50— Foreign countries and 
Canada. 

CI BILL ME. Start subscription tor 21 issues 
immediately, and send my free al 
when you receive my payment. 

C1 New Subscription D Renewal or extension. 

Please Print 162 

Name 

Address   

City   

State   zio   

Co billing for foreign orders. please send check _or MIDA  

June 8 0 7 



New 
Condenser 
Microphones! 
CR-20 

Wind Screen 

CR-20 OMNI-DIRECTIONAL 
ELECTRET CONDENSER MIKE 

• High Impedance. 50,000 ohms. 
• Frequency Response • 40 Hz to 15,000 Hz. 
• Output Level: -70 dB -± 2.5 dB at lk Hz. 
• Signal-to-Noise Ratio: More than 45 dB at lk Hz 
• Sound Pressure Level: Maximum 120 dB. 
• Dynamic Range: Up to 98 dB. 
• Power Supply: UM-3 ( AA cell), 
• 20-Foot Cable. 
• Wind Screen. 
• On-Off Switch. 
• Exceptional bass response. 
• Excellent for all recording applications. 
• Picks up sound from all directions 32 (omni-directional). 

11/2 volts. 

.95 
BOTH MODELS MATCH ALL AMPS! 

CR-21 CARDIOID 
ELECTRET CONDENSER MIKE 
Same specifications as CR-20, but cardioid 
pattern. High rejection of sounds from back. 
Excellent for public address, recording, vocal or 
instrument miking. Distinctive modern styling. 
No on-off switch. 

Write for Kent catalog today 42.95 

kedet5 Union Square, New York, N.Y. 10003 
Subsidiary of B&J 

7576 

choris (zilnicor discorls 
Correction 

We appreciate your review (db, March 16) of 

my recent album, "Head On". However, I wish to 
correct a few inaccuracies. 

First, the fine bass solo on the album was 
played by the excellent San Francisco bassist, 
James Leary, III. He did not play "a 

subordinate role" as indicated by Will Smith. 
Also, missing from the personnel listing were: 
Willie Ruff, French horn; Charles Owens, Ernie 
Watts, reeds, and Woody Theus (percussionist on 
all tracks. 

Bobby Hutcherson 

James Leary, III 
Berkeley, Cal. 

Connors Clicks 

I teach school in Harlem and last Thursday I 

played Pharoah's Thembi to my first grade class. 
Afterwards, I read them your article about his 
drummer, Norman Connors. They came much 

closer to the music after they knew some of its 
background. 

Thank you for being a beautiful experience 
for a lot of aware 6- year- olds. Please tell 

Norman Connors that the article and his talents 
won him many brothers and sisters in P.S. 92. 

(Mrs.) Quincy Carl 
New York, N.Y. 

I grew up in Philly with Norman Connors 
always respected him as a musician and a 
brother. 

I just want to say I'm glad to see his 

name out there. 

New York, N.Y. 

and 

Peter Bradley 

Your March 16 drum issue was fantastic. I 
heard Norman Connors at a concert at the Beacon 
Theater in New York and was really impressed 
by his drumming. I had never heard of nor 

seen him before. He was so good; I didn't 
know a human being could have rhythm as complex 
as he did. When I saw his name on the cover 
of your magazine, I couldn't wait to find 
out all about him. I am glad to see that a 
master musician for once is getting at least a 

fraction of the credit and respect he deserves. 
Please continue covering top jazz musicians. 

And I hope you will have another article on 
Connors and also on Pharoah Sanders. Pharoah's 

music is, as Connors said in his interview, 
"like heaven." 

I never heard music like it. 

8 down beat 
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FIVE GUGGENHEIMS TO 
ARTISTS IN JAZZ FIELD 

An unprecedented number of Guggenheim 
Fellowships in music composition— five out 
of a total of 15 — have been awarded to artists 
in the jazz field by the John Simon Guggen-
heim Memorial Foundation 
Sonny Rollins. George Russell. Mary Lou 

Williams. Keith Jarrett and Carla Bley are the 
1972 recipients. In the past. Guggenheims 
have gone to such artists as Omette Coleman, 
Jimmy Giuffre. Charlie Haden and Charles 
Mingus, but the Foundation has not pre-
viously recognized more than one composer 
from the jazz field per year. The amounts of 
Guggenheim Fellowships are not made pub-
lic. but are known to be in the area of $ 10,000. 

Last year. the Foundations New York city 
offices were invaded by a group of jazz musi-
cians demanding more recognition for the mu-
sic. 

BLUES, JAZZ AND ROCK 
ON MONTREUX '72 MENU 

The Montreux Jazz Festival, to be held 
June 16-29 in the Swiss resort town, has 
announced its lineup of artists. 
The first of three days will feature blues and 

rock, with Chuck Berry, Bo Diddley, The 
Aces ( 16); Muddy Waters. Koko Taylor, The 
Aces ( 17). and Jimmy Dawkins. Lightnin' 
Slim and Whispering Smith ( 18). 

Jazz is next, with Phil Woods, Jean-Luc 
Ponty, Eddie Louiss ( 19); Jazz from Europe 
(20-22); Thelonious Monk. Oscar Peterson. 
Gabor Szabo, Chuck Mangione ( 23): Herbie 
Mann, Rahsaan Roland Kirk. Les McCann. 
David Newman ( 24). and Herbie Hancock. 
John McLaughlin's Mahavishnu Orchestra 
and Sunny Murray ( 25). 
The last four days of the festival will be 

devoted to a U.S. high school band contest. 

CLARK TERRY HONORED 
AT QUINNIPIAC FEST 

The fifth annual Quinnipiac Intercollegiate 
Jazz Festival, held April 14-16 on the campus 
of Quinnipiac College near Hamden. Conn. 
was a landmark in more ways than one. 
Not only was the festival exceptionally well 

attended (the Saturday night concert was sold 
out, and many had to be turned away) and the 
judges' panel unusually varied and accom-
plished ( arrangers Sy Oliver, Ernie Wilkins. 
and Chico O'Farrill: Lee Konitz, Bill Wat-
rous and Fr. Norman O'Connor). but the 
festival was dedicated to Clark Terry and 
culminated in a testimonial dinner in his hon-
or. 

It was a festive occasion. Terry. resplen-
dent in silver velvet dinner jacket and match-
ing accessories, was surrounded on the dais 
by friends, family members, colleagues and 
well-wishers. Big Ed McMahon of the 

Tonight Show handled toastmaster chores 
with relish, and a series of brief tributary 
speeches were made by Stanley Dance. Rev. 
John Gensel. Fr. O'Connor. Wilkins. this re-
porter. Leonard J. Kent ( president of the col-
lege) and the Constanzo Brothers, Sam and 
Dominick ( Sonny). who teach music at Quin-
nipiac and co-produce the festival. 
McMahon quoted from Edward Arlington 

9 
Izo 

Robinson's " Richard Corey" ( wisely omitting 
the last stanza), and there was pathos as well 
as humor in the accolades. (One that seemed 
to particularly please Terry was a scholarship 
in his name set up by the International Art of 
Jazz. Inc.) He was also presented with a 
handsome portrait of himself, a gift from the 
students who worked on the festival. 
By the time he was called upon to speak, 

the object of all this very genuine affection 
was too moved to say very much, but there 
was still more in store. Unbeknownst to Ter-
ry. all the members of his big band had jour-
neyed to Quinnipiac. and during the evening 
concert by the winning groups the band ap-
peared on stage and invited the surprised and 
delighted leader to join them. 

It was a fitting finale to a beautiful tribute to 
a great musician who also happens to he a 
beautiful man. —morgenstern 

WEIN SCHEDULES FIVE 
MAJOR U.S. FESTIVALS 

Though preparations for the mammoth 
Newport In New York Festival (July 1-9) are 
keeping George Wein and his Festival Produc-
tions staff more than busy, the energetic en-
trepreneur has plenty of other irons in the fire. 
With the New Orleans Jazz and Heritage 

Festival, held April 26-30, already under his 
belt. Wein has five other major U.S. events 
scheduled. These are the Bay Area Festival in 
Oakland. Calif. (June 9-10): the fifth annual 

Hampton Jazz Festival at Hampton Institute. 
Va. (June 23-24). the Atlanta Jazz Festival 
(revived after a two-year hiatus) in Atlanta. 
Ga. (June 30-July 1). the Houston Jazz Festi-
val ( the first event of its kind to be held in the 
Houston Astrodome and an outgrowth of the 
Longhorn Festival) July 7-8, and the Ohio 
Valley Jazz Festival, in its 1 I th year. in Cin-
cinnati. Ohio (July 21-22). 
A basic complement of artists will appear at 

most of these events. The format is jazz with a 
liberal sprinkling of soul. 
The lineups break down as follows: 
Bay Area: Ray Charles, Stan Getz, Ike and 

Fina Turner, B.B. King and a Jimmy Smith 
Jam Session ( Sweets Edison, Clark Terry, 
Illinois Jacquet, Zoot Sims, Kenny Burrell, 
Louis Bellson) on the first day: Miles Davis, 
[he Giants of Jazz ( Dizzy Gillespie, Kai 
Winding. Sonny Stitt, Thelonious Monk, Al 
McKibbon, Art Blakey), Les McCann, Don-
ny Hathaway and Nina Simone on the sec-
ond. 
Hampton: Charles. King, Herbie Mann. 

and the Smith Jam (as above, but with Joe 
Newman for Edison and Roy Haynes for 
Bellson— the lineup for all other events as 
well) on the first day; Cannonball Adderley, 
the Giants, Dave Brubeck with Paul Des-
mond and Gerry Mulligan, and Nina on the 
second. 

Atlanta: Charles, Sarah Vaughan, B.B., the 
Giants, and Charlie Byrd on the first day; Ike 
and Tina. Lou Rawls, Roberta Flack, Bru-
beck with Desmond and Mulligan, and the 
Smith Jam on the second. 

Houston: Mann, Rawls, the Giants, 
Charles, and Brubeck et al. on the first day; 
Ike and Tina, B.B., Cannonball, Hathaway, 
and the Smith Jam on the second. 
Ohio Valley: Charles, the Turners, B.B., 

McCann and the Smith Jam first; Rawls, Can-
nonball. Nina, the Giants and the Thad 
Jones-Mel Lewis Orchestra second. 
To produce these events. Wein, whose bas-

ic staff is small but tightly knit, relies on 
trusted associates such as Darlene Chan, who 
cut her eyeteeth on the first Berkeley Jazz 
Festival; Dino Santangelo, long Wein's right 
hand in the Ohio Valley setup, and John Scott 
of the Hampton Institute, in addition to key 
staffers Charles Bourgeois and Robert Jones. 

Meanwhile, work on Newport in New 
York continues apace. and Wein says that he 
"has never found a better climate" for pro-
ducing a festival than in the big city. 

MANNE-HOLE SEEKS NEW 
COVER; RUMSEY ON MOVE 

Shelly's Manne-Hole, a Hollywood jazz 
oasis since Nov. 2. 1960. will have to find a 
new home. Clubowners Shelly Manne and 
Rudy Ondenvyzer have been served with an 
eviction notice but have been allowed to oper-
ate on a month-to-month basis until a new site 
can be obtained. 
The eviction is due to sounds from elec-

tronic instruments seeping from the 
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Manne-Hole into the studios of Wally Heider. 
which are one thin wall away from the club. 
Therefore, the Manne-Hole can book only 
low-decibel jazz combos like Thelonious 
Monk or Bill Evans. which considerably re-
duces the number of groups available for 
booking. 

Neither Manne nor his partner are bitter 
about the development, and Ondenvyzer re-
marked: "I can understand the situation. It's 
like building a welding shop next to an oil 
field. The two just aren't compatible." 

Meanwhile, The Lighthouse in Hermosa 
Beach is in for some competition from the 
man who has guided the club's booking pol-
icies since 1949 — Howard Rumsey — who 
plans to open his own club in nearby Redondo 
Beach. The new club, Concerts By The Sea, 
will feature local and national jazz artists. One 
of the first club projects reportedly is a Stan 
Kenton alumni concert. 

TRADITIONAL JAZZ FEAST 
AT CHICAGO AREA CLUB 

The Big Horn in Ivanhoe, Ill. (about an 
hour's drive from downtown Chicago), the 
home of traditional jazz in the Midwest. will 
hold its first annual Jazzfest during the Me-
morial Day weekend. Thirty musicians will be 
featured in various groupings in five-hour 
concerts on May 28-29. 
The concerts, which begin at 6 p.m., will 

feature trumpeters Wild Bill Davison, Wall-
ace Davenport, Smokey Stover, Nappy Trot-
tier, Bobby Lewis and Al Ramsey; trombon-
ists Georg Brunis, Jim Beebe, Sid Dawson 
and Roy Lang; clarinetists Jerry Fuller and 
Russ Whitman (doubling bass sax); pianists 
Art Hodes and Bob Wright; guitarist and em-
cee Eddie Condon; bassists Truck Parham, 
Rail Wilson and Walt Murphy (doubling 
tuba), and drummers Barrett Deems, Hillard 
Brown and Don DeMicheal (doubling vibes). 

Reservations for the concerts can be made 
by calling (312) 566-5958 or by writing the 
Big Horn, Ivanhoe, III. 60060. Advance tick-
ets are $4, door admission is $ 5. 
The club is located at the junction of 

Routes 176 and 60-83. 

JAMES BAND BIG DRAW 
AT NEW YORK BALLROOM 

As we have previously noted in these 
pages, New York's Roseland Dance City 
recently initiated a policy of one-night stands 
by famous big bands. 
Count Basie, Woody Herman, Ray 

McKinley and the Glenn Miller- Buddy De 
Franco and Jimmy Dorsey-Lee Castle bands 
have drawn big crowds to the huge ballroom, 
but Harry James' April 21 visit set a new 
attendance record of 3.700. 
The James band is rarely heard in the East 

these days. In the main, its activities are cen-
tered around Las Vegas, but a temporary lull 
in the local nightlife had lured the James gang 
from its desert lair on a seven-week tour 
booked by the enterprising Willard Alexan-
der, whose faith in the big band magic never 
has been shaken. 
The Roseland is not an ideal spot for listen-

ing ( or, one would guess, playing). The music 
is continuous, the house bands of Don Glas-

ser and Argueso spelling the visitors, and the 
big bandstand gets a bit cluttered. 
As in days of yore, the majority danced 

while a sizeable minority clustered around the 
stand. The James band has few peers at pick-
ing danceable tempos, and during the night's 
longest set ( broadcast live over WHN radio, 
complete with period-style banter between 
announcer and band leader) it warmed to its 
chores. 
There were a few ringers among the person-

nel (not all regular hands felt like making the 
tour), but with such key men as 31-year veter-
an Corky Corcoran, pianist Jack Perciful, and 
the redoubtable Sonny Payne on hand and the 
bossman's horn in fine fettle, there were no 
problems. 

It was good to hear James' commanding 
sound once again. He still easily fills the horn 
from top to bottom, and on this occasion, his 
full, crackling lower-register sound was a par-
ticular delight. (How thin most modern 
trumpeters sound in comparison!) Harry un-
corked a brilliant jazz solo on Take the A 
Train that in itself made the evening worth-
while. (The James book contains lots of El-
lingtonia — also heard in the set were I'm Be-
ginning to See the Light. a tune in which he 

had a hand; Satin Doll, and Don't Get Around 
Much Any More.) 

Corcoran's warm, rich tenor sound was fea-
tured on That's All, and Payne got in some 
fancy licks on Shiny Stockings. A big crowd 
pleaser was And The Angels Sing, which Har-
ry dedicated to his old Goodman sidekick 
Ziggy Elman but played in his own manner. 
George Simon took us backstage to say 

hello, and James soon inquired about the 
health of two good friends, Dizzy Gillespie 
and Miles Davis. having heard reports that 
caused him concern. He was enjoying the 
tour, he said. After the Eastern swing, it 
would take him west to Chicago and St. 
Louis, where it ends on May 30. 

"It works out just right," he said, a smile 
crinkling his extraordinarily bright-blue eyes. 
"The Cardinals play the Giants the next day, 
and Corky and I can stay over and take in the 
game." 

Baseball is still a passion with Harry James, 
but when he picks up his horn, you know he 
hasn't lost his other love. This visit, too brief, 
was a welcome reminder to jaded New York 
ears: Harry James is still a name to be reck-
oned with when it comes to great trumpet 
players. —morpenstern 

TONY PARENTI: 
1900-1972 

Clarinetist Tony Parenti, 71, died April 17 
in Mount Sinai Hospital in New York City 
after a brief illness. 

Born in New Orleans on Aug. 6, 1900, 
Anthony Parenti was a versatile musician 

whose long career encompassed a wide varie-
ty of activities. 
The son of Sicilian parents, he played his 

first professional job at the age of 12 in Pro-
fessor Taverno's Italian Spasm Band, and 
moved into jazz two years later, playing on 
river boats and in clubs and restaurants. At 
16, he was asked to join the group that even-
tually became the Original Dixieland Jazz 
Band, but his parents felt he was too young to 
leave home. 

Parenti worked in a number of local bands, 
deputizing for Alcide Nunez in Papa Laine's 
group and playing in Johnny De Droit's com-
bo at the Gruenwald Hotel — reportedly the 
first "name" location job for a jazz band in 
New Orleans. 

In 1925 he formed his own bands, a theater-
orchestra (The Liberty Syncopators) and a 
jazz group employed at the La Vida nightclub. 
He also played in the Saenger Theater Sym-
phony Orchestra, doubling various saxo-

phones but specializing on clarinet and alto. 
Parenti moved to New York in 1927, shar-

ing an apartment with fellow New Orleanian 
Ray Bauduc and subbing for Benny Goodman 
in Ben Pollack's orchestra. He soon became a 
successful studio musician, working with Nat 
Brusiloff's CBS house band, Paul Ash, Fred 
Rich, Meyer Davis, B.A. Rolfe and many 
others, and leading his own saxophone quar-
tet on radio. When Radio City Music Hall 
opened, Parenti became first clarinetist in the 
Music Hall Symphony Orchestra, a job he 
held for four years. 

In 1939, tiring of legitimate music, he 
joined Ted Lewis, remaining until the summer 
of 1945. Settled in New York again, he be-
came a regular at Eddie Condon's, returning 
to the small-group jazz format of his New 
Orleans years, a concept to which he re-
mained faithful for the rest of his life. 

In 1946, Parenti led his own bands at Jim-
my Ryan's and Nick's, then worked with 
Muggsy Spanier, Miff Mole, Ted Lewis si-
dekick Georg Brunis and others. In 1950, he 
went to Miami for a vacation and wound up 
staying five years, leading his own group, 
working with drummer Rollo Laylan's 
Preacher Rollo and the Five Saints, and put-
ting in a brief stint with the Dukes of Dix-
ieland. 

Back in New York, he resumed work at 
Condon's, also leading at the Metropole. In 
1959, he subbed for the ailing leader in 
George Lewis' band, and from 1963 to 1969 
led the house band at Jimmy Ryan's, leaving 
to front a band at his own short-lived club. He 
then resumed freelancing, and was con-
sistently active until shortly before his hospi-
talization in late March. 
Tony Parenti brought to the traditional jazz 

forms he loved a polished instrumental tech-
nique and a typically warm, full clarinet sound 
in the New Orleans mold. He was a master of 
Dixieland ensemble style, and one of his spe-
cialties was long solo flights with tom-tom 
backing, during which he would insert quotes 
from many sources, including the light classi-
cal repertoire. 

Parenti was a serious student of ragtime 
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music long before it was rediscovered and 
popularized. He owned a large collection of 
ragtime sheet music and organized several 
recording dates featuring ragtime in band and 
trio settings. In the early years of the tradi-
tional jazz revival, Parenti hired and taught 
the repertoire to a number of swing players. 
For years, he was one of the mainstays of the 
New York Dixieland scene, both as leader, 
sideman, and inveterate sitter-in, and he was 
expert at establishing rapport with audiences. 

Parenti made a number of records in New 
Orleans between 1925 and 1928, among 
which African Echoes, In the Dungeon, and 
New Crazy Blues are the most interesting. 
These (and some others) were recently reis-
sued on the British VJM label. Aside from the 
1929 clarinet solo Old Man Rhythm (reissued 
on the Historical Jazz LP Hot Clarinets) Par-
enti didn't record much of jazz interest during 
his studio and big band days. 
From the late '40s on, however, he record-

ed quite frequently under his own name and 
occasionally as a sideman. Of particular inter-
est are his three ragtime sessions, one with a 

seven-piece band and one with a trio (Circle; 
later on Riverside LP), and another trio date, 
still available on Jazzology. From Parenti's 
several other dates for the latter label, his 
work on Blues for Faz may be singled out. 
Some of Parenti's best recorded playing can 
be found on the Jazztone LP Happy Jazz, 
notably in his own compositions Vieux Carre 
and City of the Blues. 

Parenti's final record date was somewhat 
unusual, combining ragtime and rock in a 
session featuring singer Cathy Chamberlain, 
just released on the Kama Sutra label. 

Funeral services were held April 20 at 
Gates of Heaven Cemetery in Westchester. 
In accordance with Parenti's wishes, and de-
spite pouring rain, a band of friends played, 
New Orleans fashion, at the graveside. 
The musicians were Bob Cantwell and Skip 

Le Compte, trumpets; Bobby Pratt and Gra-
ham Stewart, trombones; Joe Muranyi and 
Nick Sassone, clarinets; John Gill and Alan 
Cary, banjos; Don Butterfield. tuba, and 
Freddie Moore. drums. 
They performed Just A Closer Walk With 

Thee (one of Parenti's favorite numbers) and 
Didn't He Ramble, with Moore doing the 
vocal. The reeds, banjos and drums played 
under the cover of umbrellas, but the rain put 
no damper on the band's dedication. 

potpourri 

Omette Coleman's large-scale work, The 
Skies of America, scored for 82-piece orches-
tra, was recorded in three days of sessions in 
mid-April by the London Symphony under 
the baton of David Measham with the com-
poser featured on alto sax. The work will be 
issued on Columbia Records. It was to have 
been performed in concert at Royal Albert 
Hall, but a last-minute musicians union ex-
change problem prevented this. A concert 
tour of England for Coleman's quartet is being 
arranged for July. 

• 

Jazz Interactions celebrated its 7th birth-
day April 23 at New York's Village Gate. 
Both the upstairs and downstairs rooms were 

open, and from 7 p.m. until closing time a 
steady stream of people flowed in and out. 
Among the dozens of musicians who per-
formed and/or stopped in were Art Blakey, 
Bill Barron, Howard McGhee, Tommy Flana-
gan, Junior Mance, Cal Massey. Bobby Jones, 
Irene Reid. Ron Jefferson. Bobby Brown, 
Frank Foster, Chris Woods, Eddie Jones, Ha-
kin Jami, Joe Carroll, Al Foster, Stella Marrs, 
Matthew Gee, Roland Alexander, Ernie Wil-
kins, Zahir Batin, and, of course, busy, happy 
J . 1. president Joe Newman. 

• 

Sarah Vaughan's three weeks at New 
York's Rainbow Grill were a potent demon-
stration of the art of popular singing .at its 
absolute best. In a repertoire combining the 
best of the new and the classic, she was 
backed by Willie Mays, piano; Bob Magnuson, 
bass, and Jimmy Cobb, drums. Herbie Mann 
will be on hand at the Grill through June 3. 
followed by none other than Lionel Hampton. 

• 

The first major jazz festival to be held in 
Spain took place May 22-28 at Costa del Sol. 
Weather Report was the only imported group, 
but some of the leading U.S. expatriate musi-
cians in Europe, among them Carmel Jones, 
Art Farmer, Benny Bailey, Dizzy Reece, Slide 
Hampton, Leo Wright, Pony Poindexter, John-
ny Griffin, Sahib Shihab, Mal Waldron and 
Art Taylor, were on hand. as was the Kenny 
Clarke-Francy Boland Band. 

• 

April was Jazz Month in New York, and 
the occasion was marked by a noon-time 
open-air concert and celebration April 17 in 
Times Square. Musicians on hand included 
Billy Taylor, Joe Newman, Jimmy Owens, 
Frank Foster, Eddie Harris, Billy Mitchell, Er-
nie Wilkins, Richie Resnicoff, Bobby Thomas, 
and Al Foster. A number of awards for contri-
butions to the music were given out on behalf 
of Metro News by Lewis McMillan. The long 
list of recipients included Lionel Hampton, 
Noble Sissie and Jo Jones (who accepted in 
person), and Duke Ellington, Roy Eldridge, 
Maxine Sullivan, and John Hammond. The 
good weather attracted large crowds, and a 
happy result of the enterprise is the estab-
lishment of a permanent jazz information sec-
tion in the Times Square Information Center. 

• 

At last, Germany's leading jazz (abet, MPS, 
will be distributed in the U.S. The label, a 
subsidiary of BASF, announced an initial 
May release of 10 LPs including albums by 
Oscar Peterson, Earl Hines, Ella Fitzgerald, 
Jim Hall, the Dave Pike Set, Don Cherry, Milt 
Buckner and the Kenny Clarke-Francy Boland 
Band. 

• 

Gene Krupa and Eddie Condon, who first 
recorded together in 1927, were reunited at 
the first in a series of Monday night jazz 
concerts at the New School in New York 
City April 3. Also on hand were cornetist 
Wild Bill Davison, soprano saxist Kenny Da-
vern, pianist Dick Wellstood, and emcee 
George Avakian. Krupa was in the best form 
we've heard since his resumption of activity 
last summer, and Wellstood scored with an 
interpretation of Scott Joplin's Fig Leaf Rag 
that would have made Joshua Rifkin et al. run 
for cover. The series, produced by Hank 
O'Neal, continued with a piano party featuring 
Eubie Blake, Claude Hopkins, Teddy Wilson 

and Dill Jones, and evenings with Lee Konitz 
(with Richie Bierach, piano; Lyn Christie, 
bass; Barry Altschul, drums) and the Jimmy 
Giuffre 3. 

• 

The Village Gate celebrated its 15th anni-
versary May 15 with a gala night of entertain-
ment featuring many of the great artists that 
have appeared at the tamous New York City 
club through the years. The •event honored 
owner Art D'Lugoff and will benefit the con-
tinuation of the Gate (and Top of the Gate). 
In late April, D'Lugoff began hosting a week-
ly radio program, The Jazz Shop, featuring 
new and recent releases and heard Saturdays 
from 4 to 6 p.m. on WRVR-FM. 

• 

American Airlines has become the official 
carrier for the Newport Jazz Festival and also 
the Bay Area, Houston and Ohio Valley Jazz 
Festivals (see news story). American is also 
offering a special "Endless Summer" vacation 
package for Newport and travel agents and 
American Airlines offices have full details. 
American will also sponsor two tributes to 
Lionel Hampton at Newport on July 5 at Phil-
harmonic Hall, with Hamp leading an all-star 
band including Gene Krupa, Teddy Wilson and 
other former colleagues from Benny Goodman 
bands and combos. 

strictly ad lib 

New York: Bill Watrous and his New 
York Band made an impressive debut April 
24 at the Overseas Press Club, followed by an 
upstate one-nighter and an April 28 Playboy 
Club noon bash. Though a descendant of for-
mer New York bands led by Bill Berry and Al 
Cohn, this is a new band with fresh faces: 
Danny Stiles, Marvin Stamm, Dean Pratt, John 
Getchell, trumpets; Chunky Sharman, Jerry 
Chamberlain, Dave Taylor, and the leader, 
trombones; Carmen Leggio, Lou Marini, Ro-
ger Pemberton, Allan Gauvin, Joe Temperley, 
reeds: Dick Hyman, piano, synthesizer; Tom 
Fowler, bass, and Bill Goodwin, drums. Stiles, 
for once given plenty of solo space, was in 
tremendous form . . . Other recent big band 
action: Howard McGhee, introduced a small 
but potent lineup (Charles Sullivan, Stan Shaf-
ran, trumpets; Tom Malone, Charley Shar-
man, trombones; Chris Wood, Sonny Red, 
Howard Leshaw, Larry Charles, reeds; Duke 
Jordan, piano; Kyoshi, bass; Dave Gilman, 
drums; Joe Carroll, vocals) at the Playboy in 
the week prior to Watrous. Frank Foster's 
Loud Minority brought the big band sound to 
Harlem on four consecutive Mondays at the 
Club Baron starting April 24, and Don Ellis 
did a doubleheader concert at Julia Richman 
Auditorium April 26 . . . A gentleman who 
had a big band for a while celebrated his 73rd 
birthday (April 29) with a benefit concert 
inaugurating the newly renovated Newark 
Community Center, then repaired to Le Mis-
tral, an East Side Manhattan bistro, for a 
private party in his honor. The night before 
the Duke Ellington Society threw a bash for its 
hero at the Brass Rail with music by trumpe-
ter Dick Vance's Quintet . . . At presstime, the 
Village Vanguard was preparing to give the 

Continued on page 42 
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Call it a roundtable if you wish; I have a large 
rectangular one in my dining room. Anyhow, I 
invited Kenny Burrell, foe Pass, John Collins 
and Gabor Szabo to straddle it, partake of cof-
fee and goodies, and rap about the instrument 
that makes them "solo brothers." 
And rap they did— in free form— into two 

tape recorders so I wouldn't miss a single sotto 
voce reaction. They talked of many things: of 
picks and strings, and cabbages and kings. But 
when Burrell and Collins learned that Oscar 
Moore lived right around the corner from me, 
they interrupted the panel discussion and made 
me take them to Oscar's home. They tried to 
add one Moore to the roundtable, but Oscar 
begged off, preferring his semi-recluse status 
(he's still trying to get an unlisted zip code.) 
So I had to content myself with the original 

four giants. But the conversation couldn't have 
been more diverse if Django Reinhardt had 
suddenly materialized. Actually, most of the 
guitar greats from yesterday and today were 
conjured up during the spree of name-drop-
ping. For indeed they covered the plectrum 
spectrum. 

down beat: Gentlemen, if a bomb were to drop 
on this house right now, would the best guitar-
ist in the country be eliminated? In other words, 
who is the best guitarist in this room? 

like Lester Young and Coleman Hawkins, who 
were pretty hot stuff then, and also, to be dif-
ferent from my brothers. I don't regret having 
picked guitar; the more I played it, the more 
I got hooked. 
db: What about you, John? 
J.C.: I came from a musical family also. My 
mother was a very fine pianist, and she played 
for W.C. Handy. And my grandmother was a 
pianist. In fact she taught me everything. My 
mother didn't want me to play piano, though. 
Wouldn't let me get near it. So she started me 
on the clarinet, which I didn't like. And I heard 
Carl Kress and that was it. And then I heard 
George Van Eps, and that really did it. 
db: And you, Gabor? 
G.S.: Oh, well, in Hungary it was kind of hard 
to put your hands on any kind of a decent in-
strument, and after the war, when American 
music started becoming popular, the easiest 
thing to do was switch to guitar. You see, most 
guitar players in Hungary were originally violin 
players— you know, Gypsies. Af first, I wanted 
a banjo because I was a young kid and I thought 
that was really American. 
J.P.: American huh? (Gently derisive laughter 
from the rest.) 
G.S.: Yeah, but my father was told when he 
was buying me an instrument for a Christmas 
present that with a guitar I would be better off 

THE PLECTRUM SPECTRUM: 

Kenny Burrell, John Collins 

Joe Pass and Gabor Szabo 

Talk to Harvey Siders 

J.C.: That's a hard question to begin with. 
K.B.: I don't think so. The best guitarist is in 
New York. 
db: Oh, who's that? 
K.B.: Skeeter. He's in New York. 
J.C.: Sure, Skeeter Best, he's the best guitarist. 
db: Thanks a lot. 
K.B.: Next? How about the worst guitarist? 
db: If you're willing to name him, we're willing 
to print it. 
G.S.: I'm sure we all have out favorites, but that 
doesn't mean they are the best. Guitar is so 
personalized, you know. 
J.P.: Yeah, each one has a different kind of thing 
that he does. 
db: Well, let's start at a different beginning. No 
pun intended, but how did you pick guitar? 
Anyone can answer. 
K.B.: Well, guitar was in my family. 
G.S.: Really Kenny? You have a guitar-playing 
family? 
K.B.: I have two brothers, both older. They both 
play guitar. The oldest one, Billy, was the ori-
ginal guitarist in the Burrell family. My father 
plays banjo and mandolin just for kicks, and 
my mother played piano and sang. I got in-
terested in music because music was always in 
the house. I wanted to play saxophone, but we 
couldn't afford a sax. They cost more than gui-
tars. But I wanted sax because I wanted to play 
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because that's something I can become serious 
about; I can develop into something, more than 
with a banjo. So that's how the guitar came. 
And naturally, like all young kids, you think 
about what can appeal to the girls. 
J.P.: You should have picked drugs. (Laughter 
drowns out Gabor, but doesn't stop him.) 
G.S.: I remember I used to take the guitar with 
me even if I had to go down for a pack of ciga-
rettes. I used to carry it with me all the time. 
db: Joe, you're the only one left, so let me ask 
you the same question. 
J.P.: Well, I heard Gene Autry. (Long pause for 
laughs) 
db: Oh come on, it was a serious question. 
G.S.: Wait a minute, wait a minute. I didn't say 
anything because everyone makes jokes about 
it, but it was Roy Rogers for me. 
db: Was it really Gene Autry? 
J.P.: That's the truth. I was 9 years old. 
LC.: It's a wonder you didn't take up horse 
riding. 
J.P.: It all began with a movie, a Gene Autry 
movie called Ride Tenderfoot Ride. And I liked 
it. So I asked for a guitar and I got one for my 
birthday. You know, a $ 17 something-or-other 
which I had for years, and that's how it started: 
The thing was I really didn't want to be-

come a guitarist or anything like that. I just 
wanted to have a guitar. But I learned to play 

what the local Italian cats played on the back 
porch every Saturday night. I learned three 
chords, Santa Lucia and a couple of mazurkas, 
and my old man said, "Hey, I think you should 
take lessons," you know? 
db: So much for your individual histories. Now 
what about the history of the guitar? What I 
mean is, when you think of trumpet, Louis 
comes to mind as one of the first; for the bass, 
you think of Jimmy Blanton. Now is there any-
one before Django who said anything? 
J.P.: Oh sure, Eddie Lang, Carl Kress... 
J.C.: Yeah, Eddie Lang, in the ' 20s ... Lang was 
the first modern. 
J.P.: I'm not so sure now. 
J.C.: I think Eddie Lang was the first modern 
guitarist. He was playing with Bing Crosby. 
J.P.: Yeah, that's what I was going to say. He 
accompanied Crosby. 
J.C.: He was quite a guitarist. 
J.P.: Who else was there? 
G.S.: Nick Lucas, I think. 
J.C.: Then there was a fellow by the name 
of Eddie Durham who was quite a guitar player. 
He was a trombonist, but he played marvelous 
guitar. 
G.S.: Who did he play with? 
J.C.: Benny Moten. 
K.B.: Eddie Durham was one of the first to use 
electric guitar. 
J.P.: I've heard his name. 
J.C.: Now who inspired them, and who in-
spired Charlie Christian? 
J.P.: Leadbelly? 
K.B.: B. B. King? 
J.P.: Before B. B. King, like Leadbelly, one of 
those cats who's been playing for years and 
years. 
db: Big Bill Broonzy? 
G.S.: I don't even know if he's alive. 
K.B.: Bone. 
ALL: Yeah, sure T-Bone, of course. 
J.P.: Yeah, T-Bone was before all those cats. 
db: I just did an article on B.B., and he told me 
he was inspired by T-Bone and Muddy Waters. 
J.C.: Right, and Blind Lemon Jefferson. 
db: Well, bringing it right up to the present 
tense, if you were Freddie Green, would you go 
crazy doing that chomp chomp all the time? 
G.S.: I would. 
J.P.: Yeah, me too. 
G.S.: In fact, I was never successtul at it. There 
was one time, I don't know if you call it the 
same way, but in Hungary you have to be able 
to play four, you know, rhythm, and I either 
rushed or dragged or something. I imagine that 
someone who does it well, like Freddie, maybe 
to him it's enjoyable. 
K.B.: Well, you must admit there's quite a big 
involvement playing rhythm guitar. 
J.P.: Hey, yeah, not everybody can do it. You 
just can't take it up. 
K.B.: You've got a rhythm thing going where 
you have to coordinate your thing with the rest 
of the cats. Then you've got to get a sound out 
of the instrument. 
G.S.: That's very, very difficult to do. 
K.B.: You just • can't play plank plank plank. 
You have lines, moving voices that blend in 
with what the bass line is doing. And Freddie 
Green is a master of this. 
G.S.: On top of this you have to blend in with 
the drummer, too. 
J.C.: I know all about it: I was one of the ori-
ginal "strollers." 
db: What was that word you used? 
J.C.: "Strollers." One time I was working with 
Roy Eldridge, and he would tell the piano to 
lay out and it was just guitar, bass and drums, 
and he would call us the strollers. So if he want-



ed the piano to lay out he would yell "strol-
lers." 
J.P.: Takes a lot of time and effort and con-
centration. You just don't pick it up like that. 
Kit.: The thing about it to me is that it's fun. 
You've got to play your 4 or 3, or whatever 
you're playing, but within that limitation make 
a beautiful line come through all of that and 
still keep the rhythm going and get a good 
sound. 
G.S.: And it's a very ungrateful thing because 
only a few people will notice what you're 
doing. 
J.P.: Yeah, appreciate. 
K.B.: Well, if Freddie Green is not there, even 
though the people don't know, they'll know 
something's missing. They may not realize what 
he does, but they'll say something's missing. 
db: What line moves, Kenny, the bass line or 
the top line? 
K.B.: The middle strings, the G and B. That 
sort of sets up an interval with the bass and you 
get a thing going. 
G.S.: Usually like tenths. 
db: Are there any other rhythm sections with 
guitar that have had the same impact as the one 
with Basie: Freddie Green, Walter Page and 
Jo Jones? 
K.B.: There was a good rhythm section in New 
York for a while that did an awful lot of fine 
recording sessions: Barry Galbraith, Osie John-
son and Milt Hinton. 
J.C.: A gentleman I used to love to hear in a 
rhythm section was Allan Reuss. He was one of 
the best. 
db: Why did that use of guitar in the big bands 
fade out? 
G.S.: Because basic pulsations are different 
now. People don't want that kind of pulsation 
anymore, I think. 
J.C.: It's like stride. At that time, piano players 
used stride, but the whole concept has chang-
ed. 
J.P.: I think that amplifiers brought some 
changes, too. With amplifiers, guitars became 
solo instruments. 
db: How do you all feel about amplifiers? 
J.C.: I feel better with an amp if I'm going to 
solo. 
db: Is it the volume that makes you feel better? 
J.C.: Sure, I can be heard. 
G.S.: I know there are certain sounds I can get 
only if I use amps. I couldn't get it from an 
acoustic. 
db: You like to use feedback as an improvisa-
tional device. 
G.S.: Well, that's one thing, but I've learned 
to live with the amps, and maybe it's easier to 
express yourself through an amp. 
J.C.: Did you know the guitar had no identity 
as far as the public was concerned until it 
was amplified? 
db: Could you date that, roughly? 
J.C.: Charlie Christian— late ' 30s. 
db: I didn't realize amps went that far back. 
J.C.: Oh yeah, and other than that, you had no 
identity in a band. At least not as far as the 
public was concerned. 
K.B.: You mean in this country, John. Django 
certainly had an identity. 
J.C.: True. 
J.P.: Well, the real difference there was in the 
playing. 
K.B.: If you want to speak about it in realistic 
terms, Les Paul had a hell of a impact. Now 
we're talking about the music scene, not neces-
sarily jazz. 
G.S.: Yeah, you're right. Exactly. 
K.B.: Les Paul was— well as far as the public 
goes, nobody was bigger. 
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I.P.: I think there's a definite difference in 
playing amplified and unamplified: a different 
approach, a whole different feel. Personally, 
I feel if guitarists play together, it's better to 
play without; you know, the true instrument. 
Amplifying changes everything. 
K.B.: I think there's room for both. 
db: Let's take a situation where a guitar ac-
companies a single voice. I think immediately 
of the album you did, Kenny, with Sylvia Syms 
on Prestige, Sylvia Is. Now in that situation, is 
the ideal acoustic? 
K.B.: It depends on the sound you want. I 
think on that album I used some with the ampli-
fies, some without. 
db: Do you like working in that kind of set-up 
where its just you behind a singer? 
J.P.: I like it and I think most guitarists like to 
do it. 
G.S.: It's a good function for a guitar player to 
accompany, and I personally dig that kind of 
thing when I work with Lena E Home.) To my 
feeling it's very natural for a guitar to accom-
pany a singer. 
db: Has bossa nova changed guitar in any way? 
K.B.: Sure. For one thing it made it more popu-
lar. And it put the public's ear into the unampli-
fied instrument. It didn't necessarily bring back 
the unamplified guitar, but it did add to the 
acceptance of it. 
G.S.: It really popularized the unamplified 
sound of guitar, which is very nice. It made it— 
what can I say — it wasn't so strange anymore. 
Most people thought of guitar either through 
rock ' n' roll or jazz. In other words, through an 
amplifier. Very few people, unless they have a 
classical box, know the true sound of guitar. 
db: Okay, this should open the floodgates: let's 
talk about rock as far as the guitar is concerned. 
K.B.: It's made a booming business out of it. 
J.P.: It certainly hasn't hurt it. 
db: Has it hurt jazz? 
G.S.: At the risk of sounding unpopular, I feel 
jazz— what we mean by jazz— is a phase in 
contemporary music. Like I see young kids 
now, and they go into rock ' n' roll with the 
same feeling that we were using when we went 
into jazz. Many of them go into better music. 
About 10 years ago, when rock ' n' roll used to 
mean you went in and backed up Fabian or 
Ricky Nelson, that was no music at all, in my 
opinion. 
db: I don't think I understand. Is the guitar 
pushing them into rock? 
GS.: No, it's not that, Harvey. To them jazz is 
a word, you know, just like to me, in a way, 
Dixieland was. I know it existed. I know I 
didn't like it because I didn't feel the pulsa-
tion of it. All I know is that the kids of today 
have their own way of playing guitar. I could 
never do it. Now I'm not saying it's better or 
worse, but obviously they have something 

which we are already not capably of doing. At 
least I'm not. A long time ago I formed the 
opinion that rock ' n' roll was a bad influence 
on music but I don't think that way anymore. 
They are getting very serious about their music 
just as we were. 
J.C.: I teach a little, and half of my students 
want to learn jazz. They've reached the stage 
you're talking about and they're ready for 
jazz... 
j.P.: I hate to interrupt you, John, but I appre-
ciate your point. Gabor, but I feel just the op-
posite... 
db: Groovy, we have controversy. 
J.P.: I think rock and roll guitarists, after having 
played so much rock ' n' roll, all seem to be 
seeking a more sophisticated kind of playing 
which I would call jazz. So I feel it works the 
opposite of what you're saying. 
G.S.: But I'm still saying one thing, Joe: As 
far as sophisticated playing, I think they're 
going to arrive at that but still there will be a 
difference between let's say Kenny or you or 
me, and their playing when they arrive at their, 
uh ... professional status. 
J.P.: Oh yeah, there's an added dimension 
now: their peer group, their generation, their 
rock influences. 
G.S.: Right. They're basically rhythm-con-
scious, as natural as it was for you and I to 
play changes. Like 1 Got Rhythm changes; we 
were born with it. They don't even know what 
changes are until they start looking into it 
deeper, but at the same time they are so sophis-
ticated when it comes to rhythmic patterns. It 
comes to them so easily, man, it's fantastic. 
J.C.: You really find it that way? Half my stu-
dents say "well look, I've had this; I had to get 
into this jazz thing. That's where it is." 
K.B.: Now wait a minute. (Long solemn pause) 
I resent the fact that you have to, and we have 
to use these terms. 
J.P.: Yeah, right. 
K.B.: What you're talking about is really twen-
tieth century improvisational music. Now we 
all have influences, and it's all improvised 
music. There is no criterion for it. So for the 
sake of your readers and for the sake of any 
musician involved we should get rid of these 
terms because these terms are just put on music 
to sell it. Just like labels on products. 
G.S.: Kenny, that's exactly what I was saying: 
"contemporary" music. 
K.B.: See, one of the problems is you have a 
generation of people who have listened to 
"rock radio stations" or "jazz stations," and 
they are strongly influenced by what they hear 
on the radio. But what they don't realize is that 
they are being influenced by people in the 
business who have nothing to do with music. 
The corny phrase would be "the establish-
ment," but I Like to use "money machine." 
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So you ask a question about has rock helped 
or hurt. I don't even like to think in terms of 
rock. That's getting away from what we are, 
and we are serious musicians. 
db: I don't see how you can avoid labels. 
G.S.: What Kenny is saying is right. That is why 
I like to use the term "contemporary music" 
instead of jazz and rock or whatever. 
db: What Kenny is saying sounds Utopian, but 
we simply could not communicate with each 
other— on a one-to-one basis, or like a round-
table like this— without labels. 
G.S.: Don't worry, a hundred years from now 
there will be only classical music and the other. 
db: When you say "classical" aren't you as-
signing a label? 
K.B.: Well, "classical" is a label because it 
h,p, a history, a culture, it has criteria ... 
db: Rut every type of music has its criteria ... 
K.B.: Wait just a minute ... I'd like to ask John 
a question. When was the first time you re-
alized you were a jazz guitarist? 
J.C.: I don't know .... I guess I haven't realized 
it yet. 
K.B.: No, I mean in terms of how people 
thought of you. 
J.C.: I just don't know. I really hadn't thought 
about it. 
K.B.: Well, when I was coming up years ago, 
and John was one of the people that influenced 
me, I didn't know too much about music. I 
enjoyed improvising, and all of a sudden I read 
a thing about me where somebody said "He's 
an up-and-coming jazz guitarist." Right away I 
had a label. 
J.C.: Well I guess then I've always been a jazz 
guitarist because when I started I was with Art 
Tatum and from there I went with Roy Eldridge. 
db: Of course, you gravitate to people who play 
the same type of... 
G.S.: But in those days I think there was no 
other thing except jazz and classical. 
db: Of course not. We always had different 
types of music and a label for each: country or 
hillbilly ... rhythm and blues or "race" ... 
K.B.: On AM radio in the '40s you would hear 
Glenn Miller, the Mills Brothers, Benny Good-
man, all of that, together... 
J.P.: And then they started branching off. 
K.B.: . . . and to me it was groovy 'cause the 
cats were all doing their thing. 
I.P.: I don't see how you can avoid labels. We 
live in an age where everything is labeled. 
K.B.: Well, in terms of today's market I guess 
I'm a jazz guitarist. 
G.S. (To db): Okay, I don't want to start a con-
troversy, but what would you call me— if you 
want to use your labels? 
db: I've always considered you a jazz guitar-
ist, but there's been a very heavy influence of 
rock in your playing in the last five or six years. 
So now there's a lot of soul in your Gypsy. 
K.B.: Well, I'll tell you: Gabor is one of the out-
standing guitarists in twentieth century im-
provisational music. 
J.P.: Contemporary. 
K.B.: Do you know what his style is? You know 
what it is? I'd give him the "Szabor" label. I'd 
call it "Szabor." Give it a class label. 
db: Well, even "guitarist" is not a complete 
label to explain a style. Chet Atkins is a guitar-
ist; so is Laurindo Almeida, yet they're worlds 
apart, aren't they? 
K.B.: Right, but that's because the men are. 
Everybody is different. Just like we are talking 
now. We all have a different sound in our 
voice, we all use different words, but we know 
the same words. We all have different timing 
when we speak, and music is the same thing. 
So my point is, everybody that picks up a gui-
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tar, or any instrument, does their thing, but the 
beautiful part of the whole thing is improvisa-
tion. 
G.S.: It's going to be harder and harder to put 
any kind of stamp on anybody because the 
communications thing in the past 10 years has 
been so mixed, from Indian music to Brazilian 
—everything is seeping in. 
K.B.: Why shouldn't we be on a festival with 
Chet Atkins in Nashville, you dig? Or with 
B.B. King anyplace. 
G.S.: Kenny, like in Montreux they're already 
mixing it up from Monk to Santana to some 
Brazilians; so like it's silly, it's going to be just 
contemporary. 
J.P.: (Waving a recent issue of down beat in my 
face): So you might as well ask the magazine 
to take this label off, "jazz-blues-rock." 
K.B.: On the contrary, the only thing wrong 
with that, Harvey, is they don't have enough 
labels. If they're going to use labels, put them 
all on, or don't put any. 
G.S.: (Getting into the spirit): Right, jazz-blues-
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rock-Latin-country-and everything else. 
db: (Outnumbered but undaunted): Okay, 
okay, now I've got to ask something which 
uses, you should pardon the expression, labels 
again. Most classical musicians get very little 
in compensation considering the necessary 
years of training. I've always wondered: how 
they (eel when they look at some of the kids 
today who are overnight sensations. Now, turn-
ing to the world of jazz, what do you feel when 
you see poorly trained rock guitarists making 
more money than you? Is there any bitterness? 
K.B.: I'm not bitter at the musicians. I'm bitter 
at the society that promotes it. 
G.S.: I'd go a step further, because whatever 
they get in their one year of success—a lot 
of them make it big for about a year— they pay 
the rest of their lives for it. Do you realize how 
frustrating it must be when you tell the kids "I 
was one of the Monkees," and they say, "One 
of the who?" I'm not bitter. I wouldn't want 
that. 
db: Well, what about the record sales of some 
groups like Grand Funk or Creedence Clear-
water? Compare that with all the years of wood-

shedding that is represented by any one of the 
jazz albums any of you put out. 
G.S.: Harvey, things aren't always compen-
sated for. There's no big, how can I say it, 
judge in the sky, who will say: " Hey you de-
serve this or you don't deserve that." 
db: Is there a difference in your playing be-
cause of rock? 
K.B.: I hope there will always be a difference in 
my playing. Not to defend my playing, but just 
a comment: I was playing what is considered 
rock ' n' roll 20 years ago. I bought my first 
amplifier to play in a little bar in Detroit. In 
those days we called it a place where they play 
a lot of blues. Actually rhythm&blues. And the 
patterns that some of the kids come up with 
now, we'd play eight different patterns in one 
12-bar phrase. Now they talk about one so-
called dynamic pattern. We could rip that off 
every bar. I've been around long enough to see 
a certain regression in the music business. 
What I hope will subside is the volume, be-
cause that's injurious. The decibel level is 
bad and non-musical. The kids get on this one 
pattern and play it over and over and louder 
and louder. It's supposed to be very exciting, 
but to me it's upsetting and non-musical. 
db: I don't know how self-critical you are, Ken-
ny, but if there has been any change in your 
style of playing, I'm curious to know if it comes 
from within, or if you're trying to please some-
one out there. 
K.B.: Oh I'm always trying to please someone 
out there. I'm very aware of audience, but I'm 
aware that change has to come from within. 
G.S.: You have to be aware of the audience or 
else you might as well stay at home and play 
for yourself. 
J.P.: I think you absorb that part of the music 
around you that feels natural, and that you like 
to play. I've absorbed a certain amount of rock 
music. I think one thing rock has added to the 
guitar player's vocabulary is emotion. For a 
long time you couldn't get very emotional with 
your instrument. Maybe you could if you had 
the right setting, a lot of quiet, and you could 
be heard. But with amplifiers and the way kids 
are playing today they've really added an emo-
tional aspect. 
db: You mean bent tones? 
J.P.: No ... well maybe a little. 
G.S.: What Joe means is giving life to the notes. 
J.P.: Yeah . . . you can sustain a note longer, 
play fewer notes... 
K.B.: Beautiful, perfect, I'm glad you said that. 
The thing you're talking about is simplicity. 
If you look at it from a strictly musical stand-
point, the music is much simpler today. Rock 
has conditioned the audience to the acceptance 
of simpler playing. So you don't have to play 
all sorts of intricate changes. If you do, of 
course, it's a measure of the man. 
db: Isn't too much simplicity self-defeating 
for the jazzman? 
K.B.: What do you mean? 
db: Well, wouldn't a jazz musician rather im-
provise on a tune that has an interesting set of 
changes? 
G.S.: Makes no difference to me. I can get just 
as bored with a whole bunch of changes as I 
can with just a few changes. Changes aren't 
the only thing that count. If the rhythm, the 
time signature makes you want to play, it can 
have one chord or a 100 chords. 
K.B.: You're talking about expression and how 
you feel. There are any number of ways and 
devices: scales, rhythm patterns, or you can 
use a lot of substitutes. 
db: Well the fact that you have to resort to 
substitutes, or go into a modal thing, or play 



a tone row . . . all that means you're trying to 
improve on the basic material. You're dressing 
it up, embellishing it . . . in short, getting away 
from simplicity. 
K.B.: That depends on where you're coming 
from. In my case, I play what I hear. If I hear 
something modal, I don't make an announce-
ment and say I'm gonna play something modal. 
You think about it after you've done it. 
db: Do you all teach? 
G.S.: I used to, a long time ago, but not any-
more. 
K.B.: I don't, anymore. 
J.C.: I have a few students, and I like to do it. 
J.P.: I do a little bit. 
J.C.: First thing I stress is musicianship. I don't 
try to create any particular style for him, I tell 
him to listen, and not to any one person. I 
encourage him to listen to every guitarist he 
can. See what you like, try to play this, try that, 
but you can't formulate a style for him. I con't 
think it's possible, is it? 
K.B. & J.P.: No, no way. 
G.S.: Talk about another style ... I remember a 
long time ago I decided I was going to play like 
Tal Farlow, that is until I heard the first tapes 
of myself, and then I was so embarrassed .. . 
J.P.: You changed your style. 
G.S.: . . . I realized I didn't have it, and be-
sides, there were enough Tal Farlows. 
J.P.: I take a few students, and some of them 
are excellent contemporary, modern day, im-
provising guitarists. They want to get beyond 
. . . reach a greater level of sophistication, but 
I talk about playing the guitar as an instrument, 
not about any particular style. I tell 'em: 
"Here's the neck, these are scales, these are 
chords, here are tunes and patterns." 
J.C.: I'll do this: Sometimes I'll write out solos 
on a particular melody far them just so they 
can analyze it, but I tell them, look, there's no 
way I can tell you why I did this or why I went 
in that direction. There's many ways I could 
have gone, but I chose this route, because it 
is my thought. Now cultivate your own sound 
and your own way of doing it. 
K.B.: I took part in a seminar on teaching last 
year, and the first thing I told the guys was they 
should learn the fingerboard. You know, if you 
hear something, you've got to be able to play 
it. Can't always play it in one position. You've 
got to be able to get over that board. Even if 
you can't read so well, at least be able to find 
it. There's so many ways to play the same thing. 
J.C.: There's a difference right there bebyeen 
jazz guitar and classical guitar: there's always 
been a set way of playing everything in classi-
cal guitar, but there's no set way to teach or 
play a plectrum guitar. 
G.S.: Exactly . . . what works for you is the 
right way. 
J.P.: It seems to me there's a compromise going 
on right now about what we're saying. 
G.S.: You mean among ourselves here? 
J.P.: Yeah, I think we're missing a point, but 
I can't quite find it ... in terms of talking about 
simplicity and complexity and sophistication 
and taste, and we're trying to bring it all to-
gether. 
G.S.: Well, all those things are involved when-
ever we play guitar. 
J.P.: Yeah, but I think you have to be able to 
play the guitar as an instiument, as a study in 
itself, before you can get into all these other 
areas. That's what I'm talking about. 
G.S.: You mean they get committed to one 
thing before they know what they're doing? 
J.P.: Right, so they use a capo or something 
like that. 
J.C.: They don't know the instrument. The right 

hand, for instance, is a study that goes on and 
on and on ... 
J.P.: Well, leave the instrument out and just 
talk about the music. I hate to get back to labels, 
but look at music as a whole, then examine one 
piece of it— say, a composition that the Beatles 
wrote, then a piece by Charlie Parker, or some-
thing by Mancini. 
G.S.: Take this meeting we're having right 
now. Say you use four rock guitarists. They 
would not be able to think about or talk about 
all these aspects we've covered today, because 
they can talk about only one area: rock . . . 
if they can talk about that. 
K.B.: What are you guys getting at? 
G.S.: Well, what Joe is saying is that a rock 
guitarist is not expected to play Stardust. They 
are much more limited. But we're not talking 
about them as musicians, but what their music 
has caused us to do to our own music . .. what 
it has added to the mosaic of my playing. 
db: That points up the versatility of the jazz 
musician, who is expected to be able to play 
anything in a studio situation. 
G.S.: I remember one time in New York when 
Creed Taylor said to Kenny, "Can you play 
classical guitar?" And Kenny said "Sure," but 
say that to Eric Clanton and he'll say "What?" 
db: Beautiful. Glad we're back to using labels 
again. Now let's discuss the pick as opposed 
to the finger. 
K.B.: Same story: whatever it takes to do the 
job. Some things you can do with the fingers 
that you can't do with the pick and vice versa. 
db: What's your preference? 
K.B.: It's not a question of preferring. I happen 
to use the pick more than I use the finger 'cause 
what I hear can be done better with the pick— 
you know, like a multiple of notes. I don't think 
it can be done as well with the finger. On the 
other hand there are certain contrapuntal 
things that can't be done with the pick. 
db (To J.P.): I always see you with the pick in 
your mouth. 
J.P.: Well I play half the time with the pick, half 
the time with fingers, depends a lot on.. . 
K.B.: . on the sound you want. 
J.P.: Yeah, the sound. 
K.B.: And not necessarily the technique. 
db: You remind me of an oboe player who has 
to keep his reeds moist. 
K.B.: Oh, is that so? Joe, I got an invention for 
you. 
J.P.: Is it a pick holder? (General interest fo-
cuses on Burrell.) 
J.C.: How do you do it, 'cause I put mine in 
my mouth, too. 
K.B.: I'll show you; it's very simple. 
J.P.: (Impatiently) Well, what do you do? 
K.B.: Oh, you've got to come see me. ( Kenny 

was closing that night at the Lighthouse prior 
to a Japanese tour.) 
J.P.: Boo, boo. 
OTHERS: What a cheap way to get people into 
the club. 
db: Can't you describe it for the sake of my 
readers? After all, this is coming out in the gui-
tar issue. 
K.B.: No, this is for my close friends. 
J.C.: See, I do this. (Demonstrates pick- in-
mouth technique.) 
K.B.: One day you're going to swallow it. 
J.C.: Aaaw, they've been telling me that for 
years. 
K.B.: Well I've been fooling around and finally 
found a thing. 
J.C.: What do you do, put it on your ear? 
K.B.: I keep telling you, come see me and I'll 
show you. I won't buy you a drink, but I'll 
show you my secret. 
db: Before I shut my trusty little tape recorders 
off, is there anything we left out? Anything else 
I should ask you? 
G.S.: You haven't asked me how I've been. 
db (as deadpan as Szabo): Well, for the re-
cord, how've you been, Gabor? 
G.S.: Fine thanks. (Scattered giggles) 
db: You mean, this is the way the roundtable 
discussion will end? 
K.B.: No— seems to me you should give us a 
blindfold test before we leave. 
db: All right, I'll put on a record of Leonard 
Feather playing piano, and you can all take 
turns guessing who it is. 
K.B.: Well it's only fair. Leonard has never 
interviewed four guitarists at the same time. 
db: Okay, if that's what you really want. 
K.B.: Sure. Put on some records; we'll tear them 
apart for you. 
G.S.: Good idea. Let's see, who didn't we put 
down so far. 
K.B.: No, really. If you put on guitar records, we 
can tell you if one string is out of tune, or if one 
string is softer than another. (db complies with 
wishes.) 
J.C.: I'll bet he puts on a Howard Lucraft re-
cord. He's a guitarist, you know. 
RECORD 1: Girl Talk, from Goodies (Capitol) 
by Howard Roberts. 
K.B. (Before the 4th measure): Is that 1-loward 
Roberts? 
J.C.: Yeah, that's Howard. 
db: What are your first thoughts when you hear 
that? 
K.B.: That's not jazz; that's a Howard Roberts, 
do you dig? (db gets another record rather than 
renew the semantics war.) 
RECORD 2: By Myself, from Kaleidoscope 
(Verve) by Johnny Smith. 

Continued on page 35 

John Collins ( I) and Gabor Szabo 



the 
Magic 

of 
Mahavishnu 

by Mike Bourne 

The Mahavishnu Orchestra is not, as 
some might interpret, the John 

McLaughlin Quintet. The striking sing-
ularity of each player in the creative 
synthesis of the ensemble transcends the 
usual lead- plus- sidemen locus. But 
McLaughlin is nonetheless an inspiring 
figure; he indeed emits the essential 
energy of the band. After all, the Maha-
vishnu Orchestra is titled after the holy 
name given McLaughlin by his guru, Sri 
Chinmoy. And even more: The music 
altogether becomes an extension of his 
life, or rather, is his life itself. 
Not that his brother artists exemplify 

his same Eastern fervor exactly, yet 
each, individually and in communion 
with the other (and with the audience) 
summons the spirit, the Inner Mounting 
Flame, the fervor that is not simply East-
ern hut is universal, immediate, and at 
times tangibly cosmic. And to penetrate 
McLaughlin himself, even in casual con-
versation, is to recognize that same di-
rect and intense communion. 

"I am not the Creator. The Creator 
created me!" This is the balance of his 
faith and the insight into McLaughlin 
most easily misinterpreted. Before each 
performance, he dedicates the music to 
the Supreme Being ("The maker of all 
music"), and in his playing he seeks the 
ecstasy of divine inspiration.— 
"Inspiration is the highest ideal!" 
Therein is the fulfilling element of his 

art and his life— because to McLaughlin, 
life is the assimilation of ail experience 
evolved into an ideal discipline of being. 
"I am a disciple. Discipline and disciple 
come from the same root . . . just like 
ignore and ignorance," and the fruition 

of his life is to achieve that degree of 
discipline wherein the Creator will mani-
fest himself. That is, to be inspired is to 
become the cosmic instrument of God. 
Up front, I admit my appreciation of 

his mystical idealism seems facile and 
rhapsodic. But it is difficult to verbalize 
the experience of the person of 
McLaughlin. As man and artist, he radi-
ates that characteristically awesome 
presence of the self-determined spirit. 
Yet at the same time, McLaughlin ex-
presses a rarefied innocence, the illumi-
nating esprit that is beyond explication; 
it is esthetic, indefinable, yet it is real. 
How it is transformed into actual mu-

sic is thus simple and complicated (at 
least cosmically). Accepting the Eastern 
ideal that "the Sound is God", 
McLaughlin as an instrument of being is 
inspired, in one sense as if played upon. 
"If my life is in tune, then I am in tune!" 
To McLaughlin, the form of music (the 
notes) is mainly inconsequential; the ex-
pression of the music (the sounds) is all. 

In response to questions from two gui-
tarists, McLaughlin explained that the 
structure of his music is determined nat-
urally by the spiritual impetus: "Music is 
beyond thought!" But in answering my 
own questions about practical spiritu-
ality, about the necessity of technique in 
the act of playing, McLaughlin proved 
that his artistry is far more than elevated 
idealism. "Spirituality is worthless if it 
isn't practical! Music is my work. I am a 
musician!" 
As such, his virtuosity on the guitar 

becomes an integral element in his dis-
cipline of being; it is the necessary ca-
pacity to perform the inspiration. And 
given the intensity of his inspiration, the 
technical capacity of McLaughlin is truly 
phenomenal. His speed, stamina, 
profound lyricism and his very presence 
in sound— all of this is wrought through 
his sublime mastery of the guitar. Yet the 
true force of his music is divine, and 
believably so— an experience of pleasure 
and energy, and yet sincere and ex-
hilarating worship as well. 

Ironically, McLaughlin didn't know 
the word "kinetic" when I applied it to 
his music. Yet it is undeniably kinet-
ic — in constant motion and throughout 
the band — in the ever-explosive drumm-
ing of Billy Cobham and the boisterous 
joy of pianist Jan Hammer especially, 
but above all in the mystical figure of 
McLaughlin. 

"I want to move people", he con-
cluded— and in the brilliance of his in-
spiration and the absolute virtuosity of 
his instruments (his guitars and himself), 
John McLaughlin proves his ideals with 
that zeal that in the Western holy-roller 
tradition is usually adjectivized as "right-
eous!" db 
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When Jack Geils. Jr. called his parents to 
tell them that he was dropping out of college 
to form a rock band they didn't exactly cheer 
and shout. The young man was only 18 
months away from a mechanical engineering 
degree from Worcester Polytechnic Institute. 
Five years later, when the J. Geils band was 
playing at New York's Academy of Music, 
his proud parents were in the audience, cheer-
ing and shouting like teenagers. 
Jack Geils. Sr.— an electrical engineer for 

the telephone company— and his wife. Lynne. 
have the appreciation for all forms of music 
that makes them go to the ballet one night, the 
opera the next and out to hear some jazz the 
night after. Their son grew up in an atmos-
phere of the best available music around the 
home. In such surroundings, he was first at-
tracted to the trumpet. 

"I started out playing trumpet — along about 
the fourth grade. I guess. I carried that 
through for awhile and then I played drums 
for a time, then sax. and I also taught myself 
keyboards enough so I can diddle . . . formal 
instruction consisted of about one school year 
of the first book of trumpet." 

Geils reflected on his abilities on his several 
instruments: "I gave up the trumpet when I 
was in my first year of college. and at that 
time I was just barely able to cut a couple of 
Charlie Parker heads." 
About the time he was in the eighth grade. 

Geils discovered a ukelele that had been rest-
ing quietly in a closet. 

"I had a thing where 1 would try and make 
some musical sense out of any instrument I 
could get my hands on," he recalled. "I had 
basically taught myself enough theory to get 
something meaningful out of the instrument. 
If I could tell where the notes were. I could 
play something. I couldn't play any chords on 
it, but I dug that each fret was half a step. 
Along about my first year in high school I 
came by an old, beat-up guitar." 
The guitar was an arched top-F hole Har-

mony with an action guaranteed to raise blis-
ters on the most calloused of hands. 

"I wound up putting nylon strings on it," 
Geils continued. "I eventually went from that 
into a couple of round hole acoustics. I was 
kind of getting into country blues around that 
time. By about late 1966 or early '67. I had 
bought myself an electric guitar and an amp." 
The progression sounded very familiar as 

Geils moved the conversation from country 
blues to urban blues. 

"I was playing all the time with Dick ( Mag-
ic Dick, the current blues harp player with the 
Geils Band) and he was buying a lot of 
records by people like Sonny Boy William-
son, Little Walter and Junior Wells and learn-
ing to play like those cats. I heard a lot of 
Muddy and I heard a lot of Buddy Guy; 
people like Luther Tucker. Robert Junior 
Lockwood, Louis Meyers. 

"I was hearing these cats playin' behind 
Little Walter and them. and I just started to 
learn what they were playing because I want-
ed to back up the harp properly. It's very 
difficult, in certain respects, to play behind a 
harp player. It's not just a matter of churning 
out those ninth chords. Those cats who 
played with Muddy, they had a thing going 
too. And then I heard my first B.B. King 
record." 
Get J. Geils going on the subject of B.B. 

King and you have the opportunity to observe 
a man possessed. 
"Two cats I really admire are Chuck Berry 
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j. geills: 
new generation blues 

by joe h. klee 

and B. B. King," he said, approaching his sub-
ject with the awe and respect usually reserved 
for saints. 

"I've gotten to meet both of them and play 
with them and jam with them and those two 
cats, when they're on stage, I would say they 
use about one quarter of the chops they really 
have. The point is, they can play so much 
guitar. They got into a thing and established a 
certain guitar style for themselves. But they 
know much more about the guitar than they 
play during their thing. It just knocks me out 
"You see B.B. King or Chuck Berry play, 

and they're burnin'. but they have so much 
more they can do." 
The only subject Geils approaches with the 

same fervor as his favorite guitarists is his 
favorite band He is always certain to make 
clear that it is the J. Gas Band. Not J. Geils 
and his band, but a six-way cooperative work-
ing group in which all the players have an 
equal say. So-. why the J. Geils Band, rather 
than the Chocolate Doorknob or some such 
corporate name? 

"It sas formed from two groups, actually." 
Geils began, telling the story for about the 
hundredth time this week. "There was a 
group called the Hallucinations which played 
a lot of blues, but also played a lot of rhythm 
and blues and rock and roll. The Hallucina-
tions kind of broke up. I had a band at the 
time called the J. Geils Blues Band, with 
Danny Klein on bass and Magic Dick, the 
harp player. We had all learned to play togeth-
, er. And we kind of were breaking up, and they 
were breaking up. and we got together with 
people from the two bands who were still 
interested in making music and just started 
jamming. We had Danny and Dick and myself 
from one band, and Steve Bladd and Peter 
Wolf from the other." ( Keyboard ace Seth 
Justman was added later.) 

'We didn't even get together with the in-
tention of forming a band." Geils explained. 
-We just started playing together and jam-
ming because we had similar tastes. It kept 
on, and pretty soon we realized we had a thing 
going. Danny and Dick and I were under a 
management contract under the name of the J. 
Geils Blues Band, and we started taking gigs 
through this contract under that name. When 
it expired and we could call the band what-
ever we wanted, we had a following. The only 
reason my name got tacked on it is because of 
that weird management thing. It just happens 
to be my name too." 
The basis of the band is the rhythm of 

drummer Steve Bladd, who builds this band 
as any rock band —even one that is blues and 
rhythm&blues based— must be built. From 
the minute the band hits the stage, the rhythm 
starts the toes tapping and the fingers pop-
ping, and soon the fans are out of their seats 
and on their feet, moving about in rhythm any 
old way they can. 

Part of this drive comes from the Fender 
bass so ably rocked by Danny Klein. Togeth-
er, Bladd and Klein work as a team upon 
which are overlayed the thick chords and 
colorations of Seth Justman's organ and piano 
and the triple leads of Magic Dick's mouth 
harp, Pete Wolf s vocals and Geils' guitar. 
The band really has a conglomerate person-

ality, but if an individual could be said to 
represent it on stage, it is Peter Wolf. Wolf 
doesn't enter the stage, he explodes onto it as 
if propelled from a cannon at the end of the 
band's all too brief opening instrumental. 
From the moment he gets there until after the 
last encore, Wolf is in perpetual motion. He is 
Mister Floorshow, but much more than that. 

Continued on page 36 
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REVIEWS 

SPOTLIGHT REVIEW 

CHARLIE CHRISTIAN 
SOLO FLIGHT— THE GENIUS OF CHARLIE 

CHRISTIAN— Columbia G 30779: Rose Room; 
Memories Of You; Seven Come Eleven,' Honey-
suckle Rose; All Star Strut; Till Tom Special; 
Gone With "What" Wind; I Got Rhythm; Star 
Dust; Tea for Two; Boy Meets Goy; Six Appeal; 
Good Enough to Keep; Wholly Cats (two takes); 
As Long As I Live; Benny's Bugle; Royal Garden 
Blues; Breakfast Feud; I Can't Give You Anything 
But Love; Gilly; Breakfast Feud (composite take); 
On the Alamo; I've Found a New Baby; Solo 
Flight: Blues in B; Waiting For Benny; Good 
Enough To Keep (Air Mail Special) (composite 
take). 

Personnel: Christian, guitar (all tracks). Tracks 
1-3: Benny Goodman, clarinet; Lionel Hampton, 
vibes; Fletcher Henderson, piano; Artie Bern-
stein, bass; Nick Fatool, drums. Track 4: Jimmy 
Maxwell. Ziggy Elman, John Martell. trumpets; 
Ted Vesely. Red Ballard. Vernon Brown. trom-
bones; Goodman; Toots Mondello, Buff Estes, 
Bus Bassey. Jerry Jerome. reeds; same rhythm. 
Track 5: Harry James. trumpet; Jack Teagarden, 
trombone; Goodman; Benny Carter, alto sax; Ed-
die Miller, tenor sax; Jess Stacy. piano; Bob Hag-
gart, bass; Gene Krupa, drums. Tracks 6-7: as 
previous sextet, but Count Basie replaces Hen-
derson. Tracks 8-10: Jerry Jerome, tenor sax; 
Frankie Hines, piano; unknown bass&drums. 
Tracks 11-12: as previous sextet, but Johnny 
Guarnieri replaces Basie. Track 13: same, but 
Dudley Brooks for Guarnieri. Tracks 14-18: 
Cootie Williams, trumpet; Goodman; Georgie 
Auld, tenor sax; Basie; Bernstein; Harry Jaeger. 
drums. Tracks 19-21: same, but Ken Kersey for 
Basie. Tracks 22-24: same, but Basie returns and 
Jo Jones replaces Jaeger. Track 25: Williams. 
Alec Fila, Maxwell, Irving Goodman. trumpets; 
Lou McGarity, Cutty Cutshall, trombones; Good-
man; Skip Martin. Gus Bivona, Auld, Pete Mon-
dello, Bob Snyder, reeds; Guarnieri; Bernstein; 
Dave Tough. drums. Tracks 26-27: as previous 
sextet, but omit Goodman and sub Guarnieri for 
Basie and Tough for Jones. Track 28: as above, 
but with Goodman. 

Rating: ***** 

Few musicians in the history of jazz accom-
plished so much in so short a time as Charlie 
Christian. Though recent research has estab-
lished that he was born in 1916 rather than 
1919 (and thus lived all of about 26 years) his 
direct impact on the music was circumscribed 
by a period of less than two years— from 
August. 1939, when he joined Benny Good-
man. until June 1941. when he was found to 
he suffering from tuberculosis and was hospi-
talized for the remainder of his short life. 

In that brief timespan. Christian effected a 
permanent change in the role of the guitar in 
jazz. He was not the first to play amplified. 
but his way of doing it put electronics on the 
jazz map. And as this great collection proves. 
no electric guitarist has ever achieved a better 
sound, technological advances notwithstand-
ing. He never played a distorted note. 

But it wasn't only how he played. it was 
what he played. Even the briefest Christian 
solo bears his unique stamp, is a total musical 
statement. Deeply rooted in the blues, he was 
much more than a great blues player: beyond 
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dispute, he was one of the master improvisers 
in jazz. And every note he played swung, at 
any tempo. He always took his time ( hear his 
eight bars on On Hu' Alamo). As a creator of 
enduring riffs and licks, he had no peers ( there 
are dozens of phrases in these grooves that 
still are part and parcel of the jazz vocabu-
lary). but he never just strung them together in 
mechanical fashion— he developed them and 
made them sing. 
A gigantic soloist. Christian was also a 

great section man. Though amplified, his 
rhythm guitar playing retains the feel of the 
natural instrument, blending perfectly with its 
acoustic mates. 
The joy and life and beauty of Christian's 

music are as alive today as when it was made. 
Genius doesn't date. There isn't a guitarist ( or 
any musician, for that matter) who could not 
learn from his legacy. 

Fortunately, he made a comparatively large 
number of records, and was also captured in 
more informal settings. This album brings into 
legitimate circulation some gems recorded af-
ter hours (at the Harlem Breakfast Club in 
Minneapolis. Minn.) on portable equipment. 
Though the sound isn't perfect, it's more than 
adequate, and these three tracks alone (I Got 
Rhythm, Star Dust, Tea for Two; are worth 
the price of the album. 
Not to slight the remainder. The Goodman 

sextets and septets were among the most ad-
vanced of swing combos and find Christian in 
worthy company. The sextet, with its per-
cussive instrumentation, had in Lional Hamp-
ton a musician whose conception and time fit 
the guitarist perfectly, and they inspired each 
other. (Christian is one of the acknowledged 
fathers of bebop: Hampton was another but 
hasn't been duly credited.) Count Basie, who 
plays in both sextet and septet settings, was 
another streamlined swinger. Cootie Wil-
liams. playing with wit, passion, and bril-
liance, has some of his finest non- Ellington 
moments here. Georgie Auld, playing hip. 
Ben Webster-inspired tenor, has rarely 
sounded better— and he swings. Drummers Jo 
Jones and Dave Tough do their reputations 
justice, but the lesser known Jaeger and Fa-
tool are no slouches. The ubiquitous Artie 
Bernstein is always solid. and the pianists also 
do well (don't overlook the brilliant, under-
rated Kenny Kersey on I Can't Give You). 
There were no ringers on Benny's team. 
As for Benny himself, the period represent-

ed here found him at one of his creative peaks. 
He had not yet abandoned his jazz embou-
chure under the spell of Reginald Kell. and 
still roughed up his tone with little growls and 
smears. Forget the arguments about the King 
of Swing title; this is a great jazz clarinetist at 
his best. 

In terms of music per se. this two-record set 
has no weaknesses, but as a reissue produc-
tion it is open to criticism. I won't go into the 
fact that, from a collector's standpoint, it is 
both maddening and unfair that the takes are 

not identified ( see discographical note). But 
from a standpoint of common sense and max-
imum musical value, why use inferior alter-
nate takes when the originals are not in circu-
lation (f. ex.. why two interesting but 
not-so-good Wholly Cats in place of the 
near-perfect original). Why duplicate material 
available on the still- in-catalog The Charlie 
Christian Story (Columbia CL 652)? 
The producer's liner note says that solos 

have been intercut from various takes. treat-
ing the material "as tape," but doesn't point 
out that this had already been done (by Al 
Avakian) on CL 652 some 10 years ago. It 
also says that the contents of this album 
"come close to equaling (Christian's) total 
recorded output." Not considering alternates, 
there are I I Goodman combo works not in-
cluded here, not to mention the Ida Cox and 
Eddie Howard dates to which Columbia has 
access; the Lionel Hampton dates for Victor 
and the Metronome All Star session on that 
label, the Edmond Hall date for Blue Note. 
the Jerry Newman Minton's material, and the 
Spirituals to Swing items with Lester Young. 
Making full use of alternates. Columbia alone 
could come up with another double album. 
And then there are the air shots. Nor does 
there seem any need for producer Chris Al-
bertson to say that Christian created many of 
the originals represented here but "never re-
ceived due credit or royalties" when many of 
the 78 issues listed him as co-composer. 
There is enough venality in the annals of jazz; 
let's not invent more, in these days especially. 
The other liner note, by Gene Lees, is 

lemonade, misrepresenting the history of jazz 
guitar before the Christian era. In case you 
didn't know, the notes do tell you how an 
electric guitar differs from an acoustic. 
These points are only made because great 

music deserves the best treatment ( the cover 
is tasty, but why no other musicians' names 
for added sales attraction?). The music is 
here, however, and it's a feast for the ears. 
This is classic jazz at its best; a must for any 
listener with more than superficial interest in 
the music. And after you've listened, read 
Ralph Ellison's essay on Christian in Shadow 
and Act. —morgenstern 

Discographical Note: Since no take numbers are giv-
en for any of the tracks, a brief rundown will be 
helpful. For titles not mentioned here, originally 
issued takes were used. All Star Strut, excepting the 
piano introduction, is a previously unissued take. 
The first Good Enough To Keep is a previously un-
issued version. from 6/211-40. Both takes of Wh lly 
Cats are previously unissued. as is that used for 
Royal Garden Blues. The first Breakfast Feud is an 
unissued version from 12/19/40. The second (com-
posite) differs from that issued on CL 562. having an 
additional ( fourth) Christian chorus and being 
framed in a different, previously unissued take from 
1/15/41. I've Found a New Baby is a previously 
unissued take. The second Good Enough differs 
from the CL 652 version in using the originally 
issued take for the frame (and in omitting, inadvert-
ently, the first four bars of Christian's second 
chorus). Solo Flight is Take I. 



DENNIS BUDIMIR 
THE SESSION WITH ALBERT— Revelation 14: 

Warm Up; Au Priva ve; There Is No Greater Love. 
Personnel: Gary Foster, tenor sax; Budimir, 

guitar; Albert Stinson, bass; Jim Keltner, drums. 

Rating: *** I/2 

There is some line and often quite original 
playing on this album. The problem: no over-
all sense of organization and little cohesive-
ness to the material A rather listless rhythm 
section doesn't help things either 
This is perhaps a consequence of an overly 

relaxed studio atmosphere in which discipline 
gave way a bit too far to self indulgence. The 
result is the intrusion of some flabby ideas 
and long stretches where nothing really hap-
pens. The music is always tasteful and softly 
swinging, hut in spite of some compelling solo 
periods, the spark of collective unity never 
really strikes with any impact. There are hints 
that the musicians may be listening to each 
other, as in Privare, where Budimir lays down 
some riffs behind Foster's tenor or when 
Budimir and Stinson toss, the ball hack and 
forth, but no ensemble sense ever takes hold 
firmly. 
I hesitate to make any firm judgment on 

Foster's playing, since it is terribly under-
balanced and often inaudible. He has a rather 
sleepy Getzian sound with which he arti-
culates a relatively conservative repertoire of 
ideas. 

Budimir plays a highly inventive and tech-
nically accomplished electric guitar. His 
single string lines, punctuated by an occasion-
al chord, provide the main point of interest 
throughout the album, although the length of 
his excursions sometimes dilutes the impact 
of his most inspired playing. Conciseness is a 
virtue in jazz. 
The liner notes by Michael James insist that 

Love is the best selection, and that is certainly 
true. Budimir's playing is at a high level most 
of the way, and the piece as a whole hangs 
together relatively well. 

All tracks are from a February. 1964. ses-
sion which has already yielded several LPs. 
These are the last that remain. — mcdonough 

GARY BURTON 
ALONE AT LAST— Atlantic SD 1598: Moon-

child/In Your Quiet Place; Green Moun-
tains/Arise Her Eyes; The Sunset Bell; Hand Bags 
and Glad Rags; Hullo Bolinas; General Mojos 
Well Laid Plan; Chega De Saudade. 
Personnel: Burton, vibes (all tracks), also piano 

(track 5); piano, electric piano, organ (track 4); 
electric piano (track 6), all overdubbed. 

Rating: **** 

Nothing in music is as tiresome as the vacu-
ity of virtuosity employed purely for the sake 
of its own dazzle. Monstrous technique is a 
skill that must be guardedly used lest it be-
comes a tool to build Chinese boxes of glitter 
and more glitter. Paradoxically, virtuosity for 
its own sake, when displayed with enough 
bravura, can provide its own limited kind of 
excitement. 

Burton is a virtuoso to stand beside Tatum 
and Rich. There are probably more notes 
scattered in the crevices of this record than on 
an average quartet set. The rating is a com-
promise: Three tracks knock me out, two are 
intermittently interesting, and two are in-
sufferably boring. 

Side one was recorded live at the 1971 
Montreux Festival, and for the most part it is 
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an astonishing performance. Burton's 
four-mallet technique and the manner in 
which he uses it is something to listen to with 
hushed breath. Like Tatum. he has developed 
an orchestral style of harmonic density and 
rhythmic fluency. A rhythm section would 
have been a disconcerting intrusion. But I 
think his approach, particularly rhythmically, 
owes a greater debt to Bill Evans. He has 
Evans' ability to lay down the right medium 
tempos and then play against the time with 
lyrical ingenuity. 

Keith Jarrett's Moonchild is the master-
piece of the set. It consists of two themes with 
a marvelous variety of moods. balladic and 
bluesy. It is a continuously interesting per-
formance, though Burton seems a little reluc-
tant to end it ( and I was sorry to hear it end). 
The moderatly funky closing is ingratiating 
and a perfect resolve to the meditative open-
ing. 

Steve Swallow's Green Mountains is al-
most as good. Also a double theme, it begins 
at up tempo and halves its velocity for the 
Arise section. Again the composition is quite 
good. and Burton's playing is exquisite, par-
ticularly on the first section, where he per-
forms convolutions on the theme, never quite 
letting it go but dancing around it with unfail-
ing inventiveness. If the whole album was up 
to these cuts, it would be devastating. As it is. 
I'm tempted to say that they alone are worth 
the price. 

Sunset, a Burton original from the same 
concert, is unendurably lush. The beginning 
sounds like the anacrusis of Moonchild, but it 
never goes anywhere. It just creates a mood 
in very slow tempo with a million notes and 
leaves me stultified. 
I don't know why Hand Bags was released 

at all. Burton overdubbed piano and organ for 
some cheap funk and easy soul, and it just 
kind of lumbers around, bumping into stones 
and finally dying in a fade-out. 

Bolinas and General are interesting for the 
piano-vibes interplay, although they made me 
aware of how self-indulgent the whole over-
dubbing thing is. Burton is a minor pianist, 
and if another musician had been brought 
in=—Jarrett, for instance— the results would 
have been infinitely more stimulating. 
Jobim's Chega is a return to the Burton 

who makes everything all right. The tempo is 
impossibly fast, but the vibist is wondrously 
deft and inventive. Every time I listen I laugh 
in admiration, waiting for him to trip over his 
own mallets and sink into the quicksand. He 
never does. 
Gary Burton at his best is a brilliant musi-

cian with a sublime and vital vision. At his 
worst, he creates a vainglorious din that, to 
these ears at least, becomes mindless and 
souless under scrutiny. I suppose the same 
thing could he said of Tatum. and we'll just 
have to put up with such inconsistencies — as 
on Alone At Last. —giddins 

THE EDWARD 
JAMMING WITH EDWARD!— Rolling Stones 

Records COC 39100: The Boudoir Stomp; It Hurts 
Me Too; Edwards Thrump Up; Blow With Ry; 
Interlude a la El Hopo including The Loveliest 
Night of the Year, Highland Fling. 

Personnel: Nicky Hopkins. piano; Ry Cooder. 
guitar; Bill Wyman. bass; Charlie Watts. drums; 
Mick Jagger. vocal. 

Rating: ** 

On first glance at the personnel, one might 

expect this to be simply another Rolling 
Stones album, with guitar courtesy of Ry 
Cooder instead of Richard-Taylor. But this is 
not the case. 

Jagger's vocals are few, brief and undis-
tinguished. and Watts and Wyman are more 
or less backup men for Cooder and Hopkins. 
The skill of these two shines through, to be 
sure, but they don't try to do much with it. 

In fact, since the album attempts nothing, it 
neither succeeds nor fails. It is recorded in an 
extremely casual and off-hand manner, almost 
as if the gang was hanging around playing with 
nothing special in mind and someone hap-
pened to leave the recorder on. 
Hopkins has some nice bits, including an 

interesting and playful turn with The High-
land Fling, and Cooder offers a couple of 
pleasing introductory riffs; but beyond these 
few moments the disc is virtually vapid. 

Although there is nothing so objectionable 
about it as to deserve harsh words, one must 
wonder why such an assemblage of luminaries 
bothered to record an album of such unam-
bitious design. —hobby nelsen 

EARL HINES 
HINES '65— Master Jazz Recordings 8109: My 

Blue Heaven; I Don't Know Enough About You; 
Serenade In Blue; I Know That You Know; If I 
Could Be With You; Hunting; Hines '85; The Mid-
night Sun Will Never Set. 

Rating: ***** 

MY TRIBUTE TO LOUIS— Audiophile AP 111: 
When It's Sleepy Time Down South (two ver-
sions); Struttin' With Some Barbecue; A Kiss To 
Build A Dream On; Pennies From Heaven; Con-
fessin'; Muskrat Ramble; Blueberry Hill; Some-
day. 
Personnel: Hines. piano. vocal. 

Rating: **** 

Though I suppose I should not regard it as a 
sin or a weakness, I confess that Hines' play-
ing has interested me less and less, quite 
gradually, from the days of his QRS and 
OKeh solos until today. By the turn of the 
'40s I was pretty much through with him, and 
remained so throughout the '60s. I explain 
this by admitting my preference for the older 
forms and methods of jazz, and there's the 
hangup I take with me to the turntable when 
albums such as these reach me. 

Yet. I've listened dutifully to each new 
release of Earl's — thankfully, we've been kept 
in fresh supply during the past decade (yes, 
"thankfully", because my hangup does not 
prevent me from knowing his greatness) — and 
tried to find something for myself in each one. 
Surely anyone, given the Blindfold Test, 
would identify the pianist on these separate 
albums as one and the same man, yet they 
subtly demonstrate the alterations Hines had 
made upon his playing over six years— not too 
short a period by which to measure the dy-
namism of a veteran innovator whose style is 
relatively set. 
The '65 album, recorded in London and 

issued in America for the first time, shows 
more traces of the "old" Hines— a tantalizing 
few bars of stride in I Know, for example. 
Hines rarely vocalizes; he sings Know 
Enough and If here, in his soft-hoarse bari-
tone. The title track is a medium-up minor 
blues. and Hunting a sort of rhythm ballad on 
familiar changes (tracks are listed in correct 
sequences; the liner program errs). 

Earl made his Tribute 12 days after Arm-
strong's death, and one can only wonder at 
his thoughts and state of mind as he taped 
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his choices. I seem to hear a disjointed quali-
ty, a brittleness . . . but an apt description 
eludes me. Both LPs seem mandatory for 
aficionados of mainstream piano, and of 
Hines in particular, yet I can't help giving '65 
the edge. For those who feel unusually close 
to Louis and/or Earl, perhaps there are vibra-
tions in the Tribute that I've not been able to 
catch; my ratings reflect only my subjectivity. 

Audiophile has produced a handsome pack-
age, with their now-standard double-fold jack-
et, a I 2x24-inch reproduction of the familiar 
(recent?) photo of Louis' coatsleeve, hand 
and horn (couldn't we have been given a 
photo credit for this magnificent picture?). 
and learned notes by Stanley Dance, who has 
written often and at length and in depth about 
the pianist. Photos, too. MJR's production is 
far less ambitious; black-and-white, the cover 
a caricature of Hines, and more extensive 
annotation by Bill Weilbacher. 

—jones 

STEVE KUHN 
STEVE KUHN — Buddah BDS 5098: Pearlie's 

Swine; Silver; Time to Go; The Heat of the Mo-
ment; The Baby; Hold Out Your Hand; The Mean-
ing of Love; Ulla. 

Personnel: Kuhn, electric piano, acousic pi-
ano, vocal; Ron Carter, bass; Billy Cobham, 
drums; Airto Moreira, Latin percussion; Gary 
McFarland, arranger, conductor; unidentified 
string quartet. 

Rating: *** 

Like the character in the Frost poem, pia-
nists coming up in the early '60s were offered 
the choice of diverging roads; either the lilt-
ing, verdant path to Billevansland or the 
clamorous, unsteady, fiery trial to Ceciltay-
lorville. Unlike the Frost traveler, however, 
many of them have taken both roads, thereby 
giving jazz a slew of eclectic technical wizards 
in search of an identity. I think Steve Kuhn is 
one of them. 

This album is a sequel to the 1966 October 
Suite on which also played the music of Gary 
McFarland with the aid of strings and Ron 
Carter. On that recording, Kuhn played in a 
lyrical, melancholy mood inspired by the 
like-minded compositions and voicings. Here, 
the pieces are all by Kuhn and though they 
greatly resemble McFarland's in their lachry-
mose, minor cast, the melancholia has be-
come somewhat depressing. The major differ-
ences are that Kuhn's work has become tu-
multous and extroverted, Cobham's crisp 
rhythmic attack demonstrates the changes 
Miles Davis has since wrought, the pianist 
has tried to become a singer, and, most impor-
tant, McFarland's contribution is only in the 
introductions and background figures: this is 
less a concerto for soloist than a soloist with 
superimposed strings. 

Unfortunately, this was McFarland's last 
assignment before his untimely death, and it 
will not enhance his reputation. Nevertheless, 
there are moments when he shows why he 
was one of the best (and one of the few 
unsentimental) string writers in jazz. There is 
a particularly clever and deceptively simple 
nine-note riff on Swine. 
The tunes, especially Swine, Baby, and 

Time, have a quiet, somber, and attractive 
feeling that shows a bossa nova influence, but 
they don't really get anywhere in the improvi-
sations and, as noted, the charts were not 
designed to develop the lines. Kuhn's playing 
consists mostly of deft, wild explorations 
steaming over the keyboard, punctuated by 

sporadic chord clusters and tremolos. He 
coaxes rich and varied sounds from the elec-
tric instrument and on the ballads turns in a 
few poised, melodic strains but these are also 
not developed. With all his admitted deftness 
and flair, the results usually seem a lot of 
sound and fury signifying very little. 
The worst moments on the record are those 

where Kuhn elects to sing. There is a myth 
among some musicians (who should know 
better) that anyone who can play can sing. 
Mingus once wailed in these pages that criti-
cizing his singing meant attacking his soul. 
Well, when Mingus or Kuhn or any of the 
other would-be singers are ready to hire Ray 
Charles on alto and Billy Eckstine on trom-
bone, their point will be better but still not 
well taken. Kuhn's singing is trite and tire-
some. and considering the banality of the lyr-
ics I can't imagine why he chose to do it. They 
range from vapid-pretentious (Swine) to va-
pid-confessional ( Hand, Meaning). 
The rhythm section is predictably tight. 

with Swine and Baby containing everybody's 
best work. 
Kuhn is a well-equipped pianist, and he has 

his inventive moments here but ultimately I 
found the record depressing and boring. I feel 
compelled to add, though, that I did not think 
as highly of October Suite as many others. 
and for these the album may afford greater 
interest. —giddins 

YUSEF LATEEF 
THE GENTLE GIANT— Atlantic SD1602: Nubian 

Lady; Lowland Lutta bye; Hey Jude; Jungle Plum; 
The Poor Fisherman; African Song; Queen of the 
Night; Below Yellow Bell. 

Personnel: Lateef, flute, oboe, tenor sax: Ray 
Bryant, Kenny Barron, piano, electric piano; Eric 
Gale, guitar; Kermit Moore, cello; Sam Jones 
Chuck Rainey. Bob Cunningham, bass; Bill Sal 
ter, electric bass; Kuumba Heath, drums, flute; 
Jimmy Johnson, drums; Ladzi Cammara, African 
percussion; Sweet Inspirations, vocals. 

Rating: ** 1/2 

Drummer Heath is apparently making his 
flute debut here, and his duet tracks (with 
Lateef on Fisherman and with cellist Moore 
on Lidiabye) are the soft and pretty high 
points of the album. For the rest, largely 
because of the contrived pseudo-African set-
tings, none of the artists. performs up to his 
capabilities. That's a waste; Lateef and 
Bryant can achieve heights, as both have 
repeatedly proved on record. There is some 
moderately amusing guttural scatting on Bell. 
Maddening engineering gimmicks, the cloy-

ing hipness of the Sweet Inspirations, and in 
the final moments an every-man-for-himself 
scramble reminiscent of a bad night at JATP. 
render Jude obscure despite the hardy oboe 
playing of Lateef. 

Put this up against Lateefs track record, 
and the only tracks worth keeping are Lul-
labye and Fisherman. —ramsey 

JOHNNY LYTLE 
THE SOULFUL REBEL— Milestone MSP 9030: 

Gunky; The New Village Caller; Didn't We; Lela; 
The Soulful Rebel Suite; Does Anybody Really 
Know What Time It ls? 

Personnel: Johnny Lytle, vibes; Billy Nunn, or-
gan, electric piano; David Spinozza, guitar; Ron 
Carter, electric bass; Jozell Carter, drums; Ray 
Barretto, conga drums. 

Rating: *** 1/2 

A nice return engagement between Lytle 
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MAYNARD FERGUSON 

Due Mai MRL359 

CHARLES EARLAND 

Intensity Prs 10041 

DAVE BRUBECK QUARTET 

featuring GERRY MULLIGAN 

Last Set At Newport Atl SD1670 

DAVE BRUBECK 

Truth Is Fallen Atl SD1606 

CHARLES MINOUS ( 3 record set) 

The Great Concert of Charles Mingus 

Prs 3-4001 

RANDY WESTON 

African Cookbook Atl SD1609 

EDDIE HARRIS 

Instant Death At 1 5016 1 1 

SONNY STITT 

Black Vibrations Prs 10032 

ROBERTA FLACK 

DONNY HATHAWAY Atl SD7216 

RUSTY BRYANT 

Wild Fire Prs 10037 

STEPHEN STILLS ( double) 

Manassas Atl SD2-903 ( 09.96/$6.66) 

JIMMIE 5 VELLA Atl 508301 

GODFREY DANIEL 

take a sad song... Atl SD7219 

CEDAR WALTON/HANK MOBLEY 

Breakthrough Cob CST9011 

STEVE KUHN - Steve Kuhn Cob BDS5098 

BUDDY TERRY 

Pure Dynamite Mai MRL356 

SONNY STITT 

Tune- Up Cob CST9013 

RICHARD DAVIS -- Philosophy of 

The Spiritual Cob CST9003 

GLORIA LYNNE 

A Very Gentle Sound Mer SRM1633 

JIMMY HEATH 

Gap Sealer Cob CST9012 

RUTH BROWN 

The Real Ruth Brown Cob CST9007 

NEPTUNE 

The Visitors Cob CST9010 

ERIC KLOSS -- Doors Cob CST9006 

PAUL BUTTERFIELD BLUES BAND 

Golden Butter Elek 7E2005 

THE CHI -LITES 

A Lonely Man Bru BL754179 

HARRY NILSSON 

Nilsson Schmilsson RCA LSP4515 

HERB ALPERT 5 THE TIJUANA BRASS 

Solid Brass AIM SP4341 

LIZA MINELLI -- Live At The 

Olympia In Paris AIM SP4345 

JOAN BAEZ 

Come From The Shadows AIM SP4339 

CHARLIE CHRISTIAN -- Solo Flight/The 

Genius of Charlie Christian 

(double record set) Col G30779 

CREEDENCE CLEARWATER REVIVAL 

Mardi Gras Fan 9404 

GAMMY DAVIS, JR. 

Now MGM SE4832 

YVONNE ELLIMAN Dec DL75341 

FREDA PAYNE 

best of Invic ST9804 

HENRY MANCINI 5 DOC SEVERINSON 

Brass on Ivory RCA LSP4629 

BILLIE HOLIDAY -- God Bless 

The Child ( double set) Col G30782 

Gallant Lady M- E MES7046 

GRAHAM NASH/DAVID CROSBY 

Nash/Crosby Atl 01(7 220 

RAY ChARLES -- A Message 

From The People Tang ABCX755 

JOE TEX 

Gotcha Dial DL6002 

LITTLE MILTON 

Milton's Greatest Hits Chs CH50013 

QUINCY JONES 

Smackwater Jack AIM SP3037 

BUDDY RICH -- Rich In London: 

Recorded Live At Ronnie 

Scott's RCA LSP4666 

EL CHICANO 

Celebration Kapp KS3663 

SAM COOKE w. SOUL STIRRERS 

That's Heaven To Me Spec SPS2146 

GARY BURTON I STEPHANE GRAPPELLI 

Paris Encounter Atl SD1597 

ERIC CLAPTON 

History of Ate SD2803(6.98/4.66) 

ROY HAYNES 

Senyah Mai MRL351 

CHARLIE MARIANO 

Mirror Atl SD1608 

DELANEY & BONNIE 

D S 13 Together Col KC31377 

DEXTER GORDON 

The Jumpin' Blues Prs PR10020 

AMMON 5 STITT 

You Talk That Talk Prs PR10019 

ROBERTA FLACK 

First Take Atl SD8230 

VARIOUS ARTISTS -- Tribute To 

Woody Guthrie, Part I Col KC31171 

CARMEN McRAE 

In Person Mai MRL352 

CAROLE KING 

Music Ode SP77013 

BARRY MILES 

White Heat Mai MRL353 

MORGANA KING 

Cucre di Mama Mai MRL355 

PHAROAH SANDERS 

Black Unity Imp AS9219 

FREDDIE HUBBARD 

First Light CTI 6013 

HAL GALPER 

Wild Bird Mai MRL354 

DAVID CLAYTON- THOMAS Col KC31000 

ERNARD PURDIE 

Shaft Prs PR10038 

IDRIS MUHAMMAD 

Peace 5, Rhythm Prs PR10036 

BENNY GOODMAN 

Let's Dance Again Mega M515002 

LEON THOMAS -- Gold Sunrise 

On Magic Mountain Mega M515003 

LARRY CORYELL 

Fairyland Mega M515000 

PRETTY PURDIE 

.;tand By Me Mega 11515001 

RAHSAAN ROLAND KIRK 

Blacknuss Atl SD1601 

ALICE COLTRANE 

World Galaxy Imp AS9218 

JIM FALL 

Where WoLld I Be Mil MSP9037 

CHASE 

Ennea Epi KE31097 

Chase Epi E 30472 

JIMI HENDRIX 

In The West Rep MS2049 

»JINCY JONES 

Adeda Mer SRM2-623 

$ Original Sound Track W- B 2051 

ARETHA FRANKLIN 

Aretha's Greatest Hits Atl SD8295 

Young, Gifted Black Atl SD8213 

H. B. KING 

L. A. Midnight ABC ABCX743 

JOHN KLEMMER 

Constant Throb Ips AS9214 

ERIC CLAPTON/JEFF BECK/JIMMY PAGE 

Guitar Boogie RCA LSP4624 

BLOOD, SWEAT & TEARS 

Greatest Hits C_1 KC31170 

LES McCANN 

Invitation To Openness Atl 101603 

JOHN LEE HOOKER -- Never Get 

Out Of These Blues Alive ABC ABCX736 

DON RANDI TRIO + ONE 

At The Baked Potato Pop PYS5701 

SHIRLEY BASSEY 

I Capricorn U- A UAS5565 

PHIL WOODS 

Rights Of Swing Bar K231036 

ABBEY LINCOLN 

Straight Ahead Bar KZ31037 

MAYNARD FERGUSON 

Maynard Ferguson Col C31117 

CANNONBALL ADDERLEY 

Fiddler On The Roof Cap ST11008 

TONY MOTTOLA 

Superstar Guitar Proj 3 

ISAAC HAYES 

In The Beginning Atl sD1599 

SARAH VAUGHN 

A Time In My Life Mai MRL340 

BUNNY BERIGAN -- His Trumpet And 

His Orchestra, Vol. I RCA LPV581 

ARTIE SHAW 

Featuring Roy Eldridge RCA LPV582 

TOM SCOTT 

Great Scott AIM SP4330 

DON McLean 

American Pie U- A UAS5535 

OSIBISA 

Woyaya Dec CL75327 

DONNY HATHAWAY 

Live Atoo 5033306 

STAPLE SINGERS -- Bealtitude/ 

Respect Yourself SEX STS3002 

KING CRIMSON 

Islands Atl SD7212 

JIM HALL 

Where Would I Be Mil MSP9037 

AHMAD JAMAL 

Freelight Imp AS9217 

CHARLIE MINOUS 

Mingus Candid Recordings Bar KZ31034 

Let My Children Hear Music Col KC31039 

Mingus Epi KZ31034 

CECIL TAYLOR/BUELL NEIDLINGER 

New York City RIB Epi KZ31035 

KING CURTIS 

Everybody's Talkin' Atoo SD33385 

JIMMY RUSHING -- The You And 

Me That Used To Be RCA 4566 

DELLA REESE 

Best Of Vic LSP4651 

LEE WILEY 

Back Home Again M- E MES7041 

GEORGE BARNES/BUCKS PIZZARELLI 

Guitars AST 7100-077 

MICHAEL WHITE 

Spirit Dance Imp AS9215 

BLUE MITCHELL 

Vital Blue Mai MRL343 

VARIOUS ARTISTS -- Big Sur Festival 

- One Hand Clapping Col KC31138 

DIONNE WARWICKE 

Dionne W- B 852585 

VARIOUS ARTISTS 

Get It Together Mai MRL350 

CREAM 

Live, Vol. II Atco SD7005 

FRANK FOSTER 

The Loud Minority Mai MRL349 
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NEIL YOUNG 

Harvest Rep M52032 

JOE HENDERSON 

In Pursuit of Blackness Mil MSP9034 

GILLESPIE/PARKER/YOUNG 

Early Modern Mil MSP9015 

CHARLIE BYRD/ALDEMARO ROMEO 

Onda Nueva/New Wave Col 231025 

MAHAVISHNU ORCHESTRA w. JOHN McLAUGHLIN 

Inner Mounting Fleme Col KC31067 

CLARK TERRY/BOBBY BROOKMEYER 

Quintet Mai MRL320 

DREAMS 

Imagine My Surprise col (230960 

WILSON PICKETT 

Don't Knock My Love Atl SD830.0 

HAL GALPER 

Guerilla Band Mai mRL337 

MIKE LONGO 

Matrix Mai MRL334 

BUDDY TERRY 

Awareness Mai MRL336 

ARCHIE SHEPP 

Things Have Got To Change Imp 9212 

KING CURTIS 

Live At The Fillmore West Atc SD333E9 

BOBBY HUTCHERSON 

Head On Blu BST8436 

BUDDY RICH 

A Different Drummer RCA 4593 

YOUNG-HCLT UNLIMITED 

Born Again Cot SD18004 

ELLA FITZGERALD -- Things Ain't What 

They Used To Be Rep 6432 

SOUL TO SOUL ( Roberta Flack/Eddie Marris 

Les McCann/Wilson Pi,kett/Staple 

Singers/Ike & Tina Turner Atl 72C7 

TAJ MAHAL -- Happy Just 

To Be Like I Am Col 040767 

LEON SPENCER 

Louisiana Slim Prs PR10033 

DON CHERRY 

"MU" First Part Act BYG529301' 

ART ENSEMBLE OF CHICAGO 

Jackson In Your House Act BYG529302 

Reese & The Smooth One Act BYGS29329 

ARCHIE SHEPP 

Yasimina, A Black Nomen Act BYG5293o4 

Poem For Malcolm Act BYGE29311 

Blase Act BYG5283 -.8 

DAVID ALLEN/GILLI SMYTH 

CLARK TERRY/BOBBY BROoKMEYER 

Quintet Mai MRL320 

COUNT BASIL & HIS ORCHESTRA 

Afrique Fly 10138 

COUNT BASIE 

Have A Nice Day Day 2005 

LOUIS ARMSTRONG -- July 4, 1900 

- July t, 1971 RCA VPM6044 

JACK De JoHNETTE 

Hay ,' You Heard? Mil 9029 

CHARLIE BYRD 

For All We Know Col 30622 

GILBERTO with 

TURRENTINE CT! 6008 

STANLEY TURRENTINE 

Salt Song CTI 6010 

WEATHER REPORT ( Zawinul/Vitous/ 

Shorter/Moreira/Mouzon) Col 30661 

HERBIE HANCOCK 

The Best Of... Blu 89907 

DREAMS -- Dreams Col 30225 

DOC SEVERINSEN 

Brass Roots RCA 4522 

STEVE ALLEN 

Soulful Brass x3 Fly 10133 

MILT JACKSoU/RAY BROWN BAND 

Memphis Jackson Imp 9193 

MAYNARD FERGUSON 

Screamin' Blues Mai MRL316 

BOBBY HUTCHERSON -- NOW Blu 4333 

RAHSAAN ROLAND KIRK 

The Best cf Atl SD1592 

M. ALLISON 

Western Man Atl 501584 

ART BLAKEY 

Boots & H6rbs 

DOORS 

Other Voices Elek 75017 

SPECIAL 2- RECORD SETS ($ 6.98)db/RC 

MOSE ALLISON Prs 

JOHN COLTRANE Prs 

ERIC DOLPHY Prs 

MILES DAVIS Prs 

YUSEF LATEEF Prs 

THELONIOUS MONK Prs 

CHARLES MINGUS Prs 

MODERN JAZZ QUARTET Prs 

CHARLIE PARKER Prs 

SONNY ROLLINS Prs 

$4.66 

24002 

24003 

24008 

24001 

24007 

24006 

24010 

24005 

24009 

24004 

Gong Act BYG529304 The following LES are .54.98 ( db/RC $ 3.33) 
BURTON GREENE ENSEMBLE 

Aquariana Act BYG529308 

DAVE BURRELL 

Echo Act BYGE29320 

La Vie de Boheme Act BYG529330 

AME SON -- Catalyse Act BYG529324 
FREEDOM 

Freedom At Last Act BYG529325 

MUSICA ELETTRONICA VIVA 

The Sound Pool Act BYGE29326 
SUNNY MURRAY 

An Even break Act BYG529332 
GRACHAN MONCUR III 

Reo Dei de Madrugada Act BYG5293.43 

DEWEY REUMAS -- Tank Act BYG529334 

FRANK WRIGHT 

One For John Act BYG529336 
SONNY SHARROCK 

Monkey-Pockie-Boo Act BYGE29337 

JOHNNY HAMMOND 

Breakout 

LARRY CORYELL 

At The Village Gate 

ERIC KLOSS 

To Hear Is To See 

OSCAR PETTIFORD 

O. P. Memorial Album 

CHARLES EARLAND 

Soul Story 

MILES DAVIS 

:ketches of Spain 

PETE FOUNTAIN 

New Orleans All Stars 

:HE BROCKINGTONS 

Kud 1 

Van 6573 

Prs 7689 

Prs 7813 

Prs 10018 

Col 8271 

Eve 257 

Tlp 1003 

04.98 LPs ( cont.)  

KENNY LOGGINS w. JIM MESSINA 

Sittin' In Col C30144 

JIMMY SPHEERIS 

Isle of View Col C30988 

DIZZY GILLESPIE 

Portrait of Jenny Plp 13 

DIZZY GILLESPIE/BOBBY HACKETT 

Giants Plp 19 

JAMES MOODY 

Heritage Hum Plp 22 

JOE THOMAS 

Ebony Godfather Tlp 1004 

BARTEL Plp 20 

MOBY GRAPE 

Great Grape Col C31098 

SHIRLEY SCOTT 

The Soul Is Willing Prs 7845 

Mystical Lady Chs 50009 

VARIOUS ARTISTS 

Core of Jazz MGM 4737 

THELONIOUS MONK 

Greatest Hits Col CS9775 

LIGHTHOUSE 

One Fine Morning Evo 3007 

BILLIE HOLIDAY 

Lady Day Col 637 

LAURINDO ALMEIDA 

Spanish Guitar Recital Eve 3287 

LEONARD PENNARIO ( pitt. Symphony) 

George Gershwin's 

Concerto In F Eve 3298 

HUGH MASAKELA & UNION OF 

SOUTH AFRICA Chi 808 

BOOKER T & THE MGs 

Melting Pot Stx 2035 

LATIN JAZZ QUARTET 

Ohl Pharoah Speak Trp 8008 

JIMMY McGRIFF 

Groove Grease G- M 503 

JUNIOR PARKER -- You Don't Have 

To Be Black To Love The Blues G- M 502 

SHUGGIE OTIS 

Freedom Flight Epi E30752 

MUDDY WATERS 

McKinley Morganfield Ohs 8033 

BILL COSBY 

For Adults Only Uni 73112 

B. b. KING 

Live At The Regal ABC 724 

Live Ken KST565 

Indianola Mississippi Seeds ABC 713 

EL CHICANO 

Revolucion Kapp 3640 

SONNY ROLLINS 

First Recordings Prs 7856 

JUNIOR PARKER 

I Tell Stories Sad U- A UAS6823 

HOWLIN' WOLF 

The London Howlin' Wolf 

Sessions Chs 60008 

WOODY HERMAN 

Woody Cad 845 

Brand New Fan 8414 

RUSTY BRYANT 

Fire Eater Prs 10014 

MELVIN SPARKS 

Spark Plug Prs 10016 
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How to pick a guitar. 

Some people ask a lot of questions when 
they're buying their first guitar. Our dealers 
have the answers. 

But some people don't ask any. Or don't 
ask the right ones. 

So here's a little guide of features to help 
these people pick the right guitar. We've used 
a "Stratocaster" as an example, but most of the 
points apply to all Fender guitars. 

But in the end, the ultimate test, 
of course, is the sound. 

t 
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Body. 
•The back is contoured to rest 

snugly' and comfortably on your 
rib cage and to get your 
arm in a natural 
position over 
the strings. e 

e The upper 
body is scooped 

away to let your hand 
hang right in the upper 

playing positions. 
• Extra large pick guard prevents 

scratching and dirt accumulating on finish. 
• Extra heavy chromed hardware is 

virtually rustproof. 

Pickups. 
•Three precision wide-range pickups 

each individually adjustable. Fender makes 
its own pickups (unlike most of the industry). 

Every one is hand-wound and tested. 
Individual pickup pole pieces are 
adjusted at the factory (you don't have 
to fool with them). 

Bridge. 
• Removable cover. 
• Bridges within a bridge. The main 

bridge supports six individual bridges which 
means each string can be adjusted individually. 
Raise or lower for finger comfort or when 
'ou change string gauge. 

Tremolo. 
• Tone bending; fast and smooth. 
• Unlike many units, Fender's Tremolo 

lets all strings return to their exact pitch 
even' time. It never puts a string out of tune. 

110 

• 

Neck. 
• Hard rock maple: more warp proof. 
• Detachable: in case of accident, just 

replace the neck not the whole guitar. 
• Steel truss-rod in neck (can't see this 

one) prevents warping which is the natural 
enemy of the guitar because the pressure of 
the strings is upward. 

• Neck is thinner than most guitars: 
allows you to move your fingers more quickly 
up and down. 

• Curved fingerboard of rosewood: your 
finger when laid flat across strings is curved, 
too. 

• Frets are a little closer together— again 
more mobility. 

• Side-dot position markers: don't have 
to peer over the fingerboard to see the fret 
position. 

Controls. 
• Three position pickup selector swift h. 
• Master volume control. 
• Two tone controls— one each for first 

and second pickups. 

7.ff. 

Fender is a registered trade mark id: 
CBS Musical Instruments 
A Division of Columbia Broadcasting, Inc. 
¡oo E. Valencia, Fullerton, Cafiforma 92631 



Who uses 
Carl Thompson strings? 

Jim Hall 
Toots Thielemans 
George Barnes 
Barry Galbraith 
Allen Hanlon 
Rick Derringer 
Bob Rose 

Charlie Brown 

Bob Cranshaw 
Gerry Jemmott 

Bill Crow 
Chet Amsterdam 
Russell George 
Bob Daugherty 
Victor Gaskin 

DistrIbuted by 

Thompson-Frutkin Guitar Studios 
756 7th Avenue New York. N. Y. 10019 

earl ihompson 
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LOUIS, LADY AND THE BLUES 
3 Great LPs of Historic Jazz 

TLP 101 — Louis Armstrong; Great 
Early Vocals 11929-341 Young Satchmo 
singing his classics: Bessie Couldn't Help 
It, I'm Confessin', Star Dust, Black and 
Blue, 8 others. 
D TLP 102 — Billie Holiday; Rare 
West Coast Recordings. Lady Day at her 
greatest in a 1946 San Francisco concert, 
and other long-lost recordings. Includes 
The Man I Love, Strange Fruit, Body 
and Soul, Billie 's Blues. 
D TLP 103 — Great Blues of the 30's 
and 40's. 12 of the best by Page, Waller, 
Bailey, Rushing, Washington, Pleasant 
Joe, Wini Beatty, Wynonie Harris, 
others. 
Check the records you want and mail 
this coupon with $5.50 for each LP to 
Tulip Records, P.O. Box 6277, San 
Francisco, Calif. 94101. Calif. residents 
add 51/2% sales tax. 
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Somebody 
has to be 

first! 
(We were, 
and we are.) 

The drumsticks with time bud( in k 
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and his erstwhile producer. Orrin Keepnews. 
Nothing weighty. But it all rings true, and it 
swings. There's some effective Latinate stom-
ping (Gunky. Caller), an excellent minor 

blues (Lela), a suite whose parts don't make a 
whole in the classical sense hut are all good 
blowing pieces, and good improvisation 
throughout. 
I have serious reservations about Didn't 

We? as a composition ( possibly influenced by 
its depressingly silly lyrics). let alone as a jazz 
vehicle. Nothing that happens to it here 
changes my mind. But there's a good ballad 
performance in Inner Peace. the last section 
of the suite. Lytle achieving a sensitivity of 
touch his work has often lacked. 
Nunn's organ playing is crisp and unclut-

tered. Spinozza's solos are few, but impres-
sive for his command of the guitar. Conga 
drums, as always, are conga drums. Ron Car-
ter, as always, is magnificent. —ramsey 

PRETTY PURDUE 
STAND BY ME (WHATCHA SEE IS WATCHA 

GET)— Mega M51-5001: Stand By Me; Modern 
Jive; Spanish Harlem; Artificialness; Never Can 
Say Goodbye; Whatcha See Is Whatcha Get; It's 
Too Late; Funky Mozart; You've Got A Friend. 
Personnel: Snooky Young, Gerald Thomas. 

trumpets; Seldon Powell, Lou Delgatto, Don Ash-
worth, Billy Mitchell, Warren Daniels, reeds; Har-
old Wheeler, piano, electric piano; Neal Rosen-
garden, harpsichord, tambourine; Chuck Rainey, 
bass; Cornell Dupree, Billy Nichols, guitars; Pur-
die, drums, vocal (track 1, 7); Norman Pride 
bongos, conga; Tasha Thomas, Carl Hall, Norma 
Jenkins, Hilda Harris. vocals; Gil Scott-Heron, 
narration. (track 4 only). 

Rating: ***** 

The thrust of the musical mainstream of 
today is overwhelmingly rhythmic. That's no 
secret, of course. but when you think about it, 
only the beboppers insisted on melodic in-
vention as the most important attribute of 
style. Because of the tremendous amount of 
rhythmic vitality in soul music, this is a great 
time to be a drummer. 

Purdie is the architect of a goodly part of 
our standard soul rhythms and easily the most 
influential drummer of his generation. The 
album shows off his style to perfection. 
Apart from the first track. where Purdie 

indulges his vocal proclivities, everything is 
together. Much of the credit for the success 
must go to Harold Wheeler. who arranged and 
conducted the session. A masterful job. 
Dupree and Powell are the principal 

soloists. Each knows today's idiom and Du-
pree is as down a guitar player as there is out 
there. 

Recommended to all soul music en-
thusiasts. —porter 

the entire album, and even that is padded with 
applause and introductions. Coryell is not an-
nounced in the introductions and plays on 
only three tunes though given featured billing. 
/ Had is credited to Vinson though it is Big 
Bill Broonzy's tune. 
Considering all this, there is still some fine 

music here. Straight is played at a fast shuffle 
and Vinson displays his attractive alto style 
which combines the graceful fluidity of the 
hoppers with the firm tonic resolve of the best 
blues players. Cleanhead opens with a strain 
from Parker's Mood. 
The album was recorded at the Montreux 

Festival, and as noted before there is much 
ya-hoo applause. Still, most of the audience 
didn't understand the lyric content of Vin-
son's blues. There is an interesting slip during 
the verse with the Presidential reference in / 
Had that would have cracked up a Regal 
Theater audience, but it made no impression 
on this group of listeners. 
The recorded sound is quite satisfactory 

and the rhythm section, especially Creque, is 
a groove throughout. — porter 

CHARLES WILLIAMS 
TREES AND GRASS AND THINGS — Main-

stream MRL 345: Trees and Grass and Things; 
Chop! Chop!; Cracklin' Bread; Exactly Like You; 
Booger Bear; Moving Up; Song From the Old 
Country. 

Personnel: Williams, alto sax; David (Bubba) 
Brooks, tenor sax; Don Pullen. organ, piano; 
Cornell Dupree, guitar; Jimmy Lewis, bass; Wil-
liam Curtis, drums; Montego Joe, congas. 

Rating: *** 

This is pleasant, unpretentious music in an 
r&b flavored goodtime bag, rather more re-
laxed and easygoing than customary for this 
genre. 

Williams is a finished altoist whose pretty. 
somewhat thin tone bespeaks his affection for 
Benny Carter. Tenorist Brooks. more robust. 
makes a good frontline partner for the lead-
er— he, too, is basically mainstream oriented 
and much into Ben Webster. 
Don Pullen's straight-ahead work here (he 

did much of the writing and is well featured) is 
a far cry from his avant garde collaborations 
with Milford Graves. 

Excepting the jaunty, catchy title tune. the 
originals sound quite familiar and are mostly 
blues. Guitarist Dupree gets off some clean, 
economically constructed solo work. The 
rhythm playing is steady. 

This album won't do anyone any harm, but 
unless you are heavily into this kind of music 
or in the market for a pleasant dance record, 
it's hardly a must. — morgenstern 

EDDIE "CLEANHEAD" VINSON blues in' folk 
YOU CAN'T MAKE LOVE ALONE— Mega 

M31-1012: Straight No Chaser; Cleanhead Blues; 
You Can't Make Love Alone; I Had A Dream; 
Person To Person. 

Personnel: Vinson, alto sax, vocal; Neal 
Craque, piano; Larry Coryell, Cornell Dupree, 
guitars; Chuck Rainey, bass; Pretty Purdie. 
drums. 

Rating *** 1/2 

Poor Cleanhead! As great a bluesman as he 
is and as strongly as he performs on this 
album, he is the victim of sloppy production. 
There is barely 23 minutes of playing time on 

Recent Chicago Blues Recordings: 
Muddy Waters "Lire" At Mister Kelly's, 

Chess 50012 

Rating: **** 1/2 

Hound Dog Taylor, Hound Dog Taylor and 
the House Rockers. Alligator 4701 

Rating: *** 1/2 

Homesick James Williamson, The Country 

26 down beat 



Blues, Blues on Blues 10000 

Rating: ** 1/2 

Jimmy Reed, Let the Bossman Speak. Blues 
on Blues 10001 

Rating: * Li 

Earl Hooker, Funk: Last of the Great Earl 
Hooker. Blues on Blues 10002 

Rating: ** 

Big Joe Williams, Blues .frmn the Mis-
sissippi Delta. Blues on Blues 10003 

Rating: ** 

The electric ensemble blues approach de-
veloped in the late 1940s and early '30s in 
various urban centers ( principally associated 
in the public mind with Chicago. where so 
many of the idiom's leading proponents were 
based that the city eventually lent its name to 
the form) has proved to be an extraordinarily 
durable and, if current recordings are a re-
liable index, still viable discipline. Every year 
a good number of singles— from Chicago and 
elsewhere — celebrate anew the gutty. funda-
mental sound of the modern Chicago blues. 
and there apparently is no dearth of new and 
older workers in its traditions. All these re-
cent LPs. for example, hew closely to its basic 
tenets. 
One of the major shapers of the idiom. 

Muddy Waters continues to perform with au-
thority. passion and conviction, as is hand-
somely documented by his latest album, 
recorded on location at a popular North Side 
Chicago club — not far from the music's 
spawning ground geographically but a vast 
distance culturally, a situation more reflective 
of Muddy's current audience ( white. young. 
middle-class) than of any change in his musi-
cal orientation. Muddy remains unalterably 
commited to the same style of music he was 
so instrumental in fashioning almost a quarter 
of a century ago and if the passing of time has 
dulled his allegiance to it or his mastery of it. 
it's certainly not evident here. Simply, this is 
the best and most persuasive album he's 
recorded in the last half-dozen years or so. 
It's shot through with lively enthusiasm: he 
and the band sound like they really mean it. 
With three guitars, harmonica, piano, bass 

and drums, the band is large ( by blues band 
standards) but never cumbersome; in fact, it's 
rarely sounded so relaxed and bouyant. Much 
of the credit is due to the resilient, effortlessly 
propulsive work of the rhythm section 
—pianist Joe Perkins, bassist Calvin Jones 
and drummer Willie Smith — one of the 
best Muddy's had in a long time. There's not a 
dull moment in the set, which reasserts Wa-
ters' uncompromising artistry and power. Ex-
cellent stereo sound. 
The documenting of performance practice 

and repertoire of a working blues band was 
the idea behind the Hound Dog Taylor record 
too, but the producers decided to go for it in a 
recording studio rather than on location in a 
club. The results are a moderately successful 
and well recorded sampling of Taylor's work 
but the trio format ( two guitars and drums) 
works. I feel, against its total success as a 
record. It's just too limiting in terms of overall 
dynamics, expressive possibilities and varie-
ty, ultimately leading to a monotony ot ap-
proach and sound that sells Taylor's music 
short. Had the trio been augmented on several 
pieces, the album would have been far more 
interesting. Not a greatly distinctive or origi-
nal artist. Taylor would have been the chief 
beneficiary of a more varied and exciting pres-
entation. Enjoyable in small doses. 

Much the same criticism — lack of program-
matic variety through presentation — applies 
to the album by Homesick James Williamson. 
like Taylow an Elmore James disciple and. 
likewise, a capably but not very individ-
ualistic performer. He needs the benefit of 
intelligently varied presentation ( good song 
materials; attractive arrangements; key, tem-
po and mood changes. etc.) to most effective-
ly frame the limited compass of his skills, and 
producer Al Smith has not provided it. The 
backing of Williamson's pleasant singing and 
playing by second guitar. bass and drums is 
attractively functional hut, over the long haul 
of a full LP. deadly monochromatic in its 
unvarying predictability. Half the album 
sounds as though Williamson overdubbed dif-
ferent lyrics and guitar solos over the same 
rhythm track, the other half over another. 

Since the late Earl Hooker was never much 
of a singer, though an admittedly impressive 
guitarist, his records always were a bit frus-
trating. His playing rarely disappoints, but at 
the same time it doesn't offer nearly enough 
compensation for the missing chief ingredient 
of any really successful blues performance 
—strong, convincing singing. Of eight per-
formances here, only two feature vo-
cals—one by Hooker. one by harmonica play-
er Jeff Karp— and neither is anywhere near 
the quality of tbe instrumental work. The 
remaining instrumentals are attractive and 
even intermittently exciting, but their lack of 
sustained melodic development ( Hooker's 
"solos" are more properly fluid sequences of 
motifs. riffs and effects than actual improvisa-
tions) results in the album's taking on the 
character of pleasantly bluesy dance or party 
music. 
The only thing one can really say about the 

Big Joe Williams LP is that it's unnecessary 
and probably won't tarnish his reputation. 
Producer Smith has surrounded the Mis-
sissippi bluesman with a covey of amplified 
instruments and tried to produce a mod-
ern-sounding record. It just doesn't work; 
Williams is much too firmly steeped in the 
country blues to fit comfortably into a modern 
blues band context, which requires a different 
conception of rhythm and phrasing. All the 
tartness and rhythmic vitality of Williams' 
own highly distinctive approach to country 
blues have been eradicated in the welter of 
instruments, flashy guitar lines. wah-wah and 
other electronic sounds and by the quite nec-
essary metrical regularity of the musical ap-
proach the band hews to. That Williams' 
nine-string guitar is badly out of tune doesn't 
really matter much since it's largely inaudible 
once the band falls in behind him. The best 
thing is the lengthy interview-conversation 
between Williams and Smith. The rating is 
wholly for Big Joe's indomitable spirit. 
The Jimniy Reed set is, bluntly, a drag. The 

man has been overrecorded far beyond his 
capabilities. He's played out — has been so for 
perhaps a decade now— and this LP merely 
reaffirms the great strain too extensive 
recording has placed on his small though ap-
pealing talents. This music is just plain dull, 
unconvincing; to Reed's obvious disinterest 
the listener responds in kind. Reed and his 
manager Smith would be far wiser to concen-
trate on doing perhaps one LP a year. select-
ing material intelligently and taking the time 
to record it carefully. One LP of small gems 
would do Reed a lot more good than two or 
three slapdash. botched ones like this. 

— pete ire/ding 
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ROCK REVISITED! 
Here's your chance to play some of 
the great sounds of the "rock era"! 

The actual hit creations minus your instrument. 
Can you cut it? Complete charts included. 

A r 

MMO 4066 MMO 4067 MMO 4068 
minus drums minus guitar minus bass 
Proud Mary • Satisfaction • Light My Fire • Spinning Wheel • Some-
body To Love • Sunshine Of Your Love • Sometimes in Winter. 

• • • 

e! 

LESS 
S TIME LES! 

MMO 406• 9 MMO 4070 MMO 4071 
minus drums minus guitar minus bass 
if I Were A Carpenter • She Loves You • Mr. Bojangles • You've 
Made Me So Very Happy • God Bless The Child • Fire And Rain. 

• • • 
Drummers, here are five new albums, from the beginning to the 
end. Instruction, reading charts and out-of-sight jazz scores. A 
challenge to any percussionist! 

MMO 4062 
32 heads are 
better than 1 
A solo for 4 drummers 

r--

MMO 4063 
Wipe-out. 
Jazz charts by Chapin 

k 
MMO 4064 
Rock Drumming 
A method by C. Perry 

• • • 
Two sensational drum albums, just released 
and featuring a trio, quartet and quintet in 
a broad selection of blues, ballads, jazz, rock 
and soul songs, both with and without the 
drum part. Charts are by Jim Chapin. Bonus: 
Each is a 2 - 12" 1p set for the price of 1 1p. 
MMO 4074 Drumstar — Ooga Boo-ga Loo 
Feelin' Alright • One Note Samba • Cool Jerk 
• Misty • Getting It Together • I'll Remember 
Apri • Oye Como Va • Meditation • Big Boy 
• Psychedelic Sally. 
MI104075 Drumpadstickskin — The Beat Goes 
On • Song For My Father • Swingin' Shepherd 
Blues • Para Ti • Watermelon Man • John 
Brown's Body • Terry's Tune • Girl From 
Iparlema • Watch What Happens • Comin' 
Home Baby. 

Ill 4062 
O 4067 
11 4071 

Please ship the following albums at once, 
postpaid $5.95 each. 

D 4063 
0 4068 
0 4074 

El 4064 
D 4069 

4075 

0 4066 
D 4070 

I enclose D check or O money order for $  
*We accept credit cards BankAmericard, Diners, Master 

Charge, American Express for two or more 1p orders. 
Give #  and Expiration date:   

Name 

)  A SPECIAL 
OFFER TO 

DOWNBEAT 

READERS!  

i 
'MUSIC MINUS ONEIVIN41=1 
. 43 WEST 61 STREET NEW YORK. N V 10023 

L ..— J 

Address   

City   State   Zip   
One Free Book with each LP ordered. Check choice. 
O Poetry of Rock O Spice Box of Earth 
II Rock and other four letter words. 
D Groupies & Other Girls E Inside Creedence 



In 1963, when he did his first Blindfold Test, Joe Pass was on the 
threshold of a new career. He had begun to make substantial headway 
both as a studio musician (sessions with Julie London, Earl Bostic et 
al) and as a jazzman (gigs and records with Gerald Wilson, Bud 
Shank). In 1965-66 he toured with the George Shearing Quintet. 

During those years he was a recording artist in his own right, 
producing a series of generally admirable and artistically uncompro-
mising albums for Pacific Jazz. But meanwhile the whole guitar world 
was turned around by rock. Pacific Jazz as a label no longer exists; 
not caring to jettison the singular style and technique he had built so 
carefully over the years. Pass continued to make a partial living out of 
jazz, playing many gigs at Donte's and writing a series of highly 
successful instruction books. Commercially, he has done well as a 
sideman on several TV series. 

Pass' integrity, and his strong feelings about what has been happen-
ing in music, are clearly reflected in his reactions to a somewhat 
heterogeneous assortment of records played on this test. He was 
given no information about them. 

blinchold 
by Leonard Feather 

1. GRANT GREEN. Blues for Abraham (from 
Visions, Blue Note). Green, guitar; Emanuel Big-
gins, electric piano, composer; Billy Wooten, 
vibes; Chuck Rainey, electric bass; Harold Card-
well, drums, percussion. 
I don't know who that is at all. It's like 

trying to marry a groove-funk-soul kind of 
thing ... like a lot of cats are trying to do that, 
to incorporate rock rhythm patterns with like 
the blues; mostly the blues. 

This one didn't have the feeling, though. I 
thought it sort of lagged or laid, didn't really 
get off the ground. It was like somebody said 
"let's do this." But I can't recognize the guitar 
player . . he's kind of a funky player; 
in-between, I'd say. 
I think there's a big attempt by a lot of 

guitarists to make this marriage between rock 
rhythm sections and feeling, and blowing jazz, 
and I think it's a hopeless proposition. It's not 
going to work. It has to happen automatically; 
if it's contrived, it just doesn't make it. 
You can't deny the influence of the new 

kind of rock rhythm sections, the drummers 
and electric bass players, and most of them 
play very good, interesting and inventive. But 
just to put one element with another, it 
doesn't work. I tried it and I know. The 
feeling is different. I'd rate that two stars. 

2. PRETTY PURDIE. Spanish Harlem (from Stand 
By Me, Mega). Cornell Dupree, Billy Nichols, 
guitars. 

Nothing, absolutely nothing, because that's 
just a commercial record, using a wa-wa pedal 
... I mean, I don't know what I'm supposed 
to be listening for . . . but there's nothing 
there, I mean I wouldn't buy the record. It's 
just a pop commercial record of a tune . . . I 
don't even know the name of it. That's done 
every day. At one time they were grinding 
them out like 100 a day. 
There are a certain amount of radio stations 

that'll play that . . . background . . . now it 
becomes doctors' office music. No stars. 

3. JIM HALL. I Should Care (from Where 
Would I Be?, Milestone). Unaccompanied guitar 
solo. 
Now I liked that. That to me is playing the 

guitar! I'm not sure who it is. It has a little bit 

test joe pass 

of sound like Jim Hall; some of the little lines 
he played sounded like Jim Hall. 

It was inventive, I dug it. That's a five-star, 
because it's guitar music, it's a guitar album, 
it's a guitar tune. It sounded like he played it 
spontaneously too, without really figuring ev-
erything out in front, which is my idea of what 
we call improvising, blowing.. . you're bound 
to do some things that you do through habit, 
but that's the fun of playing. 

But that's a good sound, beautiful tone, nice 
new harmonic ideas for an old tune; good 
tune. Yeah, I like that. 

4. ERIC CLAPTON. Badge (from History of Eric 
Clacton, Atco). Clapton, guitar. 
I have no idea who that is. Whoever the 

guitar player is, there are cats in the studios 
here in L.A. who can do that, and do it every 
day, right on the button, right on demand. 
They're got all the electronic sounds, all the 
concepts and ideas. 
You have to admit there's a way of playing 

that style of guitar, using a certain kind of 
instrument, a certain kind of concept in play-
ing. I think you have to grow with it, be in that 
environment. But I really don't find any merit 
in it as far as guitar-playing musically, from 
my point of view. I have students who come 
to me who can do that. So that's like one star 
for being there, but I really can't take that 
seriously; unless it were in a context where 
the guy played all by himself. 

5. KENNY BURRELL. Love Is The Answer (from 
God Bless The Child, Cil). Burrell, guitar. 
Take it off! I was waiting for something to 

happen. I figured, well, the guy is going to 
start to play now, because it sounds like a lot 
of the same thing, D major blues funky. There 
was a lot of window dressing, a lot of extra 
added sounds they could have done away 
with. I felt like the guitarist never really 
played anything; he just tried to be part of the 
window dressing. You find that happens a lot 
when you're boxed in by somebody trying to 
create something —a rhythmic feeling or 
sound— but nothing really happened on the 
record. 
I don't know who it is. It sounds like a 

guitar player that could play, but if he could 

he felt intimidated by the surroundings. He 
had to lend himself to that bag, so he did what 
he thought would fit. I've found myself doing 
that. That's two stars. 

6. BENNY GOODMAN SEXTET. Breakfast Feud 
(from Solo Flight, The Genius of Charlie Chrisi-
tan, Columbia). Christian, amplified guitar; 
Georgie Auld, tenor sax; Count Basie, piano. 

That's where electric guitar jazz started 
really — Charlie Christian. That's a real good 
feeling. Five stars, because the feeling is 
there. 
I first heard Charlie Christian in about 

1942 —on record, I never did hear him live. 
But it's still fresh today, still jazz, that feeling. 
That sound was just great. How, with a little 
amplifier— without any gimmicks or any-
thing — he gets that sound, and today we have 
all this equipment, all special kinds of pickups 
and amplifiers with this and transistors with 
that . . . and they still can't get that sound! I 
think it has to do with the person that's play-
ing, probably. 

That's the Benny Goodman Sextet. The 
piano player I couldn't identify . . . it wasn't 
Teddy Wilson. It sounded like Count Basie. 
And who was the tenor player? I couldn't 
recognize him. Not Ben Webster. 

I've heard about this record, it's all reissues 
of Charlie Christian. I think it would do a lot 
of the youngsters good to listen to his playing, 
to get the idea where the roots are the 
guitar I'm talking about. 

Recently Herb Ellis and I played together, 
and he leans in that direction a great deal, and 
that's really a good feeling; it really feels like 
you're digging in and playing with some mean-
ing. 

7. LARRY CORYELL. Sunday Telephone (from 
Lady Coryell, Vanguard). Coryell, guitars, bass. 
vocal, composer 
What is it? God! I think there's more than 

one guitarist on that. I mean, I shouldn't even 
say the word guitarist. It sounds like a lot of 
electronics, a lot of things that are popular 
today. Fuzz tone, distortion and a lot of one 
chord. I don't know who that was, but if they 
do it good that's too bad! db 
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Guild Electrics. 
Are you trying to make it without one? 

LEAD GUITAR I 
.01111. 

RHYTHM GUITAR' 

IA 

ALL WITH NEW GUILD HUMBUCKING PICK-UPS! 

M-75 * 

Alieel»{dele 
 wal/  
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For Color Catalog Kit 7631-G: GUILD MUSICAL INSTRUMENTS, 225 WEST GRAND STREET, ELIZABETH, NEW JERSEY 07202 

A Chvislon of Avnet Inc. 



caught in the act 
B.B. King/The Allman Brothers 
Civic Center, Baltimore, Md. 
Personnel: King, guitar, vocal; Eddie Rowe, trumpet; 

Joe Burton. trombone; Earl Turbinton, alto sax; Bobby 
Forte, tenor sax; Louis Hulbert, baritone sax; Ron Levy, 
piano; Milton Hopkins, guitar; Wilbur Freeman. bass; 
Sonny Freeman. drums. Greg Allman. organ, vocal; Dicky 
Betts, guitar; Berry Oakley. bass; Butch Trucks, Jaimie 
Johnson, drums. 

When B.B. King walked onstage after his 
set to join the Allmans in a reprise of Every 
Day and —a slight smile playing around the 
corners of his mouth— trade guitar choruses 
with Dicky Betts, it was the high point of 
what in many ways was the most artistically 
successful pop concert produced in Baltimore 
over the past few years. 
These two bands are, many would argue, 

the very best black and white blues bands in 
the land. To have them on the same show is in 
itself a musical feast. It also offered an oppor-
tunity to compare two contemporary ap-

proaches to the music that forms so much of 
the basis for rock and jazz — B.B.'s I 2-bar 
urban blues and the Allman's freer, extended 
forms. 

B.B. opened the show, performing several 
of his blues standards and finishing up with 
some rock numbers. Sinking to his knees and 
being rescued by a couple of the horn men on 
Sweet Sixteen, vibrating to the stac-
cato-voiced band on Ghetto Woman, throw-
ing in a guitar change on Ain't Nobody Home 
that would stop most modern guitarists in 
their tracks, and doing the hand-on-hip, fin-

30 D down beat 

ger, finger-wagging falsetto vocal on How 
Blue Can You Get that never fails to bring a 
shout of recognition from the crowd, B.B. was 
in fine form. So was the band, especially 
rhythm guitarist Hopkins. whose probing 
phrases constantly spurred the leader and the 
other members of the group. 
The rock tunes, The Thrill Is Gone, which 

segued with a fantastic guitar introduction 
into B.B.'s Friends, provided a nice transition 
to the Allman set. 
This band is one of the hardest playing and 

most musically together in the business. Their 
roots are firmly in the Southern style (the 
band is composed of good ol' boys from Ma-
con) but their music is not just a copy of the 
black bands, although their debt to 
B.B. — acknowledged at the concert — and oth-
er groups is considerable. 
The Allmans do traditional numbers such 

as Willie McTell's Statesboro Blues as well as 
compositions by their own members like 
Bett's In Memory of Elizabeth Reed, in a 
style whose shifting time and themes are as 
close in spirit to contemporary jazz as they 
are to the blues. 
The Allman Brothers Band has been to-

gether for some years, not as long as B.B.'s 
band, but long enough to give them a unified 
voice which not even the tragic death last year 
of guitarist Duane Allman has been able to 
still. They also have tremendous audio power, 
requiring a crew of roadies who make con-
stant adjustments to the amplification system 
(even the mikes seem miked). They use it 

sparingly but effectively, winding up to in-
credible climaxes, then falling back to explore 
yet another theme. 
The Allmans played brilliantly through 

their standard repertoire: T-Bone Walker's 
Stormy Monday, Willie Cobbs' You Don't 
Love Me, Betts' Elizabeth Reed. 
Then B.B. came out. "He's gonna play with 

us," said Dicky Betts. "We're gonna play 
with him," he corrected himself. 
One of the roadies got B.B. plugged in, and 

with Betts leading and King giving him sly 
looks out of the corner of his eye, they began 
Every Day, first playing the horn parts that 
B.B.'s band normally does, then trading four 
and two-bar licks. B.B. seemed to be enjoying 
himself, and Betts obviously was having a 
ball, offering phrases that said "Look, I know 
you know this one, but if you wouldn't mind 
. . ." and B.B. echoing and embellishing them 
perfectly. 

The Civic Center has been essentially a 
barn for the rock money changers and su-
per-group tripping fans during the last couple 
of years, but Jay Erlich and Richard Klotz-
man, who usually present the shows there, 
deserve special credit for conceiving and pro-
ducing this one, their best to date. 

After watching three-ring freak shows like 
Alice Cooper and listening to top-schlock 
groups like Moody Blues run indifferently 
through their list of hit singles, it was a special 
treat to hear a couple of bands who manage to 
succeed on nothing more than good music and 
good old Southern macho. —james d. dills 

The Mahavishnu Orchestra 
Winterland, San Francisco 
Personnel: Mahavishnu (John McLaughlin). electric 
guitar; Jerry Goodman, amplified voilin; Jan Hammer, 
electric piano; Rick Laird. electric bass; Billy Cobham, 
drums. 

Even upon first meeting, players in this 
echelon are capable of uncanny rapport. Last 
August, at Greenwich Village's Gaslight, the 
Mahavishnu Orchestra, together only three 
weeks, so mesmerized audiences that it imme-
diately was held over. It is only a testament to 
its mammoth musicianship that in the spring 
of this year the band did not sound drastically 
improved, although surely it had honed the 
fine points of shading and interplay. Their 
first album, The Inner Mounting Flame (Co-

§ lumbia), captures the group's genius even 
though it went down on tape just after the stay 
at the Gaslight. And, primed by the frequent 

4 airing of the record and by word-of-mouth 
reports from back east, the people of the Bay 
Area were warmly receptive. Mahavishnu 
commented: "These people are beautiful; 
they met us right in the center." 
The Orchestra appeared after the newly 

resurrected Blues Project and before Emer-
son, Lake&Palmer. It felt as though the 
people were at least as enthusiastic about the 
Mahavishnu band as about EL&P, the main 
attraction. Hendrixian histrionics (the EL&P 
organist kept rocking his instrument back and 
forth, then went behind it, let it topple, and 
continued playing while pinned under it) seem 
to have lost their savor. Although EL&P had 
some "heavy" moments, one sensed that the 

musical center of gravity lay in the Maha-
vishnu Orchestra— to be exact, at Billy Cob-
ham's drum throne. There was no other ap-
plause on either evening like that which went 
out to Cobham, who played with over-
whelming passion and power. No doubt he 
and the others cleared up for many people the 
distinction between talent and true gift. 
Mahavishnu opened: "We would like to 

dedicate our music to the Supreme Lord, the 
Supreme Musician," and what followed was 
straight-on playing. The qualities were starkly 
apparent: These men are virtuosos, and they 
are true artists. Whereas so many groups, 
even if competent, betray a commercial per-
spective, the Mahavishnu Orchestra conveys 
the feeling that they have transcended "prac-
tical" mundane considerations. 

Thus their music was instantly attractive to 
an audience aware of the "real thing" through 
exposure to such as Miles Davis and John 
Coltrane, and when they played, there was 
awe in the air at Winterland. On the second of 
the band's two nights, impressario Bill Gra-
ham introduced them with these words: 
"Once in a while we're able to present really 
great musicians. And tonight we have five 
great, great, great musicians— the Maha-
vishnu Orchestra." 

If memory serves, on both nights the Or-
chestra began their set with Meetings of the 
Spirit. The piece seemed to be in 12/8, and 
within each solo there was a build from 
eerie-peaceful arpeggiated guitar work to a 
chugging violin pattern to wailing up-
per-register guitar. In this manner, the in-
tensity went full-circle within each solo, all 
the way back to the eerie peacefulness, and 



the people showed vigorous appreciation of 
this dramatic touch. Meetings of the Spirit 
embodied some of the group's most attractive 
features. The sound coming from the inter-
play of guitar, violin, and electric piano varied 
from broiling to lilting. (One might have wish-
ed that the Orchestra had spotlighted the lat-
ter quality more by doing a piece calling for 
acoustic guitar. as A Lotus on Irish Streams 
on their record.) 
Mahavishnu. Goodman, and Hammer all 

soloed with articulate musical and emotional 
direction and with ingenious use of electrical 
sound-benders. In particular, Hammer often 
made his piano lines ring and buzz and break 
up as though the axe had gone blissfully ber-
serk. Throughout. bassist Laird was rock-
solid —a firm foundation never to be taken 
for granted. (On one later piece he soloed, re-
freshingly free of the usual "oh-my-God-
look-how-fast-he-plays-the-bass!" approach, 
with simplicity and impact.) 
Whether supporting or soloing. drummer 

Cobham was spellbinding in his fleetness. 
imagination, and sheer energy. 
The repertoire for the two evenings con-

sisted of the aforementioned Meetings, Vital 
Transformation, Dawn (a melancholy theme 
alternating with a shuffle — all in seven), 
Awakening, You Know You Know, The 
Noonward Race, and an as yet unrecorded 
piece. The writing, all by Mahavishnu. 
sounded direct and clear and evoked a 
breadth of feeling. The odd meters of most of 
the pieces sometimes conjured up the sensa-
tion of floating, or— as in the shuffle-seven 
part of Dawn— of everything being fly-reeled 
back each time a new bar began. 

(At the same time, it would be a pleasure to 
hear them really lay into some walking 
four-four once in a while.) Mahavishnu has 
played with Tony Williams and with Miles 
Davis, Hammer has played with Elvin Jones, 
and Cobham has played with Davis and Ho-
race Silver. The band can swing if they want it 
to.) 
On both nights, there were several standing 

ovations after individual pieces, and, also on 
both nights— with stamping and clapping and 
whistling and cries of "MORE!" — the people 
demanded and got an encore. Mahavishnu 
told them, " How can we refuse?" After the 
final note they lavished applause as Maha-
vishnu introduced the band members, with an 
extra burst for Cobham. 
How beautiful that at last music of this 

quality is being heard and taken to heart — not 
just by the few but by the many. —jttgajivan 

Frankfurt Jazz Festival '72 
Frankfurt-am- Main, Germany 

The so-called -comeback" of jazz (as if the 
music had ever been away) is as strong in 
Germany as in most other countries. Living 
proof of this fact was the German Jazz Festi-
val in Frankfurt — the world's oldest regular 
jazz festival, held since 1952. (With Charles 
Delaunay's famous 1948 Paris Jazz Festival 
as the forerunner, jazz festivals were pretty 
well established in Europe before Newport 
and other American events.) 
Two of Frankfurt's four concerts were sold 

out; the other two attracted surprisingly large 
audiences. The first concert of the festival, 
organized by the German Jazz Federation 

We've lowered our price without lowering our sound. 
The way things are going today, one 

of the nicest things to hear is that some-
body's lowering a price.That's why 
we've lowered the price of our LPB-1 
Power Booster from $14.95 to $8.95. 

The LPB-1 is a compact solid state 
preamplifier that will boost the output 
of any electric instrument, such as the 
guitar, bass, organ or microphone. Since 
all amplifiers are overdesigned to more 
than handle the most powerful pick-ups, 
the LPB-1 will let you derive optimum 
results from your amplifier. 

• Maximum setting of the volume 
control will make your amplifier 
TEN times louder. 

• The switch allows instant 
change from regular instru-
ment output to pre-set 
boosted output. 

• Increases guitar 
SUSTAIN. 

• Vastly increases the per. 
formance of all distor-
tion devices, wah-wah 
pedals and other 
accecssories. 

• Lifetime 
guarantee. 

Also available at your retail music store. 

• Two models—one plugs into amplifier 
and the other plugs into instrument. 

18.95 
All Electro-Harmonix accessories 

are compatible and modular and any 
combination of more than one unit will 
give you an infinite variety of sounds. 

For example, using 2 LPB-1's will 
give you even more power and more 
sustain. Turning up the volume level of 
the first LPB-1 past the halfway point 
will shift the second LPB-1 into over-
drive. Using the first LPB-1 control, 
you can now develop this initial bare 
hint of harmonic distortion to any de-
sired degree. The second LPB-1 can 

control the volume of 
the combination. 

Try the LPB-1 
out for 15 days. If 
it is not everything 
we say it is. return 
it to us for a prompt 

refund. 

electro-hannonix DB 313 
15 West 26th Street. New York, New York 10010 

Please ship: Quantity 

LPB-1's (plug into amplifier) $8.95  
LPB-1's (plug into instrument) $8.95  

D Enclosed is a total check for $  
Ship C. O. D. 

D Please place me on your new products announce-
ment mailing list at no charge. 

Name  

Address  

City State Zip  
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doesn't just happen, GU. med.. 
Whatever your style; Country and West-
ern, Bluegrass, Rock, Classical . . . you 
name it and your GHS Formula String 
dealer will put together a Set of Strings 
carefully selected and matched with just 
the right blend of tonal characteristics 
to create the sound you want! 

Find out what GHS Formula Strings can 
do for your sound . . . See Your 
GHS Dealer! 

"Pro- Formula" strings 
also available. 

4P' 

O CORPORATION ilk: 
a, Dept. No. 7, 2813 Wilber St. 

Battle Creek, Michigan 49015 

e 
LO' F St A 

Ii 

FOR CLASSIC GUITAR 

la Easy to attach and re 
la Fingertip volume control 

• Carries DeArmond 2- year guarantee 

At stringed instrument 
dealers everywhere 

MODEL 
800 

FREE: e 
for our new 
1971-2 catalog 

H. N. ROWE 
& COMPANY INC. 

1702 Airport Hwy., Toledo, Ohio 43609 

Wolfgang Dauner: -... musically most rewarding rock... 

and subsidized by the Hessonian Radio Net-
work, was a real family affair. Cafled " Mas-
ters of European Jazz." it showed how inde-
pendent European jazz has become of the 
American scene. In fact, never before in jazz 
history have European musicians been "doing 
their own thing" so well as now. 
The highlight of the evening was the trio of 

German tenorist Peter Brotzmann. with Al-
bert Mangelsdorff as guest soloist on trom-
bone. As an American observer remarked. 
"Pharoah Sanders or Albert Ayler are tame in 
comparison to the wild explosions of Brotz-
mann." The driving motor of the group is 
Dutch drummer Han Bennink. who played 
more than 30 different percussion instruments 
from all over the world. And Mangelsdorff 
manages to do what, to my knowledge, no 
other trombonist ever did: he plays chords on 
the trombone. ( By the way. Europe today is a 
veritable paradise of great creative trombone 
players— with British musicians Paul Ruther-
ford and Malcolm Griffith, Sweden's Eje The-
lin, Poland's Andrzej Kulykwicz, Mang-
elsdorff and others.) 
Chick Corea presented his very romantic. 

beautiful, tender music — first in unaccompa-
nied solo, then in duet with Bulgarian flutist 
Simeon Shterev, and finally in a quintet set-
ting, with the group of Norwegian tenorist Jan 
Garbarek. 
Corea no doubt is one of the great masters 

of the unaccompanied solo in jazz— in a class 
with Gary Burton and John McLaughlin 
—and it is a sign of the health of the European 
scene that a musician of this caliber spends 
so much time here and records for Munich's 
ECM Records. 
Garbarek's drummer. Edward Ve_sala from 

Finland, and Britain's Tony Levin proved 
how strong and independent European drum-
mers have become during the last few years. 
The Alan Skidmore Quintet from London 
played free, beautiful, hymnal jazz with ex-
citing contributions from pianist John Taylor 
and trombonist Malcolm Giffith and the very 
masculine tenor sound of the leader. These 
men are among Britain's top musicians, and it 
is sad to learn that many of them find more 
gigs outside than inside Great Britain. 

France's Jean-Luc Ponty presented his 
regular group consisting of East German pia-
nist Joachim Kuhn, Belgian guitarist Philip 
Catherine. and Americans Peter Warren 

(ex-Blues Project), bass, and Oliver Johnson. 
drums. He created his unique, masterful vio-
lin sounds— and yet, on this particular eve-
ning, seemed a bit too confident of the charm 
and fascination of his personality. 
The second concert of the festival was dedi-

cated to meetings between jazz and rock. 
German pianist-synthesizerist Wolfgang Dau-
ner's Etcetera was the great event of the 
evening. With Larry Coryell on guitar and 
England's Jon Hiseman ( the ex-Colosseum 
leader) on drums, it produced the most com-
plex and musically most rewarding rock this 
reviewer has ever heard. 

The audience loved the music of German 
guitarist Volker Kriegel's group with Dave 
Pike on vibes. The kids were heard humming 
and whistling a couple of the group's strong 
compositions while leaving the concert. 
The evening opened with the Klaus Weiss 

Big Band, offering exciting contemporary or-
chestral jazz in a Buddy Rich vein. The ar-
rangements, written especially for the band. 
were by Americans Bill Holman, Don Menza 
(a member of the Weiss band). Thad Jones 
and Don Piestrup. Menza, Slide Hampton 
and Herb Geller were the outstanding 
soloists. The orchestra was booed by the au-
dience when it played a song from Jesus 
Christ Superstar. 
The Dutch-German group Association 

P.C. was not in top form, yet it is the Eu-
ropean group which knows more about play-
ing free in a rock context than any other. As 
British critic Richard Williams pointed out. 
"they take jazz-rock to a new level of devel-
opment." 
The third concert presented "newcomers." 

Young groups and musicians from all over 
Germany were asked to send in tapes, and the 
jury was unanimous in its opinion that never 
before had there been so much excellent un-
known jazz talent in the country. The seven 
best groups were presented — among them the 
quiet and meditative Oriental music of a duo 
called Flute and Voice, and guitarist Hans 
Reichel, who gets sensational sounds by play-
ing his instrument with the pickup, moving it 
all over the strings instead of picking them 
with his fingers. 
A surprise appearance was made by the 

group of Poland's leading trombone player. 
Andrezej Kurylewicz. He belongs to the older 
generation of Polish musicians and for many 
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years was leader of the Radio Warsaw Big 
Band. It means much if a musician who has 
lived so much of his country's jazz history 
leaves the old and well-worn paths, turning to 
an ultramodern combination of jazz and con-
temporary classical music, which to this 
reviewer seemed very Polish indeed. Jazz and 
classical music have always been closer in 
Poland than in most other European coun-
tries. 
That they are not so close in Germany was 

proven by the last concert of the festival, 
under the heading "Jazz and New Classical 
Music." Three jazz groups— Alexander von 
Schlippenbach's Quintet, Manfred School's 
New Jazz Trio and the Gunter Hempel 
Trio— were confronted with two experimental 
"classical" groups: The AAM from London, 
and Feedback from Cologne. Germany. 
AAM is marred by a tenorist who plays his 

horn with the sound of a clarinetist in a sym-
phony orchestra "doubling" on sax. It's not 
enough to just build the music from quietness 
to intensity and back to quietness again. 
AAM proved that improvisation, when not 
carried by the intensity and the feeling of jazz, 
easily can become boring, since it lacks both 
the structure of "classical" music and the 
power of jazz. 

Feedback, consisting mainly of collabora-
tors of Karlheinz Stockhausen, is a different 
story. Using electric viola, synthesizer and a 
couple of home-made instruments like the 
"superstring" and electric cymbals, they 
created with care and love a beautiful network 
of sounds in which space is as important as 
noises and notes. 
Two jazz musicians, Albert Mangelsdorff 

on trombone and Manfred Schoof on trumpet, 
managed to improvise meaningful music in 
the context of this classical group which really 
seemed to listen to what their jazz colleagues 
were doing. I have been sceptical about the 
so-called meetings between jazz and classical 
music all my life. But here, each of the meet-
ing's partners really seemed to contribute his 
music's best to a new wholeness. 
A unique experiment was a kind of "con-

certino" of five improvising violinists pitted 
against the New Jazz Trio of Schoof. In an 
age where you can amplify the sound of the 
violin to any volume, we have to re-think the 
possibilities of a group of violinists in jazz, 
and that's exactly what Schoof has done. 

But it was Gunter Hampel's Trio, with 
American singer Jeanne Lee and clarinetist 
Perry Robinson, and without any rhythm sec-
tion (except the one built into the musicians' 
hearts and pulses) that provided the highlight 
of the evening: Very tender, very soft music 
on mostly highpitches instruments.(Jeanne's 
voice, of course, is an instrument which 
sounds like birds on a sunny spring morning.) 
The festival presented 26 different groups. 

I have been able to mention only some of 
these, and ask the others to forgive me for 
omitting them. —jouchim e. herendt 

Joe Newman/Eubie Blake 
Queens College, Flushing, N.Y. 
Personnel: Joe Newman's Hot Nine: Newman. trumpet. 
Ray Nance. cornet, violin. vocal: Garnett Brown. trom-
bone: Herb Hall. clarinet: Frank Wess. tenor sax. flute. 
Hank Jones. piano. Billy Butler. guitar. Milt Hinton. bass. 
Al Foster. drums. Blake, piano. vocal Audi Blesh. emcee. 

It is beautiful to witness an occasion in 
which musicians of the first order can get 
together in a relaxed, congenial context and 

just blow. On this night, nine first-rate jazz-
men and one 89-year-old ragtime pia-
nist-composer did just that, with memorable 
results. 

In his opening comments. Rudi Blesh dedi-
cated the concert to the memory of Louis 
Armstrong (hence the designation of New-
man's group as the " Flot Nine"), and it 
seemed as if the cats were blowing for Pops 
all evening. 
The concert was divided into three parts: 

Two jam sessions with Newman's group. 
"Jamming in Dixie" and "Jamming in Swing". 
flanking a solo recital by the venerable Blake. 
"Jamming in Dixie" started off with a short 

reading by Hank Jones of Scott Joplin's 
Maple Leaf Rag. The other musicians then 

joined him and Newman beat off an up-tempo 
Royal Garden Blues. Highlights included 
Nance's crackling muted cornet. Hall's truly 
inspired clarinet. and Hinton's slapped 
double-time bass solo. ( It should be noted 
here that Hinton's work throughout the eve-
ning, both in accompaniment and solo, was a 
complete joy. He is one of the most sensitive 
and intelligent bassists around, and his con-
tagious enthusiasm and good humor are a 
constant source of inspiration to both the 
audience and his fellow musicians.) 
High Society followed, and it became 

apparent that the musicians were really hav-
ing a good time: the ensembles and solos were 
full of enthusiasm, and everybody on the 
stand was beaming. (Continued overleaf) 

a new dynamic for music 
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Introduced only recently, this revolutionary 

new slide reference for theory and harmony 
has already found its way into universities, 
symphony orchestras, jazz & rock groups... 
is being used by students, teachers, serious 
amateurs, working professionals...by writers, 
composers and arrangers...by musicians in ev-
ery category who recognize that the learning 
process never ends. In fact, it begins anew 
with the Musigraph. This truly ingenious de-
vice answers hundreds of questions—almost 
any question you can think of—with consis-
tent musical accuracy. Easy to use, it offers 
the most comprehensive coverage of theory 

and harmony facts and examples to be found 

in any single reference source— anywhere. It 
presents information clearly, logically, and in 

a context that enhances both the understand-
ing and practical application of everything 

from scales to harmonic overtones. Some of 
the subjects covered include key and signa-

ture, intervals, inversions, chord construction 
from triads to 13ths, major and minor scales 
and modes ( including Lydian, Ionian, Mixo-

lydian, Dorian, Aeolian, Phrygian, Locrian, 
melodic and harmonic minor), root relation-
ships, harmonic function, transposition ( in-
cluding all instrumental transposition), ma-
jor/minor/chromatic harmony, chord substi-
tution, embellishment, modulation and much 
more. The Musigraph indexes over 100 har-

monies for any top note. It strips the mystery 
from musical acoustics—graphically display-

ing the harmonic overtone series on any root, 
plus the vibration frequency ratios of all in-
tervals. The finest reference tool of its kind— 
handsomely designed, and quality manufac-
tured in high impact plastic for a lifetime of 
use— it comes complete with protective case 
and detailed instructions. Order with confi-
dence. If dissatisfied for any reason, return 
the Musigraph within 15 days for immediate 
full refund of your purchase price. Initial pro-
duction quantities limited. Order today. 

JUST $ 7.95 postpaid. Use coupon to order. 

 MUSIGRAPH COMPANY 

400 Woods Road, Teaneck, N. j. 07666 

Sirs: I enclose payment in amount of $ 7.95 
(N.J. residents add 40¢ tax, total $ 8.35; Can-

adian customers add 50¢, total $ 8.45, and 
remit U.S. funds money order). Rush me the 
Musigraph. If dissatisfied for any reason, I 
may return it within 15 days for full refund  

Name   
Address.  
City,State,Z ip  

The Mesi9raph 
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N 0 \A/ THE NEW, 
EFFECTIVE WAY 

DEVELOP YOUR TALENT 
FOR IMPROVISING 

The DICK GROVE 
IMPROVISATION COURSE 

For All Instruments 
Right now hundreds of musicians--young 
players; professional men who play as a 
hobby; teachers; working muslcians---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 their Improvis-
ing skills in the only sound way to develop 
these skills. 
Nothing else like It available anywhere. 

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

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

DRUM PEDAL 

GHOST PRODUCTS, INC. 
1629 F. Street Springfield, Oregon 97477 
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Eubie Blake: Vigor and vitality 

Nance did a good-natured Armstrong im-

pression on Margie, which also spotted fine 
work from Jones, and there was a warm 

reedy Just A Closer Walk With Thee from 
Hall. St. Louis Blues came next, with some 
gritty Nance in the Hot Lips Page vein, then a 

graceful feature for Wess. Easy Living, and 
the final tune of the first set, Sweet Georgia 
Brown, in which Newman built to a tre-

mendous climax through masterful use of ten-

sion and dynamics. 

Blake holds any audience he plays to in the 

palm of his hand. He is a delightful and fasci-

nating raconteur, and plays with a vigor and 

vitality that belie his years. ( It is interesting to 

note that, were he alive today, King Oliver 

would be two years younger than Blake.) , 

The pianist started with his own Charleston 
Rag (composed in 1899). did a vocal on It's 
All Your Fault, played a medley of tunes from 
his 1921 Broadway hit. Shuffle Along, and 
then did a breathtaking version of the very 

complex rag Troublesome Ivories. 
Blake had planned to wind up his portion of 

the program with his ubiquitous Memories Of 
You, which he always plays with classic beau-
ty and a sense of drama, but a standing ova-

tion brought him back to do his ragtime ver-

sion of Stars and Stripes Forever. After this. 
another standing ovation persuaded him to 

play Cole Porter's You Do Something to Me. 
During intermission. Hank Jones talked shop 

with Eubie backstage, the other musicians 

clustered around. 

"Jamming in Swing" began with a burning 

Stomping at the Savoy, climaxed by some 
intense, bravura trumpet work from Newman. 

Nance's violin feature. The Man I Love. fol-
lowed: then Hello Dolly in tribute to Louis. 
with Newman reaching for the stars. Al Fos-

ter really drove the ensemble on this one. His 

drumming throughout the show was sympa-

thetic and buoyant. 

After Newman commented on house rent 

parties of the past. Jones did an energetic 

boogie woogie, assisted by bass and drums. 

The entire group then swung into One 
O'Clock Jump. Wess quoting from Lester 

Young's solo on the original Basie recording. 

There was some marvelous work, both 

single- string and chordal. from Billy Butler. 

New-man's ballad feature. A Day in the Life 
of a Fool, preceded the closer. Charlie Park-
er's Now's The Time, which had some effec-
tive staccato tromboning from Garnett Brown 

and violin a la Stuff Smith from Nance. 

The concert was very well attended, the 

acoustics were fine, and the price was nice ( it 

was free). It's too had, though, that the Hot 

Nine was only a pickup group working for one 

night. A regular working unit of this type, as 

the World's Greatest Jazzband has shown. 

can do much good for the music. — tom piazza 
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SPECTRUM 
Continued from page 15 

J.C.: Is that still Howard? 
db: Nope — different record. 
K.B.: Sounds like Johnny Smith, but there's a 
piano involved, so it may not be. 
G.S.: Kenny, you're getting too intricate. 
J.P.: That's Johnny Smith. 
J.C.: Sounds like Johnny. 
db (To Burrell): Always trust your first reactions. 
J.C. (Following some tricky triplets in thirds): 
Oh yeah, now there's no mistaking it: that's 
Johnny Smith, a true artist. 
G.S.: I don't know how he does it. 
J.C.: He's an artist ... he's a scientist. 
G.S.: Such incredible things with the pick. 
K.B.: Hey John, that reminds me, do you re-
member Bill De Arango? 
J.C.: Oh wow... 
G.S.: Wasn't he with Shearing at one time? 
J.P.: No, he's from Cleveland or someplace 
around there. 
J.C.: He's a million-note player. 
G.S.: Whatever happened to Billy Bauer? 
K.B.: Billy's doing real well. 
J.P.: He's teaching, isn't he? 
K.B.: Yeah, he has a school in Long Island. 
J.C.: Kenny, let me ask you about Les Spann. 
G.S.: Oh yeah, Les Spain, what's he doing 
now? 
K.B.: I don't know. I haven't seen him lately. 
G.S.: That brings up another one I never actual-
ly met, but is Les Paul still alive? 
K.B.: I saw him about four or five months ago. 
He's living in New Jersey. 
G.S.: Is he independent? Doesn't he have to 
work? 
K.B.: Well he did have a few million-sellers. 
J.P.: You know, the most interesting guitarist 
I heard lately was Lennie Breau, a kid from 
Canada. 
J.C.: Yeah, he's something, isn't he? 
J.P.: His approach is kind of different. He had 
a lot of things going with his fingers, with har-
monics. Harmonically, he reminded me of Bill 
Evans. Really a fascinating guitarist. 
J.C.: What about Chuck Wayne? 
K.B.: Chuck? He's doing fine ... mostly studio 
work. 
RECORD 3: When Lights Are Low, from The 
Oscar Peterson Trio at the Concertgebouw 
(Verve), mainly for the work of Herb Ellis. 
K.B. (Immediately): That's Herb Ellis with 
Oscar. 
db: Well I wasn't trying to stick you. I want you 
to listen to something at the end of the first 
chorus. Ellis cuts across the strings in direct 
imitation of Ray Brown. What do you call that? 
K.B.: Oh I guess you can call that a rake. He's 
raking the strings. 
db: Is that it? 
K.B.: You didn't ask us our favorite guitarist. 
db: Of course I did, in the beginning. 
K.B.: No, I mean our all-time, favorite guitarist. 
db: Okay, who's yours? 
K.B.: Huh? (Big sigh) Oh, let's see... 
G.S.: He's not ready for you yet. 
db: Okay, how about you, Joe? 
J.P.: My all-time favorite? Wes Montgomery. 
Wife of db (Mercifully quiet through whole 
session): I'm disappointed you didn't pick 
Gene Autry. 
db: Yours Gabor? — probably some obscure 
Hungarian we never heard of. 
G.S.: No, no, you'd be surprised. At one time, 
Tal Farlow used to knock me out. I would have 
given my right arm to be Tal Farlow. 
J.C.: My turn? I couldn't say. I had so many 
artists I admired. 

db: All right, name two. 
J.C.: Seriously, I love all three that are here. I 
loved Wes, and Barney Kessel I think is a marv-
elous guitarist. 
db: Did you know you're Tommy Vig's favorite 
guitarist? 
J.C.: Well that's because I do benefits for 
Tommy .... Hungarian benefits. 
J.P.: Sounds like free gigs at jazz West. 
J.C.: Getting back to this— seriously — Wes used 
to tell me: "John, I can't play chords, I can't do 
this," but he could play them. He was so warm, 
and he had such a different approach. 
J.P.: He was a true jazz guitarist. 
Mrs. db: I drove him down to Donte's one 
night, Guitar Night it was, and he didn't want 
to play because Joe was on the stand, and Joe 
didn't want to play because Wes was in the 
room. 

J.C.: Yeah, that's the way he was, but I must 
keep mentioning Barney's name. He's a real 
student of the guitar and he has so much 
energy. 
G.S.: Yeah, Harvey, why isn't' Barney playing 
today? 
db: Well, he's very much into the teaching 
scene. 
J.C.: Well, the thing about Barney Kessel is 
he'll go into the studio and suddenly he'll feel 
stifled and he'll quit. Or he'll go on tour and 
get sick of clubs and quit. With Barney, there's 
no compromise. But again, to answer your 
question, I just love guitar players. 
db: Okay Kenny, I think you know what the 
question is. 
K.B.: Uhhh, let's see now... 
db: I dig: We'll have to come see you at the 
club, right? db 
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GUITAR 
JOE PASS 

Who can compare to the beautiful 
great sounds of this Jazz Guitarist? 
His books are from years of 
poll-winning. Theory, ear training, 
arpeggios, chords, solos and great 
patterns For all instrumentalists. 
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ARTIE BUTLER 

Famous Pianist- Composer- Ar-
ranger (see -The Love Machine") 
wrote the ONLY book of current 
Funky Boogaloo, Latin-Rock. Coun-
try. Rolling. etc. Contains " FEELIN' 
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GEILS 
Continued from page 17 

He sings blues with a maximum of musicality 
and a minimum of jive. His r&b has the au-
thentic ring that only years of woodshedding 
with old 45s can bring. Wolf is sincere in his 
enthusiasm and wants to communicate it to 
the whole world, one audience at a time. 

Magic Dick is the sum total of everything 
he's ever been, done or heard. The lonesome 
train whistle of Sonny Terry is there, the 
plaintiveness of Sonny Boy Williamson, the 
drive of James Cotton, the harmonic inge-
nuity of George Smith and the personal com-
mitment of Junior Wells. It all comes together 
in one harp player, and the magic works every 
time. 

In, under and behind all this, Geils dashes 
off some of the tastiest guitar around these 
days. 

Whether he's chunking rhythm, responding 
to Magic Dicks' call, calling for Peter's re-
sponse, or blowing some incredible solo work, 
Geils is always in place and in taste. Some-
times it gets a little loud, but when, on John 
Lee Hooker's Serves You Right To Stiffer, 
Geils drops to his knees and holds a note for 
what seems an eternity, you know you are in 
the presence of a master. 

"It's not really a trade secret," Geils con-
fided. " It has to do with having your amp up 
loud, having a guitar whose pickups have a 
high output, and having that B.B. King-style 
vibrato. Say you want to play a C on the 13th 
fret on the second string. You actually fret it 
at the 1 I th fret, B flat, and you bend the string 
up to C and then you shake your hand in a 
controlled fashion. It's sort of the reverse of 
what a violin player does On a violin, the 
string stays steady and he moves the bow 
hack and forth, but what you're doing is mov-
ing the string back and forth very slightly 
against the fret. The fret acts as a bow on the 
string. 

"1 play an old Gibson Les Paul model, 
1957," Geils says with some pride. "There 
are so many rumors about so many different 
things about those old Les Pauls that it's hard 
to say what's true and what isn't. I've played 
new ones and I've played old ones. As far as I 
can determine, the difference is not in the 
action or in the neck of the fretting or the 
intonation- the acoustic properties of the gui-
tar- but in the pickups and the electronics. 
There was something about them." 

There's something about the J. Geils Band 
too. Having passed over two recording offers, 
they finally accepted a deal with Atlantic 
Records because the whole group had spent 
its formative years grooving on Atlantic r&b, 
blues and jazz discs. Two weeks of sessions 
were booked for the band at A. & R. studios 
in New York. They did the album in 
three-and-a-half days. 
"We were so nervous the first time in the 

studio," Geils admitted. "They just said, 
'Well, let's hear what you got.' and we'd cut it. 
That was it. That was the first album. We 
were all pretty pleased with it, but there's no 
way an audio record can capture the ex-
citement of a show." 
There was another show to do at the 

Academy of Music, and, reminding us once 
more that it's a six-way cooperative band with 
no leader, J. Geils went downstairs to catch a 
limousine (one of the trappings of stardom) 
and vanished eastward, toward New York's 
new rock Mecca 



book reviews 

Moonlight Serenade: A Bio-Discography of 
the Glenn Miller Civilian Band. By John 
Flower. Arlington House. 554 pp., $ 10. 
There are many roads to an appreciation of 

the art of jazz, and for some that road was 
paved with Glenn Miller records. This be-
comes less preposterous than it might seem 
when one considers that Miller's apprentice-
ship was served shoulder to shoulder with 
such musicians as Benny Goodman, Jack 
Teagarden. Gene Krupa, the Dorseys. et al. 

Although Miller ultimately chose to stake 
his hopes for success on an essentially 
"sweet" style, his band book was liberally 
endowed with fine swing charts that bespoke 
his jazz background. (Eddie Durham, one 
learns from this book, was a Miller staff arran-
ger.) Because the band was so versatile. 
Miller's impact on the popular market was 
perhaps broader than that of his peers, and for 
those who responded to the hotter side of the 
band's personality, doors were opened that 
led to Goodman, Basie, Ellington, etc. 
With his large and enduring audience. Mill-

er is undoubtedly a logical subject for 
book-length treatment. It is questionable. 
however, if the "bio-discography" approach 
of Moonlight Serenade is the most appro-
priate way to get Miller between the covers of 
a book. It could be argued, for example, that 
a discography is of minor importance when it 
concerns a band whose style was relatively 
weak in significant solo voices and and re-
mained immune to changes through personnel 

shifts. 
Whereas the idea of alternate performances 

by Goodman, Ellington or Basie is intriguing 
in its potential for substantially different re-
sults, when you've heard one Moonlight 
Cocktail, haven't you heard them all? 

But such criticism may with some justifica-
tion be considered arbitrary by Miller buffs. 
Much more to the point is the fact that 
Moonlight Serenade is a terribly unreadable 
book. Normally, that might seem a silly thing 
to say about a discography, which is, after all, 
only a listing of song titles, master numbers, 
personnels and catalog designations. But this 
is a "bio-discography," and judged by the high 
standards of Russ Connor's treatment of Ben-
ny Goodman in B.G. Off The Record, it just 
doesn't cut it. 
Connor laced his data with a rich embroide-

ry of anecdotes, observations, and historical 
insights, and did this in a chatty style that 
gave to all those names, numbers and figures a 
dimension of drama and meaning. 

Flower on Miller, however, gives us only 
the facts, thank you. And such facts! We are 
told the date, day, place and playing time on 
the stand of virtually every one-fighter of 
which there is any record. We are offered gate 
receipt figures and crowd counts for specific 
gigs. We learn what railroad or bus lines the 
band traveled on between dates. In many 
cases, there are lengthy extracts from what 
passed as music criticism from contemporary 
sources. All this raw and too often irrelevant 
data is put before us without comment or 
evaluation and without much sense of edito-
rial judgment. 

Flower often writes as if his sources were 
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payroll records and accounting books, and in 
fact had access to these. It shows in his prose. 
For all the details we are given, the light shed 
on Miller and his music is dim. Whereas Con-
nor in his Goodman research ferreted out 
insights from Goodman and his sidemen to 
give his account a touch of emotion, Flowers' 
neatly ordered parade of minutiae tells us 
nothing of Miller's frustration and despair at 
being unable to form a band with a real identi-
ty. Nor is there any mention of Miller's key to 
ultimate success — the clarinet lead scoring for 
the reeds. 

If Flower is an inept biographer, he is nev-
ertheless a dedicated researcher whose dili-
gence here sets straight many gross errors 
committed by RCA over the years in dating 
various issued air-shots — particularly in the 
Limited Edition sets. Moreover, even the 
briefest solos are meticulously identified, and 
doubtful attributions duly noted. 
Thus, purely as a discography and soli-

graphy, Flower's epically proportioned sum-
mation of Miller's civilian band years does 
stand as a major contribution to the literature 
of popular music. And it is evidently only the 
beginning: In preparation is a second volume 
that will extend through the war years, and 
yet another volume that will work back 
through Miller's sidemen years. Moreover, 
Miller devotee George T. Simon and longtime 
Miller pianist and right-hand man Chummy 
McGregor each will soon publish books on 
Miller. These hopefully will put some much 
needed meat on this discographical skeleton. 
But for Miller collectors, even these bare 
bones will be a feast. 

—john mcdonough 



BIG BAND CHARTS! 

Over 200: Arrangements, 
Methods & Recordings 

E Send me free db/MWP Catalog 8, 1971 Supplement 

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

Nome  

Address  

Custom Produced Original Manu-
script Copies of Complete Score & 
Parts 

Top New & Established Authors and 
Arrangers 

D 1/3 Off for db Subscribers 

db/SCHOLARSHIP FUND for student 
arrangers/composers 

Use Coupon Below For Orders & Free Catalog 

BIG BAND ARRANGEMENTS 
NAMELESS AS YET (A) by Merrill Clark. 18. 5 sax tall dbl. fi dt 
cl. h, dhl. h-c1). 4 tp hp V opt scream): 4 lb; org. h.g.d.vh. 
Winner of Outstanding Composer/Arranger Award at 1971 
ACJF ( Urbana. Ill.) features solos for electric lb: as (or Eh 
el): and g. Excellent thematic development with unusual 
interludes. Meter is 9/8 ( 3/8 + 3/4) with bridge 3/8. 4/8. 3/8. 
5/8. 3/8. 4/8, 3/8, 5/8. 9/8. All lines and harmonics in Hun-
garian major scale. Solos start with no-time over a pedal tone 
then build to big level drive Much use of counterpoint and 
mirror writing. After the recap. comes a screaming shout 
chorus A challenge' ( PT 8') 

MW 184 ... $ 13.50/89 

ONE FOOT IN THE GUTTER ( A) by Clark Terry. arranged by 
Dan Haerle ( 9 5 sax. 5 tp: 4 th. tu; p.b.g.d A "down 
Home" Basie.style chart on Clark Terry's tune funky blues 
tempo featuring tp. tb, hs. p. h solos and two separate en-
semble shout choruses ( PT 7') 

MW 182 .. $ 14.50/$11.00 

ROOTS (A) by Bill Dobbins. 17: 5 sax. 5 tp. 4 tb. p.b.d. A 
driving modal composition featuring long piano. trumpet and 
tenor solos. Unison 4 tb and bass soli. brass section soli. sax 
section soh. Very difficult. ( PT 9') 

MW 178 ... $38.30/$25.66 

SOMEONE ELSE'S SLUES I .4 ) 1,, I add McIntosh. 19: 5 sax las I 
dhl.fl& ri is I I dhl fl. ts t dhl lits II dhl. cl; hs dhl. cl.) 5 
tp: 4 th lin. I h-th. 5th th 'plu p.b.g.d.vb.perc. Written 
Written in admiration of Gerald Wilson. this swinging blues 
features lengthy solos. as I. in & th. Short solos: il & perc. 
Great opener relaxes band and reaches audience. ( PT 5½'l 

MW 106 ...$21/$14 

RAISIN-BREATH (A) hs I add McIntosh. 20: 5 sax ( all dbl. II: 
as I dhl. plc.:: as II & is II dhl. cli: Sip.4 t ( ins. I b-lt0; tu: 
p.b.g.d.vh. Nice n easy blues fun for audience and players. 
Solos: p. to III. hs h I )rening riff gated in unison ytt & g: 
lead ir needs handful ..I high Db's. Title is nickname for 
composer's son. He dig, , aisins ( PT 6') 

MW 109 ... $ 17.50/$11.66 

SHE ROARS r Si by I add 111c1nt,.:. I 5 sax ( as I dhl. cl; fl & 
riais II chl. cl fl: es I dhl. cl 11: is II cl & fl; h.. dbl. 
h-cl & a- fly. 5 tp: 4 th ( inc. 1 h-tb: th I & II need straight 
mutest: tri ( cues in Iss & htto: p lorg. opt.). h.g.d.perc I 
tvh- only rule set needed,. perc II Cub). A happy and swing. 
ing chart v. I itten for composer's daughter. Erika. Sob's: p.th I 
A h. I gild tp to high E. Endure is " notes hut chart has been 
used str,cessful4 at high s‘. hool iiiattics. (' I for any 
technically proficient high school or college ensemble if 
double, (tie available. ( PI 5' 2« I 

MW 107 $24.50416.33 

KILLER JOE ( Al by Benny Colson. as arranged and 
recorded by Quincy Jones: Walking in Space ( A& M SP 
3023). 15: 4 tp; 4 lb ( inc. b-tb); fl. ss. ts; p.b.g.d; (4 
female voices opt.). This famous big band standard fea-
tures bass and tp solos with open space for others as 
desired. Odd meters with ss and to combined; lush reed 
writing, hip ending. ( PT 5') 

MW 139... $12.50/88.33 
Quincy Jones' album. Walking in Space with " Killer 
Joe" and five other great tracks. PLUS the complete big 
hand arrangement described above. 

MW 159/11 • • . $18.48/$11.66 

GALADRIEL (A) by Laild McIntosh. 19: 5 sax tits 1 dbl. fl & 
picc; as II dbl. cl; is I dhl. fl: tn II dbl. fl & cl; b..); 5 tp (all 
need bucket mutes): 4 lb ( inc. 1 b-lb. 5th th opt.); p.b.g.d.vb. 
Although melody is light, breezy and swingy. chart has 
driving intensity. Solos: ts I & g. Tr I goes to one high F#. 
Vh & g most he able to play unison soli lines. Sixteenth notes 
in horns make ending dazzle. A challenge to even a technical-
ly accomplished band. ( PT 41/2 'i 

MW 104... $18.50/512.33 

GROOVENESSIAi by Ladd McIntosh. 23, 5 sax (as I dhl. el & 
picc; as II dbl. cl: ts I dbl. (1: t. II (1b1 fi cl & b-cl: cl & 
h-cI): 5 tri ( 1. It. Ill. IV dhl fig i: 4 th l Inc. I h-th. all lb need 
bucket mutes); to (cue, in lh 1111: 2 fh 1111 III & IV opt.); 
p.h.g.d. perc I ( vh). pen: [ lists& tyrnp) Rc,,mmended for 
truly advanced and ambitious hand, this crowd pleaser 
bounces back and forth between frantic- 4 .ind slow groovy 
rock-4 bridge. Chart drives, pulsates. then suddenly sen-
%misty lyric and expressive, then turns gutsy and blasting 
again. Solos: Is I & g. Lead tp goes to high A. Slow full 
chorale shortly before fast, exciting ending replete with tymp 
& gong. Only one set of vb needed. ( PT WI 

MW 108 . 531.50/$21 

ELPSTONE IA) by I add McIntosh. 19: 5 sax (as I dhl. fi & el; 
is I dbl. fl & cl; as II dbl. cl: Is II dbl. cl: bs dbl. b-c1); SIP hp 
I & II dhl. fig); 4 th ( inc. 1 b-tb. all lb need bucket mutes); 
P.h.g.d.vh/perc. Demanding chart 1,IMP, through several 
di is ing hm rises givIng ,imple blowing room to is and fig II 
phis shun, ( , olo to h. Vit & g must he able to pia) unison lines. 
I ea(' ip his an high F. Title from hero of Tolkien', Lord of 
Rings. I PI 41.'2'l 

MW 105 ... 821/$14 

EXCURSION SUITE (A) by Erwin (' handler. 17: 5 sax; 4 tp: 
4 th: p.b.g.d. Five movements: I Fast swing 4/4 (quartet 
harmony. modal): 11- Moderato. relaxed 12/8. Fmk III - 
Moderato " Rock style" 5/4. Dm: IV - Jazz Waltz. Bb: V - 
Vivace 5/4. Cm. Entire suite allows ample opportunity for 
solo playing as well as ensemble passage,. Free solos allow 
performer to develop his ideas in an individual manner. All 
movements provide a variety of moixls. styles, and ideas. 
(PT I 5.20') 

Mw 185 $40.00/526 66 

db/MWP ORDER FORM Mail with your remittance to down beat/MWP 
222 West Adams Street, Chicago, Illinois 60606 

Please rush roe the following items: 
Title Cat. 

No. 
Pri a 

(Use a separate sheet for additional items) 

Total db subscriber or list price: 

.60 
Postage. 

(Illinois residents 
add 5% sales tax): It  

$9 subscription 

n new 1 renew/extend 
Foreign & Canada: 510.50 $ 

THE DAVID BAKER BIG BAND SERIES 

CONCERTO FOR FLUTE AND JAZZ BAND ( Al by David Baker, 
25: Solo Flute (& a-11). 5 sax (as I dbl.ss); 5 tp; 4 tb; tu; 2 vlo, 
1 via. do: p. b. (ac. & el.), d. A work that combines jazz and 
classical idioms and is completely faithful to each. Premiered 
by the distinguished teacher, performer, recording artist, 
James J. Pellerite. Three movements: East/slow (alto flute 
and string quartet added) / Fast. Flute contains no improvisa-
tion but one extremely difficult and brilliant cadenza. 
(PT 25') 

MW 179 ... $33/$22 

CONCERTO FOR VIOLIN AND JAZZ RAND (A) by David Baker. 
19: vlo; 5 sax, 5 tp; 4 tb; tu; p.b.d. A work that combines jazz 
and classical idioms. Premiered by the distinguished teacher, 
performer, and recording artist: Josef Gingold. Three move-
ments: Moderator/Andante/Allegro. Violin contains no im-
provisation by two extended cadenzas.Completely faithliol 
to both idioms. (PT 15') 

MW 170 ... $31.30/821 

 Cassette  
JAZZ AT CANTERBURY by ( 18 piece) Indiana University Jazz 
Fnsemble conducted by David Baker. Side 1129.481: Medi-
tations On The Plav of Light on Water by Scott Reeves; 
HONESTY (MW 158) by Baker. CHECK IT OUT (Mal SS) by 
Baker. Side I 1 t29:05): IWO FACES Of THE SLACK FRONTIER 
(MW 147) by Baker: PENICK (MW 172) by Baker. Profes-
sionally recorded at the Canterbury. Michigan City. Ind. Jan. 
29-30. 1971. Cassette tape only. 

XCFCA 1000... $6.9844.66 

CHECK IT OUT (A) by David Baker. 18: 5 sax; 5 tp: tb: tu; 
p.b.d. Modal, straight ahead swing, strong melody, interesting 
effects. As recorded on cassette JAZZ AT CANTERBURY 
(XC/CA 1000). (PT 8'1 

MW 155 ... 814/59 33 

HONESTY (A) by David Baker. 18: 5 sax; 5 tp; 4 tip; tu: .bd. 
Brandenburg concerto WPC intro, then funky blues with 
cadenza break - interesting backgrounds. Solos interspersed 
with introductory material. As recorded on cassette JAZZ 
AT CANTERBURY (SC/CA 1000). ( PT 5'). 

MW 1St ... $ 14/$9.33 

PENICK (M) by David Baker. IS: 5 sax: 5 tp: 4 lb: tu; p.b.d. 
Finger poppin' chart combining a very modern approach with 
"the Jimmy Lunceford touch". Harmonically the bridge is 
quite challenging with meter changes. P'enty of solo space. 
As recorded on cassette JAZZ AT CANTERBURY (XC/CA 1000). 
(PT 14') 

MW 172 ... 813/59.33 

TWO FACES OF THE BLACK FRONTIER (A) by David Baker. IS: 
5 sax ( Ill + a cl dbl.); 5 tp; 4 th: tu; p.b.d. Two section piece 
features flute theme statement unaccompanied- 2nd section 
quasi-Spanish brass band. Really exciting. Theme and ex-
cerpts from NET series: " Black Frontier". As recorded on 
cassette JAZZ AT CANTERBURY (XC/CA 1000). (PT 7%151. 

MW 147... $12.50/$8.33 

SLACK THURSDAY (A) by David Baker. 18: 5 sax; 5 tp: to; 
p.b.d. Slow intro, medium swing. out-chorus in quasi-march, 
tutti band. Ample solo space. ( PT 5') 

MW 110... $ 12.50/$8.33 

CALYPSO-NOVA (A) by David Baker. 18: 5 sax; 5 tp; 4 th: tit; 
p.b.d. Combination of Bosse Nova and Calypso- Multiple 
time changes, key changes. tutti shout chorus fun changes. 
(PT 101 

MW 153 ... 814/59.33 

CATALYST (A) by David Baker. 18: 5 sax; 5 tp: 4 tb: tu; p.b.d. 
Swing tune in 7/4 with 5/4 bridge. Difficult changes. open 
solo backgrounds, interludes. etc. ( PT 10') 

MW 128 ... $14/$9.33 

CINOUATRE (A) by David Baker. 18: 5 sax; 5 to; 4 tb; tu; 
p,b.d. Extreme virtuousity required on sax parts. Moderate 
tempo. ( PT 12') 

MW 144 ... 516/810.66 

COLTRANE IN MEMORIAM (Al by Dave Baker. IS: 5 sax; 5 to; 
4 tb; tu; p.b.d. Four sections: ( I) Lachrymose- features ss & 
Is, slow and brooding. (Ill Blues- features five is playing 
John Coltrane's solo from blue Trail. ( very difficult). ( III) 
Apocalypse- avant-garde with chance music and in-
determinacy. ( IV) Lachrymose- returns to slow mood of 
beginning. ( PT 15') 

MW 129 ... $24.50/$16.33 

KENTUCKY OYSTERS IA) by David Baker. 18: 5 sax; S tp: 4 th: 
r.b.d. Big hand orchegration of original sextet recorded 

with George Russell (Strotusphunk, Riverside). 3/4 blues 
described as 21,t cram', soul music. Plenty funky. PT 8') 

MW 124 ... $ 14/$9.33 

SCREEMIN' MEEMIES (A) by David Baker. IS: 5 sax; S tp; 4 tb; 
tu; p.b.d. Virtuoso band piece. fast as possible, much unison 
and ensemble work, dazzling chromaticism. ( PT 5') 

MW Ill ... $17.30411.66 

SHADOWS (Ai by David Baker. IS: 5 sax; 5 tp; 4 tb; tu; p.b.d. 
3/4 swing tune. (xld form and harmonic structure, trombone 
section highlighted. backgrounds use metric modulation. ( PT 
8') 

MW 139 ... $10/$6.66 

SOFT SUMMER RAIN ( A) by David Baker. 18: 5 sax (as 1 dbl. 
ssi; 5 tp: 4 th; tu; p.b.d. Ballad with double time chorus. 
Interesting melodic statement with ss and Is in octaves. 
Recorded by Jack Wilson: Sang For My Daughter ( Blue Note 
84328)(PT 5') 

MW 113 ... $10/$6.66 

City 

6.8 -72 
State to   

Total Rem Ira ce. 
(payable to down beat in U.S.A. funds/ 

SON MAR (At by David Baker. IS: 5 sax; 5 tp: 4 th:tu: p. el- b. 
d. Slow Boogaloo. haunting melody. much polyphony, ex-
citing out-chorus, surprise ending, excellent display piece for 
each section. ( PT 7') 

MW 119... $ 14.50/59.33 



George Benson's "So What" Solo 
Transcribed and Annotated by Tim May 

This solo is an excellent example of an artist's ability to transform a relatively simple modal 
composition into a jazz vehicle. Although there are only two different chords in the tune ( Dm7 
and Ebm7). Benson is able to retain interest through his inventive melodic and rhythmic ideas. 
Highlights include: 
1) Use of the pentatonic scale 
A) Eb pentatonic in bars 6&7 
B) F pentatonic in bars 30-33 
C) Gb pentatonic in bars 58-59 

2) Use of the Dorian Mode 
A) D Dorian ( basically) in bars 13-15. 23-27. 64-73 
B) Eb Dorian in bars 37-20 

3) Use of Aeolian Mode ( basically) in bars 35-36 
4) Use of harmonic minor scale in bars 21-22 
5) Use of rhythmic force by changing tempi (as indicated) and changing feel from rock to fast 
swing to medium swing (as indicated). Also note the use of syncopation in bars 41-45, 60-61. 
107-110. 118-125. 
(Tim May is an 18-year-old guitar student of Dr. William Fowler at the University of Utah, 

where he is also a jazz major.) 
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The .5it 
Junction Mixer 
does just that. 

An input mixer. 
You can attach 4 microphones 

or instruments as inputs and 
get one output. 

Aft mist 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. 

eccessory Wender. 
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. 

electro-harmonix 
15 West 26th Street, 
New York, New York 10010 

Please ship (quantity) 
5X Junction Mixersat $9.95 each. 
D Enclosed is total check for 

order $  

12 Ship C.O.D. 
D Please place me on your new 

product announcement 
mailing list at no charge. 

Name  

7.; Address  

O City State Zii) 
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NEW! NOTHIN' BUT BLUES 
• NOTHIN' BUT BLUES, Vol. II of A NEW AP-
PROACH TO IMPROVISATION by Jamey Aebersold. 
Vol. II includes a Guidebook + Stereo LP  11 dif-
ferent blues to practice with . . . excellent rhythm 
section to back you up . . . slow— fast — jazz— rock — 
6/8 — 4/4 — modal. Chord progressions — scales— pi-
ano voicings — exercises included . . . Simple blues 
piano voicings for horn players ... for all instruments. 
Bass Clef scales and progressions. 

O 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.... 67.95 per vol. (Canada add 61.50 each) 

1:3 Patterns for Jazz, by Jerry Coker et al. 
Excellent for daily practice £12.50 

D Improvising Jazz, by Jerry Coker 
Paperback (5th printing)   52.45 

JAMEY AEBERSOLD 
1211 Aebersold Dr. 

New Albany, Ind. 47150 

GUITARS 
AMPS. DRUMS. BANJOS. J— 30% 

BUY DIRECT! TO 50% 

SAVE , DISCOUNT 
SAVE , Any onoie brand 

e guitar, amp, or drum set. 
30% or up to 50% discount) 
on all brands. Also Pedal 

4"y Steels, BANJOS. and Dobros 
Ails for your price on any 
model you choose. Also 

<lib many accessories. 
....$). FREE Catalog WRITE 

IS a, Warehouse Music Dept OIS 
e .. J All P 0 Box 16399 

.. Famous Fort Worth. Ten 76133 
Brands 

Attention, Guitarists! 
Enroll now for 

BARNEY KESSEL 
GUITAR SEMINAR 

July 27-30 

For info contact' 

MUSIC DYNAMICS SEMINARS 
BOX 2629 • HOLLYWOOD. CA 90028 
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I/usic 1972 George Benson. 

jazz on campus 

Ad Lib: "Jazz On The Hill". a recent 
event sponsored by the Gamma Pi Chapter of 
Kappa Kappa Psi at Purdue Univ. ( W. Lafa-
yette. Ind.) featured the Ball State Univ. 
Muncie) Jazz Ensemble. the Univ. of Illinois 
Jazz Band #2. the Hobart HS Jazz Ensemble. 
and the Purdue Univ. Jazz Ensemble . . . 
Academic credit is being offered to partici-
pants of the Duke Ellington Festival (July 
17-21) by the School of Music. Univ. of Wis-
consin- Madison . . . Buddy Montgomery u as 

the guest soloist for the annual jazz concert ot 
Greenfield HS ( Wis.) ... Herb Patnoe will he 
the director of the new Stan Kenton Music 
Camp held at Sacramento State C. ( Cal.) Aug. 
13-18 .. . American Airlines, sponsor of the 
American CD' in Washington ( D.C.) May 
28-29. has made arrangements for a Youth 
Hostel Plan this summer at several campuses: 
San Francisco State C.: Univ. of California 
( Berkeley): Univ. of Calilbrnia ( L.A.): New 
York Univ.: American Univ. or Trinity C. 
(Washington. D.C.): and Boston Univ. 
Double occupancy is pegged at $5 at all 
campuses except $4 at Berkeley and $8 an 
NYU . . . Recent visitors to the Berklee 

TODAY'S MUSIC! 
Gordon Delomont Series: 
O Modern Horrnonic Technique, Vol  512.50 
D Modern Harmonic Technique, Vol 1-   $12.50 
D Modern Arranging Technique ..   $ 12.50 
O Modern Contrapuntal Technique  5 5.50 

Jamey Aeberseld: 
D New Approach to Improvisofion, Vol. I   $ 7.95 
D Vol. II INothin But Blues)   $ 7.95 

Alan Swain: Four-Way Keyboard System - 
1:3 Book I, Basic Chord Construchon-Open Pe ;den $ 3.50 
• Book II, Adv. Chord Construchon-Open Position $ 3.50 
• Book III, How To Ploy By for   $ 3.50 

George Russell: Lydian Chromatic Concept   $22.50 

O Wm. Fowler: Guitar Paneros for Improvisation. 4.00 

O Henry Mancini: Sounds Scores 1+ 3 LPS)   $ 12.50 

$ 7.95 
$ 600 
$12.50 
$12.50 

• George Cole (err): Solo Bog for Flute   S 2.50 
• 8.8. King: Blues Guitar   S 2.50 
• Gunther Schuller: Early Jazz   $10.50 
O Gary Burton: Introduction to Jazz Vibes ..... $ 3.00 
O Gory Burton: Solo  2.50 
• Gary Burton: Four Mallet Studies .   3.50 
D Joe Morello: Rudimental Jazz  $ 2.50 
O Tom Doris: Practical Analysis of Independence 5 2.50 

O Oliver Nelsen: Patterns for Sokophone   S 8.00 
D Earl Hagen: Scoring for Films  515 00 

• Deleuner New Hot Discography  $ 10 00 

Laurin& Almeida: Guitar Method   5 5.00 
Joe Pass, Guitor Style     $ 595 
Joe Pass: Jazz Guitar Solos ..... . . . . . $ 3.50 
Carole Kaye) How to Ploy Electric Boss . . 5 350 

2 Procfice Lfts for above book ...... . . $ 4.50 
Carole Kaye: Electric Bass Course  1129.5L-
5 books, 3 cassettes) 

Paul Humphrey: Soul Drums   511.00 
book & 40 min. cassette) 

Wes Montgomery: Ja, Goiter Method 5 3.95 
Roy Burns: Drum Set Artistry ibook + LP)  fr 6.95 
Fake Book for the Club Date Musician  5 7.50 

• Dan 'kilns's.. Popular 1 Jazz Harmony  
O Russ Garcia: Pro Arranger/Composer  
O Ches. Colin: Encyclopedia of Scales  
O Jerry Coker: Patterns for Jazz   

TODAY'S MUSIC! Lib..Weir660048 
Free Postage Anywhere on Pie.Pa id Orders 

RE CUTTING POWER! 1O 

AVEDIS ZILDJIAN 

NEW BEAT 
Hi.fikris 
mi  

GREEN NOTE PUBLICATIONS' 

/LIDE GUITAR 
INSTRUCTION MANUAL 

A complete text/record/photo guide to 
electric lead and traditional bottleneck 

styles...including chapters on improvising 
blues and Country & Western guitar.  

At your dealer's. Or order direct: send $4.95 
to GREEN NOTE PUBL. / P. O. BOX 4187 
BERKELEY, CA. 94704. 
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AMERICA'S OLDEST AND LARGEST 

EXCLUSIVE PERCUSSION CENTER 

• Complete stock of famous name brand 

percussion instruments and accessories. III 

Owned and operated by Maurie Lishon—I8 

Years staff percussionist CBS-WBBM Chicago. 

226 S. Wabash Ave. Chicago, III. 60605 

922-8761 922-1300 

PIN PO N! 

AVEDIS ZILDJIAN 

NEWBET 

Seven SUMMER 
JAZZ CLINICS * 

( ' owned and operated by the National Stage Band 
Camps for 14 consecutive years) 

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

• 

New for -72 — COMBO/IMPROVISATION 
CLINIC 

features improvisation and performance in jazz-
blues- rock small ensembles. 

Aug. 20-28 Ill. State Unlv. (Normal) 

• 

4th annual FAMOUS ARRANGERS CLINIC 
features jazz arranging and composition for one or 
two week sessions. 

June 18-July 1 Univ. of Nevada (Las Vegas) 

• 

14th annual STAGE BAND CLINICS 
features jazz band performance/improvisdon/har-
mony and arranging/electronic music/materials 

June 11-17 Univ. of Nevada (Las Vegas) 
July 30-Aug. 5 E. Carolina U. (Greenvale, NC) 
Aug. 8-12 West Chester State College (Penn.) 

Aug. 13-19 III. State Univ. (Normal) 
Aug. 20-28 Portland State Univ. (Ore.) 

— — — — Send today for free brochure— — — — — 

SUMMER JAZZ CLINICS 11 
P.O. Box 221, South Bend, IN 46624 
Please rush me your free brochure on faculty/cur-
ric ulum/housing. etc., for the Seven SUMMER JAZZ  
CLINICS for 1972. 

Name Age  

Street  

City  State zip 

Instrument 

CI Also send me details on the special for educator 
only courses at each Clinic location. 

College of Music ( Boston) include Oscar Pe-
terson and actor Dustin Hoffman . . The 
Association for the Advancement of Creative 
Musicians (AACM) recently performed at the 
African Presence Festival at Northwestern 
Univ. ( Evanston. Ill.) ... The Second Annual 
Jazz Workshop at the Univ. of Min-
nesota- Duluth. R. Dale Miller, dir., will be 
held Nov. 1-2 featuring Woody Herman and 
his band for clinics and performance . . . The 
first Triton College ( Ill.) Invitational Jazz 
Festival, originally scheduled for June 2-4, 
has been postponed until Nov. 24-26. The 
event will feature a different theme each 
day —( 1) Jazz and Strings; (2) Film Scoring: 
(3) Blues. Clinicians and performers will in-
clude Quincy Jones, Carol Kaye, Ray Brown, 
Hubert Laws, David Baker, Toots Thielemans. 
Ten school jazz ensembles (elementary 
through college levels) will be invited to par-
ticipate . . . Phi Mu Alpha, the professional 
music fraternity, has begun production of a 
television film which features two top college 
performing groups — The Univ. of Northern 
Iowa Jazz Band, Jim Coffin, dir., and the 
Men's Glee Club of Wayne State Univ., Dr. 
Harry Langsford, dir. The film is funded by 
the Selmer division of the Magnavox Com-
pany and is a project of the fraternity's obser-
vance of its 75th anniversary year in 1973. 

FESTIVAL RESULTS: Austin. Tex., April 22, Second 
Southwest College Jazz Festival (ACJF affiliate), Rod 
Kennedy, dir. Big Band winner—Texas Southern U., Lan-
ny Steele, dir. Combo winner — Southern Methodist U.; 
Vocal winner— Anita Moore (T.S.U.). Reading, Pa., April 
15. Fifth Zeswitz Mid-Atlantic Jazz Invitational, Arlan Say-
lor, dir. Judges: Nell Salter, Don Griffith, Karl Bowers, 
Charles Suber, Eight HS bands. Winning Big 
Band — Pennsbury HS (Fairless Hills), Gene Polaski,dir. 
Kansas City, Mo.,April 22, Sixth UMKC Mid-America Jazz 
Contest. William Trumbauer, dir. Judges: Gil Melle, Rich 
Matteson, Arch Martin, Charles Suber. Five college com-
bos. 10 college bands. Big Band winner— Wichita State 
U., Dan Swaim, dir. Combo winner-Triton College (River 
Grove. III.). Bob Morsch,dir 
Wichita, Kan., April 28, First Friends U. Mid-America Jazz 
Festival, Charles Lawson, dir. Judges: Lou Marini, Phil 
Rizzo, Charles Suber. Ten HS bands; 6 college bands. 
College bands chosen to perform April 30 at Wichita Jazz 
Festival: Kansas State Teachers C. ( Emporia), Pete Czir-
check, dir., and U. of Tulsa, Ron Predl, dir. First Division 
HS Big Bands— Newton. Gary Fletcher, dir.: Shawnee 
Mission East. Larry Lutte,dir; Sumner (K.C., Kan.), Leon 
Brady, dir. 
Salt Lake City, Utah, April 20-22, Sixth Intermountain 
College Jazz Festival (ACJF affiliate). Dr. William Fowler, 
dir. Judges/Clinicians: Oliver Nelson, Don Rader, and 
Gerald Wilson. Big Band winner— U. of Utah Jazz Orches-
tra, Experimental Ensemble and Rock Garden, Ladd 
McIntosh, dir. Combo winner— Blind Melon Chitlin* (U. of 
Utah). Vocal winner— Sally Morrow ( U. of Utah). Best 
Composition Award —Schmear by Merrill Clark (U. of 
Utah). 
Portland, Ore., March 31-April 1. Seventh U. of Portland 
Stage Band Festival. Don Cammack, dir. Judg-
es/Clinicians: Paul Beaver, Kim Richmond, Larry Meyer, 
Bob Collver, Jimmy Lyons. 51 HS competing bands, 10 
HS observing bands. -Grand Sweepstakes- and Class AA 
Winner — Hudson's Bay HS (Vancouver. Wash.), James 
Guard, dir. Class A winner — Central Kitsap HS (Silverdale, 
Wash.). Morris Pederson, dir. Next festival set for April 
6-7, 1973. 
Costa Mesa, Cal., March 23-25, Fourth Orange Coast 
College Jazz Ensemble Festival. Dr. Charles Rutherford, 
dir. Judges: Shelly Manne, Oliver Nelson, Don Menza, 
Joe Pass, Gerald Wilson, Jimmy Lyons, Pat Williams. 
Sixty-three jr. and sr. HS bands; 18 college bands. College 
Big Band winner — Orange Coast C. Dr. Rutherford, dir. 
HS Big Band winner — Eagle Rock ( L.A.), John Rinaldo, 
dir. Jr. HS Big Band winner — McGaugh (Seal Beach). 
Charles Wackerrnan, dir. Outstanding Student Com-
poser — Tom Kubis (Orange Coast C.). Next festival March 
15-17, 1973. 

The following are additions to the Summer Jazz Studies 
Guide which appeared in our April 27 issue. Dir=director, 
F=faculty. Curr=curriculum, bb=big band, 
im=improvisation, c=combo. th=theory, ar=arranging. 
ma =materials, CCH=cou rse credit hours. 
CALIFORNIA: Northridge, 91324— San Fernando Valley 
State College Jazz Workshop For Music Educators (c/o 
Joel Leach, Dept. of Music. SFCSC, Northridge); June 
19-26. Dir: Joel Leach. F: Bill Fritz. Leach. Marty Paich, 
Bob Florence, Don Rader, Pat Williams. Curr: Jazz his-
tory, ensemble rehearsal techniques, new material 
sources, ar, copying, im, sectional rehearsal procedures, 
festival philosophy, festival preparations and adjudica-
tion, recording the jazz ensemble. CCH: 2 
ILLINOIS: Urbana, 61801— Illinois Summer Youth Music 
(608 S. Mathews, Urbana, III 61801); June 18-30; July 
2-14; July 16-28. Dir: Dake Kimpton. F: John Garvey, 
Howie Smith. Ron Dewar, Ken Ferrantino, Charles Braug-
ham. Ron Elliston, Larry Dwyer. Curr: bb/42. c/10, im/ 10. 
CCH: none. 
LOUISIANA: Ruston, 71270 — La. Tech Summer Music 
Camp (Box 5316 Tech Station, Ruston); June 18-June 30. 
Dir: Joe G. Sheppard. F: Bill Causey, Jr., Larry Holbert: 
Curr: bb/6, th/6. ar/6. 
MINNESOTA: Barnum, 55707 —Arrowhead Music Camp 
(2602 S. Rivershore Dr., Moorhead, Minn. 56560); June 
4-10. Dir: Dom Spera, Ruben Havcen. F: unk. Curr: unk. 
MISSISSIPPI: Hattiesburg, 39401— USM Summer Band 
Camp (P.O. Box 530 8. Southern Station); July 16-29. Dir: 
Richard Prenshaw. F: Edd Jones, Gary Cook. CCH: bb/ 15, 
th/10, ar/5. CCH: none. 
MISSOURI: Springfield, 65802 — Stan Kenton Jazz Work-
shop at Drury College (write Dr. Verne Joseph, Drury 
College, Box 67, Springfield, Mo. 65802); June 11-17. Dir: 
Dr. Joseph. F: Stan Kenton. Dr. Joseph, Herb Patnoe, 
Hank Levy, Dan Haerle, Phil Rizzo, Kenton Orchestra 
members. Curr: bb, jazz ensemble. jazz-rock ensemble, 
neophonic orchestra, composition. ar, th, instrumental 
techniques, jazz history. 
VERMONT: Burlington, 05401—Univ. of Vermont Sum-
mer Music Session for High School Students (70 Williams 
St, c/o Dr. H.L. Schultz); June 25-Aug. 6. Dir: Dr. Schultz. 
F: Clem De Rosa, Robert lanni, Herbert Schoales, Richard 
Lombard. Curr: bb/ 15, c, im, th/5, ar/5, ma. others. CON: 
high school credit. 
WISCONSIN: Stevens Point, 54481— Point Music Camp 
(C-134 FAC. Univ. of Wisconsin); June 4-24. Dir: Donald H. 
Ripplinger. F: R. Neil Weight. Curr: bb/8, im/2, th/3, ar/1, 
iazz history. jazz techniques and phrasing. 

AD LIB 
Continued from page 11 

Thad Jones-Mel Lewis orchestra a royal wel-
come home on May 8, their first Monday 
night back at the old stand after their Russian 
tour. Charles Mingus' big band, which had 
been filling in ably, got a full week of their 
own May 9-14. Other Vanguard action: Her-
bie Hancock Sextet (April 25-30); Thelonious 
Monk Quartet (May 2-7); McCoy Tyner Sex-
tet (May 16-21). The biggest crowd ever 
drawn to a Sunday matinee turned out April 
30 to hear trumpeter Ted Curson with Bin 
Barron, tenor&soprano; Steve Kuhn, key-
boards, Lee Schnipper, vibes; Sam Jones, 
bass; Freddie Waits, drums, and guest vocalist 
Karin Krog, in the U.S. for a concert at the 
University of Illinois. Pianist Valerie Capers 
directed the Contemporary Jazz Ensemble of 
the Manhattan School of Music at a special 
Sunday matinee at the Vanguard May 7. Ms. 
Capers also performed with Bobby Capers, 
saxophones, flute; Michael Fleming, bass, and 
Omar Clay, drums and Billy Taylor made a 
guest appearance. Fr. Norman O'Connor was 
emcee and the performance was dedicated to 
John Coltrane . . . The Rutgers-Newark Jazz 
Society presented its first concert, a benefit to 
raise funds to get a series underway at the 
Rutgers Student Center April 21. Hubert 
Laws, Chick Corea, Ron Carter, and 'dries 
Muhammad performed at the well-attended 
event . . . Nat Adderley Jr.'s Natural Essence 
and Rhythm Associates (Archie Shepp, Kenny 
Barron, Chris White, Billy Cobham) per-
formed in Carnegie Recital Hall's Black on 
Black Series April 21 . . . For his May 5 
concert at the same hall, Joe Newman had 
Larry Willis, piano; Al Gafa, guitar; Earl May, 
bass and Al Foster, drums ... Bobby Jones and 
Friends continue Sunday and Monday at Fid-
dlestix. A recent bunch of friends consisted of 
George Coleman, tenor sax; Hal Galper, pi-
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ano; Dave Holland, bass; Billy Hart, drums. 
Galper also did Bradley's April 25-30. follow-
ing Duke Jordan and bassist Major Holley 
(Jordan. back on the scene, sounded wonder-
ful) ... At the Half Note, bassist Bill Pember-
ton and drummer Oliver Jackson plus a chang-
ing cast of pianists backed Zoot Sims (April 
25-27). James Moody ( April 28-30), and Zoot 
again (May 2-7). Jimmy Rushing adds his 
talent on weekends, and the JPJ Quartet was 
due in May 9-14 . . . Eddie Harris, with 
Richard Abrams on piano, did the Club Baron 
where other April incumbents included 
George Benson with Lonnie Smith and the 
Gloria Coleman organ trio . . . Tenorist Clif-
ford Jordan was at Slugs April 11-16, using 
half of Herbie Hancock's Sextet ( Eddie Hen-
derson, Julian Priester, Buster Williams) plus 
Tommy Turrentine, Bobby Brown, Tommy 
Flanagan, and Ed Blackwell. Bill Hardman and 
Stafford James subbed for Henderson and 
Williams on the weekend. Jordan also ap-
peared April 29 in the first of a series of 
Saturday and Sunday afternoon concerts at 
Studio We, 193 Eldridge St. which continued 
with Rashied Ali (April 30), the Revolutionary 
Ensemble, Trinity, We, Archie Shepp, Music 
House, Beaver Harris' 360 Degree, and, to 
conclude the series, a Latin group to be 
named ... Cal Massey's Jazz Review, featuring 
his 7-year-old daughter Waheeda, his son 
Zane on tenor, Russ White, soprano&alto 
saxes, flute, bass clarinet, Bob Ford, piano, 
soprano sax; Hakim Jami, bass, and Rashied 
Ali, drums, has been quite active of late, 
appearing at Unity House in Brooklyn April 
15 (on a bill also featuring the Roland Alexan-
der-Kiane Zawadi Sextet, the Sam Rivers Trio, 
the Carl Branch-Jimmy Hilton Quintet, and 
Zahir Batin and the Notorious Ensemble), did 
the East April 28-29 with time out on the 
second night for a Brooklyn Academy of Mu-
sic concert with Leon Thomas and his group, 
and were heard at Hofstra College May 6. 
along with the ROMAS Orchestra performing 
Massey's suite, Black Liberation Movement 
. . Other bookings at the East: Dewey Redman 
Quartet (April 21-22), Betty Carter Trio and 
Bob Ralston Quartet (May 12-13), and on 
May 19-20, Doug and Jean Carte and the Black 
Vibrations . . . Drummer Jimmy Madison's 
Quartet (Enrico Raya, trumpet; Lou Marini. 
tenor sax, flute; Mike Moore, bass) and Ki 
(Michael Rod, reeds and flute; Glenn Moore, 
bass and piano) performed at Free Life Com-
munications Space April 27 . . . When the 
recent upheavals occurred at the Salaam No. 
7 Mosque in Harlem, pianist Barry Harris' 
Quartet (Charles McPherson, alto sax; James 
Jefferson, bass; Leroy Williams, drums) were 
in the middle of a two-week engagement at the 
establishment's restaurant . . . Freddie Hub-
bard's Sextet, Billy Mitchell's Quintet and a 
dance group performed April 21-23 at the 
Restoration Theatre in Brooklyn . .. Trumpe-
ter Ray Copeland's group played the music of 
Randy Weston at Hunt's Point Library on 
Staten Island April 17 . . . Bobby Timmons 
and Sam Jones and Ray Bryant and Ron Car-
ter dueted at Boomer's in April. . . Clarinetist 
Fritz Swischer's Trio ( Bill Korinek, bass; Da-
vid Kovins, drums) did a concert at Donnel 
Library April 27. 

Los Angeles: Poor planning and equal-
1‘ poor production marred a benefit concert at 
the International Hotel billed as "A Tribute 

to Gerald Wilson." A $7.00 door charge was 
levied to raise funds for KPFK. a 
non-commercial Los Angeles radio station. 
But it also kept attendance down. Wilson, of 
course, was on hand, playing trumpet and 
piano, but many of the performers who had 
been advertised as participants were not. 
Among those on hand: Carmen McRae, back-
ed by Jimmy Bowles; Ruth Price, backed by 
Dave Grusin, Gene Cherico and Shelly Manne. 
At one point, according to Leonard Feather, 
one of the loosely organized jam sessions 
"was delayed by a half hour because nobody 
could find a pianist." . . . Hampton Hawes 
brought in a combo for two nights at Shelly's 
Manne-Hole to fill a gap between the closing 
of Les McCann and the opening of Harry 
Sweets Edison . . . Just prior to climbing down 

into the Manne-Hole, liamp led his group at 
Donte's for two weekends ... During April, 
Donte's ran a special, "Spaghetti Dinner, 
$1.50, all you can eat!" on Tuesdays. They 
claimed it was "in honor of income tax 
month," but it just so happened Frank Roso-
lino was fronting a combo there each Tues-
day, along with compatriots Conte Candoli 
and Frank Strazzeri. How Chuck Berghofer 
and John Guerin made it for the gig is not 
explained . . Grant Green did a week at the 
Lighthouse, following Gabor Szabo. Pharaoh 
Sanders came in after Green. During those 
gigs there were weekend workshops featuring 
Art Johnson, Tom Scott and Afro-Blues. John 
Fahey and John Gross appeared on successive 
Mondays ... Buddy Collette and his quartet. 
along with former bared vocalist Mary Ann 

For faster, solid 
Hi-Hat beat.„ 
just try to beat... 
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McCall. worked one week at The City and 
were followed by Kai Winding's combo . . 

The Don Randi Trio Plus One still play 
Wednesday thru Saturday at the Baked Po-
tato. with Sweets Edison on Sunday and King 
Errison Tuesday ... The Pasta House. in East 
Los Angeles is featuring Willie Bobo Thurs-
day thru Sunday. .. Another East Los Angel-
es club, Monte- Rey West. had Cat Anderson 
and a combo for one night, followed a week 
later by Louis Benson . . In South Los 
Angeles. Esther Phillips was the headliner at 

the York Club. followed by the tandem book-
ing of Johnny Hammond and Hank Crawford. 
. . The University of California at Irvine 
brought in a well-balanced blues package for a 
one-night concert: Jim» Witherspoon, Willie 
Dixon and the Chicago All-Stars and Albert 
Collins . . . Shortly before that concert. Collins 
soloed it for two days at the Four Muses, near 
the summer White House. in San Clemente .. 
Page Cavanaugh returned to the Southern 

California jazz scene after a three year ab-
sence and opened at Chadney's in Santa Mo-

electronic music 
laboratories, inc. P.O. Box H, Vernon, Connecticut 06066/Tel: (203) 875-0751 

tune in 
Tune in to ElectroComp. We make the finest 

small synthesizers in the world. 
Take the 100, our pace setting keyboard 
synthesizer which combines the standard 

synthesizer features with a polyphonic 
keyboard, four audio oscillators, a four-

function filter, and dual envelope generators. 
A combination of capabilities unequalled by 

any small synthesizer and many larger 
synthesizers. 

Equally pace setting is its price of $ 1095. 
Take a minute and drop us a card for details 
on o family of synthesizers that does more. 

MUSICIANS 
WOULD YOU CARE TO RISK ONE MONTH 

OF YOUR LIFE 
'The object of this proposal is to gather a group of 
top, experienced musicians from the U.S. and Ca-
nada for the month of August. 1972. to rehearse and 
record new, original musical works on a partnership 
basis. 

'We are forming a popular, performing and recording 
group that will be capable of performing any type of 
music from jazz to rock with the result being the best. 
most versatile band to hit the charts. 

'Instrumentation is as follows: Piano. organ, 2 trum-
pets. 2 trombones. 1 sax. 2 violins. 1 viola, bass guitar 
lead guitar, drums. 2 male lead voices. 1 female lead 
voice. Doublings are preferable to insure inclusion of 
flutes and to keep members to a minimum. 

Further information will be forwarded upon receipt of 
your qualifications Send resume to 

AUGUST '72 
41 West Lynmar Drive, Fargo, N. Oak. 58102 

before June 30. 1972 

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. 

O THE CYCLE OF FIFTHS  $1.50 
0 THE 117 V7 PROGRESSION  $2.50 
O THE SLUES SCALE $2.00 
0 THE LYDIAN MODE $2.00 
0 THE TRITON CYCLE $2.00 
0 THE DORIAN MODE $2.00 
O THE MIXOLYDIAN MODE  $2.00 
Cl'I'HE BYZANTINE SCALE $2.00 
CI TFIE IONIAN MODE $2.00 
CI THE DIMINISHED SCALE  $2.00 
0 THE AEOLIAN MODE $2.00 
0 THE POLYTONAL GUITAR   81.50 
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1811 Kennedy Blvd. North Bergen, N.J.07047 

Foreign Orders ADD $1.00 PER Book FOR AI, Mall 
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tion. The numbers on your address label are 
essential to insure prompt and accurate ser-
vice. 
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you move 
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222 W Adams Street 
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nica with a new printout of " Page 7." Person-
nel in the septet: Curt Berg and Bob Payne, 
trombones: Bob Jung, reeds, flutes and 
charts: Cavanaugh. piano, vocals and charts: 
Bill Pitman, guitar: Warren Nelson, bass and 
occasional doubling on trombone: Phil Je-
rome, drums. Present plans call for Page to 
front the septet Tuesday thru Saturday: on 
Monday. it's just the Page Cavanaugh Trio.. 
Those perennial undergraduates. The Four 

Freshmen, appeared at Torches West. in 
Woodland Hills for two nights. The personnel 
hasn't changed for years: Ross Barbour, Ken 
Albers, Bob Flanigan, and Bill Comstock . . 
The Angeleno Jazz Band, with Carol Leigh is 
at the Sportin' House . . Dave Mackay and 
Ted Hughart are still duo-ing it at the Samoa 
House in Encino . . . Ted's brother. Jim 
Hughart, also a bassist, along with drummer 
John Sumner, were providing the rhythmic 
support for Tom Vaughan during his recent 
gigs at the Baked Potato . . . There's been a 
slight change in the make-up of the Baroque 
Jazz Ensemble. Gene Strimling is now provid-
ing the percussion for leader Ira Schulman, 
reeds: Jocelyn Sarto, piano: and Don Felix, 
bass. But their eclectic programs remain the 
same. Latest musical history lesson included 
music by Telemann, Mozart. Villa-Lobos, 
Dave Mackay, Vicki Hamilton and Charlie 
Parker . . . Billy Brooks' big band, better 
known as The Happy Warriors, is at D'Jon's 
ballroom every Monday night, under the aus-
pices of the Astrology Jazz Society. With 
Billy still blowing everyone out of the room 
with his skoonum, the rest of the personnel 
includes: Al Gottlieb, Skip Shortridge, Bob 
Comden, Mike Conlon, trumpets: Mike 
Humphrey, Paul Hawthorne, Carl Hammond, 
Al Kaplan, trombones: Lonnie Shetter, Ed 
Pleasant.% Ron Rogers, Mike Morris, Steve 
Carr, saxes; Jim Turner, guitar: Tom Aza-
rello, bass; Clarence Johnston, drums.. . The 
latest concert to be presented by Ray Bowman 
featured the Warne Marsh Quartet at the Ice 
House in Pasadena. With Marsh on tenor 
were Gary Foster, alto sax:Putter Smith, bass. 
and John Tirabasso, drums . . . The Annual 
Charity Jazz Festival was presented by the 
Clef Club in Monterey Park. Among those on 
the day-long program: Teddy Buckner, Louis 
Jordan, Nellie Lutcher, and Rozelle Gayle . 
Another type of festival — The Pilgrimage 
Jazz Festival— featured Nellie Lutcher in its 
most recent Sunday concert. It was a duo 
concert, with Miss Lutcher's quartet sharing 
the outdoor stage with Harmonica Man Plus 
Four. Next Pilgrimage concert (June 4) is also 
a duo concert: Mike Morris and Windows, 
plus the Bob Lann Quintet. ( In case readers 
are curious, it is the same Bob who used to 
spell it " Lan.") In order to make room for the 
extra "N," Bob gave up his alto. He's just 
playing tenor and soprano sax, flute and ech-
oplex. Others in his quintet: Rene Touzet, 
vibes: Ike Isaacs, bass; Jimmie Smith, drums: 
Armen Davidian, percussion. The same group 
recently played a one-nighter at Jazz West. in 
Sherman Oaks. Sometime in early July, Lann 
will debut his electronic suite at the Light-
house ... Old Town in Bellevue. Washington. 
booked Esther Phillips. George Benson, The 
Sidewinder Quintet and Freddie Hubbard for 
successive weeks from early April to early 
May ... Ray Charles, the Raeletts and the Ray 
Charles Orchestra have embarked on an 
eight-month tour of concerts and clubs here 
and abroad. The tour was kicked off by a 
campus gig at Cal Poly. in San Luis Obispo.. 

44 III down beat 



Bill Fritz, director of the San Fernando Valley 
State College Lab Band presented a concert 
at SFVSC. featuring charts by Willie Maiden. 
Don Rader, Gerry Mulligan, Bill Baker and 
Fritz . . . Oliver Nelson will front a big 
hand for a special concert at Monterey Penin-
sula College following the Second Annual 
California Honor High School Jazz Band 
Competition. June 3. The all-day competition 
is sponsored by the Monterey Jazz Festival 
and the winning band will appear at the festi-
val. In addition. an all-star hand comprised of 
outstanding individual musicians will play at 
the festival in September . . . The Commu-
nicative Artists (the name for a 20-piece jazz 
band) played a free concert at the Commu-
nicative Art Academy in Compton. On the 
third Sunday of each month the group of 
youngsters meets to perform original charts 
under the direction of Troy Robinson . . 
Whenever the budget allows. the North Hol-
lywood Regional Library puts on Friday night 
jazz concerts. The next is scheduled for May 
26. and features the Tom Taksa Quartet. Alto 
saxophonist Taksa will have three 
up-and-coming jazzmen with him: Steve 
Schiffman, guitar, a student of Joe Pass: Paul 
Leigh, studying bass with Will Chapin: and 
Steve Vidro. studying drums with Chuck 
Flores. Taksa has worked with Gerald Wil-
son's band . . . Pete Robinson knows when to 
plug in and when not to. The keyboard spe-
cialist is recording a series of duets. each with 
a different reed player for Pete Welding's la-
bel. Testament. The sessions have been 
"completely acoustic." At the same time. 
Robinson is scoring two documentaries, using 
entirely electronic instruments. His rock-jazz 
combo. called Contraband, gave a recent 
morning concert at San Fernando Valley 
State College. 

Chicago: Buddy Rich's big band played 
the first big band engagement at the recently 
opened Brown Shoe, with the solo work of 
tenorist Pat LaBarbera and the lead trumpet 
playing of Lin Biviano especially impressive. 
The rhythm section was at only two-thirds 
strength. however. Not that Buddy and bas-
sist Paul Kondziela were loafing— there was 
no pianist. Bob Dogan, the former Maynard 
Ferguson sideman well showcased on Rich's 
latest LP, left the hand and a replacement was 
not immediately forthcoming. Rich got a 
standing ovation for his fantastic snare drum 
solo on Channel One Suite. Several days after 
the Rich gig. the Brown Shoe tapped to the 
tunes of Illinois Jacquet, Milt Buckner, and Jo 
Jones . . . The Al Capone Memorial Jazz Band 
(alias the Don Gibson Gang) recently released 
its first album ( Long Groove Records) and 
has been working Sundays at the Village Tav-
ern in Long Grove, Ill. Personnel: William 
"Little Napoleon" Trottier, "Milwaukee Ned" 
Lyke. trumpet: Bill "Hatchet Man" Hanck, 
Jim "Boobs" Beebe, trombone: John "Yutch" 
Harker. clarinet:John "Trigger" Topel, tenor 
sax: Don "Nine Fingers" Gibson. piano: Ken 
"Machine Gun" Salvo, Charles "Greasy 
Thumb" Marshall, banjo: "Dandy Dick" Car-
lucci, bass. tuba: Wayne "The Waiter" Jones, 
drums, and Mike "Sharknose" Schwimmer, 
washboard. vocals. The boys "invite youse to 
check 'em out", got that! . . . May music at 
Alice's Revisited included Slamhammer with 
Jim Kahr, Mark Skyer & Friends Jam and the 

--db-mume-shopil 
Rates (minimum ten words per insertion) one insertion. 
70c per word Special multiple insertions schedules three 
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ARRANGEMENTS 

WALKING BASS PART written to any chord progression. 
sent with order .(50c/tune) Lenhart 57 Otsego. Verona. 
New Jersey 07044 

ROOKS 

JAZZ ON TAPE— Biggest selection of new rare, and 
unavailable items. Send wants: FREE catalog. Paul Ste. 
yens. P.O. Box # 190. Bala-Cynwyd. PA 19004 

FOR MAIL ORDER of import and small labels write to: 
Jazzway. 708 — 73rd Street. North Bergen. N. J. 07047 

RARE AND OUT of print Jazz from 40's. 50's. 60's. Send 
requests to Jazz Collector. 1858- 48th St.. Sacramento. 
Calif. 95819 

JAZZ LPS. mostly out-of-print. List # 7. 78 RPM Big Bands 
and Vocals. List #3. Each list 15c. Both for 25c. Craig 
Recording. 700 W. Main. El Dorado. Ark. 71730 

JAZZ/ROCK/BLUES—Complete Schwann selection. 
cheapo prices. Integrity 'N Music: Revisit. P.O. Box 135. 
Rocky Hill. Conn 06067 

RICHARD DAVIS, 1969-70 Poll Winner has written a Ho-book, on Chords for String Bass and Tu ba•• DIXIELAND, MAINSTREAM LP's. Bill Dodge. 124 Ho-
Send $3.50 to RR 8 R Music Publishers, Inc.. P.O. Box neoye. S.W.. Grand Rapids. Michigan 49508 
117, Planetarium Sta., N.Y.. NY 10024. 

LEARN TO READ MUSIC in one evening! Free Details. 
Vaughns. 760-B South 2nd East. Salt Lake City. Utah 
84111 

BUSINESS OPPORTUNITIES 

SALES REPRESENTATIVES 
Opportunity for established sales 
representatives to distribute Moog 
Electronic Music Synthesizers. 
North Central. Midwest and West 

Coast territories available. 
Apply in confidence to: 

MOOG MUSIC, INC. 
Academy St., P.O. Box 131 
Williamsville, NY 14221 

(716) 633-2280 

FOR SALE 

PLAY ROCK DRUMS! Amazing Beat Sheer. Self-Study 
Course teaches you to play Rock beats fast! Get funky! 
Send 25c for sample beat. TIP Publishing Co.. Dept. DB, 
2689 Limekiln Pk. North Hills, PA 19038. 

IMPROVISATION METHODS 

DICK GROVE IMPROVISATION COURSE— for all 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. Suite 
203. Studio City. California 91604. 

INSTRUMENTAL METHODS 

GUITAR TEACHERS— Free Catalog. New and better 
teaching publications that MOTIVATE and MAINTAIN stu-
dent interest. GAGNER GUITAR PUBLICATIONS. P.0 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 

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

MISCELLANEM'S 

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

MUSICAL INSTRUMENTS  
WHOLESALE PROFESSIONAL Guitars. Amplifiers. PA 
Systems. Free Catalog. Garvin. Escondido, Calif. 92022. 

30% DISCOUNT Name Brand Musical Instruments. Free 
Catalog. Freeport Music Inc.. 127 T Sunrise if way. Free-
port, NY 11520 

ALL NATIONALLY ADVERTISED Guitars. Amplifiers. 
Drums, PA Systems. and Accessories save up to 40% 
Write for free catalog and prices. Bernies Music Center. 
27 E. 2nd Street, Dayton. Ohio 45402 

RECORDS & TAPES 

JAZZ RECORDS — Free Lists JAZZ HOUSE, Box 455 
Adelaide P 0 . Toronto. Canada 

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

RARE JAZZ LP sale. Art and Al. Box 228. Jericho, NY 
11753 

ANITA O'DAY 1972 
New album edited, produced and recorded 1970-71 
by Miss O'Day with rhythm section. ANITA O'DAY 
RECORDS. Box 442, Hesperia, Calif. 92345. $6.00. 

THEORY & ARR.4NGING METHODS  
JAZZ METHODS— send 25e for catalog & sample A 
SANDOLE. 243 Rambling Way. Springfield. Pa 19064 

WHERE TO ST( 'DI 

SCHOOL OF CONTEMPORARY MUSIC striving to build a 
new way. JAZZ-ROCK-CLASSICAL— Enrollment for full or 
part time students. Professional degrees granted. 2001 
Beacon St.. Brookline. Mass. 02146 (6171734-7174. 

HARMONY—A complete two-year course right in your 
own home. Free catalog. University Extension 'Con-
servatory. 400 N. Michigan Ave.. Dept. K. Chicago, IL 
60611 

LEARN TO PLAY THE 
PEDAL STEEL GUITAR 
Write for complete details. 

Emmons School of Pedal Steel Guitar 

P. O. Box 1904, Department E 
Burlington, North Carolina 27215 

DRUMMERS 
Stanley Spector writes — 
Do you really 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 
so 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 psychologically 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 approach through 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 288 
New York, NY 10019 For information about quali-
fying for personal instruction phone (212) 248-5681 

11 BRILLIANT SOUND! 
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Six by David Baker... 
°arranging & composing For The 
Small Ensemble: jazz/r&b/jazz-rock 
(1st Ed. 1970) 184 pos., spiral bound 
 $12.58 

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

 $12.80 

Techniques of Improvisation: 

D Vol I, A Method For Developing Im-
provisational Technique (Based On 
The Lydian Chromatic Concept by 
George Russell) ('t.' 1968, 4th printing/ 
Revised Ed. 1971) 96 pp, spiral bound 
 $7.50 

I] Vol. 11, The 11 V7 Progression 
1968, 4th printing 1971) 76 pp., spiral 
bound  $7.50 

C.1 Vol. Ill, Turnbacks (1st Ed. 1971) 84 
pps., spiral bound $7.50 

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

Techniques of Improvisation Set of 
all 4 volumes  $29.75 

Free Catalog - Free Postage 

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

Phone orders: 212/S81-1480 

0 Dave Baker's Jazz-Rock Library arrangements, 
$4.50 ea. 0 Ten arrangements, $37.500 Complete 
set of 20. $75.00 
Yusel Lateef Method On How to Improvise (soul 
music) $4.95 

• Yusef Lateef s Transcribed Solos for Flute. Oboe, 
and Tenor Saxophone $3.00 

O `NW Lateefs Flute Book of the Blues $2.50 
O Yusef Lateefs Trio for Piano. Violin á Flute $3.00 
01 Yusef Lateefs Saxophone Quintet # 1 $4.50 
o Yusef Latear • String Quintet $6.00 
O Jamey Aebersold (A New Approacn to Improvisa-

tion. Vol I) book á record $7.95 
D Jamey Aebersold (Nothin' But Blues. Vol II of A 

New Approach To Improvisation) book & record 
$7.50 

0 Van Al r ( First Chart) 112 pages $6.00 
13 Gordon Delemont (Modern Harmonic Techniques) 

Vol 1,2 - each $ 12.50 
o Delamont (Modern Arranging Technique) $ 12.50 
O Delmont (Modem Contrapuntal Technique) $5.50 
13 W. Fowler (Guitar Patterns For Imp rov.) $4.00 
D Wes Montgomery (Jazz Guitar Method) $3.95 
O Jerry Coker (Patterns for Jazz) $ 12.50 
O George Russell (Lydian ChromaticConcept) $22.50 
O Roy Stevens (Triple C Embouchure Technique) 

$35 00 
O Russell Garcia (The Professional Arranger) $6.00 
O Angelo Dellaira (Chord Worksnop) 47.5u 
O Angelo Dellaira (Arranger's Workshop) $5.00 
O Angelo Dellaira (Creative Arranging) $ 12.50 
O Complete Encyclopedia of Chords 612.50 
O Frank Skinner(Underscore) $6.00 
O Dr. D. Reinhart (Pivot System) all Brass $ 12.50 
O Joseph SchillInger ( Kaleidop hone) $3.50 
O SchIllInger ( Enyclopedia of Rhythm) $ 12.50 
• Colln-Schaetfer ( Encyclopedia of Scales) $ 12.50 
O Dr. Chas. Colin (Complete Trumpet Method) $7.50 
o Slonlm sky (Thesaurus of Scales) $25.00 
O H. Mancini (Complete Trumpet Method) $7.50 
O Dan R iclgllano (Popular Jazz Harmony) $7.95 
O Walter Stuart's Encyclopedia of Modern Jazz (8 

great Stuart books) Complete volume $ 12.50 
0 Or. Deutsch ( Encyclopedia of Arranging) $ 15.00 
• Fake Book for the Club Date Musician $7.50 
O Hank Mancini (Sound & Scores) $ 12.50 
O Oliver Nelson (Sax Patterns) $8.00 
• Oliver Nelson ( Blues and The Abstract Truth) $2.50 
n 5.5. King (Improvising Blues Guitar) $4.95 
O Carmine Caruso (0n Breath Control) $3.50 
• Capozzoll ( Encyclopedia Around The Drums) $6.95 
O Harris (Advanced Trumpet Studies) $6.00 
D Dr. Charles Colin (The Brass Player) $7.50 
o Ulano (The Professional Drummer) $37.50* 

1592 pages) 

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

Phone 212/LT 1-1480 

Chicago River Blues Band . . The jazz-rock 
group, Endangered Species, holds forth Sun-
days at Le Pub. 

Pittsburgh: The New Diplomat Lounge 
in East Liberty has caught the fancy of Pitts-
burgh jazz buffs and now must be rated as one 
of the top jazz-policy clubs in town. Co-owner 
Buck Brice has shown good taste in his book-
ings; headliners like trumpeter Freddie Hub-
bard and drummer Max Roach have brought 
out the SRO signs . . . The Crawford Grill got 
good business from owner Joe Robinson's 
favorite, Arthur Prysock. The popular vocalist 
was supported by his saxophonist brother, 
Red Prysock, along with drummer Buster 
Smith and organist Leslie Brathwaite. James 
Moody, who followed in late April, also 
brought customers to the historic jazz center . 
. . Walt Harper's Attic never has problems 
packing its house on weekends. Some recent 
headliners have brought weekday SRO 
crowds, including Young-Holt Unlimited . . . 
Vocalist Tom Evans has held some successful 
jazz concerts in the Penn Center Restaurant 
in Monroeville . .. University of Pittsburgh's 
musician-in-residence, Nathan Davis, has 
done a number of local and out-of-town con-
certs. The saxophone-playing professor ap-
peared with the Pitt Band at the Stephen 
Foster Memorial in late March and did a 
similar concert in Walla Walla, Wash. in 
April. He's scheduled to appear at Pitts-
burgh's Three River's Arts Festival in May.. 
. The Harry James Band gave another suc-
cessful big band date at Heinz Hall April 20. 
Big band leader Art Farrar has kept busy on a 
number of gigs for Governor Milton Shapp . . . 
Bassist Richie Munoz is rehearsing a big band 
of Pittsburgh all stars who plan to play ben-
efits at veterans hospitals and for under-
privileged youth.. . Songstress Jeanne Baxter 
has again selected jazzmen for her industrial 
tour. They include pianist Reid Jaynes and 
trumpeter Hershey Cohen, now a resident of 
Toledo, Ohio. 

Sweden: Toots Thielemans hit Scandi-
navia in March, running through a busy 
schedule of TV programs, a jazz gig at Stam-
pen in Stockholm, and recording his own 
compositions for a forthcoming animated 
Swedish movie. One of the highlights of 
Toots' visit was a charming TV-special partly 
recorded in Copenhagen, featuring the 
seemingly ageless Danish violin virtuoso 
Svend Asmussen. The sympathetic rhythm 
section consisted of Berndt Egerbladh, piano; 
Rune Gustafssen, guitar; Red Mitchell, bass; 
Sven-Erik Svensson, drums, and Sabu Marti-
nez, congas.. . The first Swedish jazz festival 
of the year will be held in Ahus, July 13-15. 
The program is loaded with small groups, 
topped by the Ben Webster/Clark Terry Duo, 
coupled with the Kenny Drew Trio. Also ap-
pearing: the Yusef Lateef Quartet (Kenny Bar-
ron, piano; Bob Cunningham, bass; Albert 
Heath, drums); the Red Mitchell Quintet; a 
string of guest soloists (Dexter Gordon, Rolf 
Ericson, Charles Tolliver, Ake Persson, Art 
Farmer, Benny Bailey et al), plus many Swed-
ish groups . . . . The Stockholm Jazz days will 
be a little later than usual this year, Sept. 
15-17. The program is far from decided, but 
negotiations with Weather Report are under 
way . . . The Umea Jazz Festival, celebrating 

its fifth year, will be held Oct. 28-29. For the 
first time, UJF is collaborating with George 
Wein and his Festival Productions, Inc. In all 
probability, Umea will have the Charles Min-
gus All Stars and the Brubeck-Mulli-
gan-Desmond Quintet. Also invited is the 
Charles Tolliver Quintet, which will be fea-
tured with the Umea Big Band with music 
provided by Tolliver. The Umea Big Band 
will play the Pori Jazz Festival in Finland, 
July 14-16, conducted by the band's most 
valuable guest artist, trombonist Slide Ham-
pton . . . Orkester-Journalen, one of the 
world's oldest jazz magazines, presented its 
Golden Record of the Year to Norwe-
gian-born Bjarne Nerem for his EMI LP, How 
Long Has This Been Going On? 

Austra lia: John Mayan's Sextet (Blue 
Mitchell, trumpet; Clifford Solomon, reeds; 
Freddie Robinson, guitar; Putter Smith, bass; 
Keel Hartley, drums) played to overflow 
houses in Perth, Adelaide, Melbourne, Bris-
bane and Sydney. An unexpected bonus in 
Sydney came in the form of several university 
concerts including an evening appearance 60 
miles south of the city at the University of 
Wollongong where the group appeared with 
special guest Johnny Dankworth to present 
some of the most memorable jazz yet heard in 
this country. Altoist Dankworth and his wife, 
vocalist Cleo Laine, appeared at the Adelaide 
Festival of Arts then toured with Derek Cape, 
including concerts in New Zealand and return 
performances in Australia with a local trio 
assembled by Melbourne drummer Graham 
Morgan . . . Graham Morgan's Marlboro In 
Session, a nine-piece jazz-rock group spon-
sored by the Philip Morris cigarette company, 
now features singers Doug Parkinson, Mich-
elle Kennedy, Linda George and Eileen 
McKenna. The group, which features the reed 
and arranging talents of Graeme Lyall, gave 
six concerts in eight days in March, including 
the Melbourne annual Moomba Festival, 
which also featured Sven Libaek's Alpine 
Sounds 72, a 34-piece orchestra also spon-
sored by Philip Morris. Libaek is currently 
finalizing the soundtrack for a new TV series, 
Bony, the Aboriginal half-caste Detective, to 
be seen in the U.S. and Europe later this year 
. . . The Don Burrows Quartet ( Burrows, 
reeds; George Gotta, guitar; Ed Gaston, bass; 
Alan Turnbull, drums) flew to New Zealand 
to appear at the 10th annual Tauranga Jazz 
Festival, sponsored by Yamaha . . . The 
Charlie Byrd Trio appeared at all main con-
cert venues with the addition of Gary Burton 
and the Don Burrows Quartet . . . The Oscar 
Peterson Trio featuring Louis Hayes is due in 
April followed by Erroll Garner . . . Led 
Zeppelin drew largest gate yet recorded for an 
overseas act at Sydney Showground: 27,000 . 
. . Stephen Stills and Canned Heat appeared at 
the Mulwulla Pop Festival . . . Wendy Sad-
dington returned from New York and ap-
peared at a Town Hall concert with Copper. 
wine and Jeff St. John's new solo act . . . Jazz 
vocalist Bobbi Marchini has taken her rock 
group. Hunger, from Jonathans disco to the 
Whisky International. Her organist, Julie 
Pearson, is now understudy to the Australia 
production of Jesus Christ Superstar . . . 
Pianist Dick Hughes appears at the Windsor 
Castle Hotel on Saturday afternoons . . 
Clark Terry is set to tour Australia in another 
George Wein-Kym Bonythen jazz tour later 
this year. 
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It's the sound of a 

Gibson Flattop guitar. A sound 

• that belongs to nature. Its tone 

harmonizes perfectly with the 

gente summer breezes that 

weave between the leaves. 

The sweetness ot its highs 

compliments a soft, feminine 

voice. And the res-nance 

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 ripple 

in a spring-like pond. 

When we make a Gibson, wf_ 

select the best that nature has 

to offer. Ask your Gibson dealer 
to show you the ae new line of 

flattop guitars. It's the only way 

to get "the natural sound." 

373 N. Cicero Avenue • Lincolnwood, Ijjnojj 6064 




