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Musser...

totally
modern

m Sound
and concept!

Totally new . .. totally portable. .. the
all-new Musser Pro Vibe is an ingenious
combination of the C'entury Vibe’s brilliant
sound and the One-Niter’s portability.
Exquisite, expressive tone . .. compact, easy
packing. All are possible because the all-new
Pro Vibe incorporates the quality features

of a full-range keyboard, the easy portability
of a “one-nighter” frame!

Totally portable and yet full of concert

hall sound. Enough projection and carrying
power to fill the largest hall, the noisiest club.
Here are the features that make the all-new
Musser Pro Vibe the new standard of

quality in portable vibraphones: wider, more
resonant bars; enclosed motor and belt
pulleys; lifetime variable speed motor with
rheostat speed control; instant accelerator /
button on switch plate; self-aligning pulsator ","“N'

shaft, and arched-mitered resonators. I"’”',’,' ¢ '

Sturdy, too! Legs and crossbars of the frame
are square, extra hard aluminum, finished
with durable black crackle coating. Guards
are beautiful . . . gleaming polished aluminum.
And all of it packs in only 3 cases!

This is the all-new Musser Pro Vibe . . .

the kind of totally modern percussion only
Musser can give you!

: l experience / imagination / eraftsmanship
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National Distributor for Musser Products
LUDWIG DRUM CO. 1728 N. Damen Ave. Chicago, ll. 60647
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day

musiC
stopped

Imagine that all music suddenly has ceased to
exist. Composers have stopped creating. Musi-
cians are silent. The phonograph record is gone.
People have stopped singing. A universal lan-
guage has disappeared in the flash of a moment.

All over the world, the blow is shattering. In
the United States the economic loss is beyond
belief. 5,000 radio stations, deprived of the ma-
jority of their programing, are reducing their
schedules or going off the air. Television pro-
ducers are converting every existing program and
every commercial with music to straight talk.
Many sponsors are simply cancelling. The juke
box is extinct. The recording industry has closed
down. The music instrument manufacturing busi-
ness is obsolete. 13,700,000 children who have
been studying music no longer have any use for
pianos or violins or woodwinds. The country’s
1,385 symphony orchestras and 782 opera pro-
ducing groups have disbanded. Most nightclubs,

theaters, dance halls, concert halls, ballrooms
have shuttered their windows. Hundreds of thou-
sands of people who earn their living because of
music are now unemployed. The tax loss is in-
calculable.

A fantasy? Yes, but it makes a point. Music is
vitally important in all our lives, in terms of sheer
economics as well as of culture.

We are proud that BMI, together with our
thousands of affiliated writers and publishers, is
one of the many organizations which play a role
in supporting and fostering the miracle of music.

If yesterday had been the day music stopped,
you wouldn’t be hearing about it from us. BMI
wouldn’t be in business. Nor, possibly, would you.

BMI

BROADCAST MUSIC, INC,

All the worlds of music
for.all of today’s audience.
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very freaky things to a vocal. So we made a special line of [ Bogen B
amplifier systems designed for the human voice: Bogen ] P.O. Box 500, Paramus, N.J. 07652 Dept. 11-12:12 ]
Vocal-Amps. We call them The Equalizers. They let you be ] Send me the nitty-gritty on Bogen Vocal-Amp systems. [Jj
heard—ioud, clear and undistorted—even with a whole bunch
of amplified instruments behind you. They come 9 ways; . Name —— - o - I .
from 35 to 200 watts. All with specially matched mikes, I l
amps and speakers to put out a sound that's a stone gas. l Address - l

Whatever you‘re putting down, people have to hear it if [ |
they're going to pick it up. Get The Equalizer and sock it to ‘em. City State Zip___ ]
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guaranteeing
perfectly
constant
synchronous
speed
independent
of voltage or

other variables

The ingenious new Synchro-Lab Motor incor-
porates the best features of both induction and
synchronous motors: instant, full-power start and
constant speed regardless of variations in voltage,
temperature, stylus pressure or turntable load. It ac-
complishes this by “locking in” to the 60 cycle line
current. It cannot fluctuate. The Synchro-Lab Motor
also provides dependable driving torque and excep-
tional freedom from rumble.

SL 55
Automatic Turntable

SL 65
Automatic Turntable

Garrard includes this remarkable motor in its
new Synchro-Lab Series of automatic turntables
which also incorporate a number of other engineer-
ing advancements, which will establish new standards
of performance for record playing equipment.

For complimentary copy o% new Comparator
Guide fully describing the Synchro-Lab Series ™
and other new Garrard Automatic Turntables, write
Garrard, Dept. AY-29, Westbury, N.Y. 11590.

SL 95
Automatic
Transcription Turntable
$129.50

SL75
Automatic
Transcription Turntable
$109.50

All prices shown less base and cartridge,
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some guitarists
have all the fun

Jazz players. .. rock-n-roll swingers . . . country music folks . . . folk music folks . . . and just-for-
fun music lovers. But when their love of fun and music begins to take a serious turn, they usually
turn to Gibson.

A Gibson guitar is for those whose love of music has become a serious affair—an incredibly
exciting musical instrument, with a warm, sensuous tone and beautifully responsive touch—
flawlessly constructed, crafted like a fine violin. Gibson guitarists have a/l the fun!

Gibson—choice of professional artists and acknowledged world leader in fine fretted

instruments.
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By Dan Morgenstern

10 [0 DOWN BEAT

FOR JAZZ, 1967 was neither the best
nor the worst of times. It was not a
year of great breakthroughs, and the
greatest setbacks were blows dealt by
fate. It was a year of great losses and
no great gains, but despite the prophets
of doom, the music was still very much
alive at the threshold of 1968.

As we grow older, we learn to live
with the

ncommon severity.

The many who loved and idolized
Coltrane were stunned, of course, but
it was a measure of the man that even
those who had no special place in their
hearts for his music were strongly af-
fected.

To no small degree, this was the re-
sult of Coltrane’s stature as an artist
and a man: no one could doubt his
honesty and passion; no one could fail
to admire his unceasing search for full-
er expression, or his dedication and
commitment to all music, not just his
own. In his short but full life, John

Coltrane brought greatness and humani-
ty to the art to which he had dedicated
himself.

Painful, too, was the loss of Billy
Strayhorn. Though never a public fig-
ure, his music reached millions through
the medium of the greatest orchestra
in jazz—an orchestra whose course he
considerably influenced from 1939 until
his death.
port and understanding be-
ke Ellington and Billy Stray-
a phenomenon unique in jazz
in music—and through it
being a body of music that
d the test of time. As long
is an Ellington orchestra, Billy
lives. But he is irreplaceable.
ceable, too, are the great in-
ividual sounds of traditional jazz that
were stilled in 1967: Edmond Hall’s
slashing and lyrical clarinet; Henry Red
Allen’s singular trumpet and presence;
Muggsy Spanier’s honest, driving cor-
net; Buster Bailey’s elegance and cheer-
fulness; Sidney De Paris’ zest and mute-
magic.

All these were sounds of an era that ,
fostered the personal approach; theseg
men founded no “schools” but were ¢
wholly themselves. With each of them
also passed all the sounds and experi- ;
ences and memories contained within §
them, and the resulting loss to jazz is &

Randy Weston: To Africa




greater, perhaps, than the sum of its
parts.

For the staff of Down Beat, two
deaths had particular impact. Rex Stew-
art, the great cornetist, had become, in
the past few years, one of the maga-
zine’s most valuable contributors. A
writer of grace, lucidity and humor, he
could draw on a long and full life in
jazz with powers of recollection that
were razor-sharp. We mourn the many
stories Rex did not live to tell us.

George Hoefer, whose very last piece
of work, completed on the eve of his
death, appears in these pages, was one
of the most respected veterans in the
field of jazz reporting and scholarship.
Though George, as all jazz writers, was
also called upon to function as a critic,
this was not his true calling.

George was, in the best sense of the
word, a fan—an enthusiast, a lover of
the music and its history. What had
begun as an avocation became a voca-
tion—labor in a vineyard that yields no
great material rewards, but demands
great dedication.

For almost 30 years, George Hoefer’s
byline was a regular advent in the
pages of Down Beat, and much of what
he wrote, there and elsewhere, has be-
come an important part of that still
small body of fact and insights that
constitutes the history of jazz. Few
were as painstaking in attention to de-
tail, or as thorough and conscientious
in research. His final contribution was
part of a series that began several years
ago in this publication: an informal
history of New York’s famous Swing
Street. Someday, perhaps, when jazz
historiography becomes an accepted
branch of professional scholarship, it
will be completed. In this field, George
Hoefer was a pioneer.

But jazz marches on. The year was
very much business (or no business)
as usual here at home, but in Europe
—and to somie degree in Japan as well
——some notable successes were scored.

George Wein, most active and un-
tiring of jazz impressarios, took to Eu-
rope a star-studded package tour which
played through most of Western Europe
with conspicuous results. Made possible
by the collaboration of Pan American
Airways (transportation costs are a
major stumbling block for international
tours), the tour made sufficient impact
to practically assure a repeat perfor-
mance in 1968.

Europe spawned many local festivals
as well. Two of these had the aid of
the Newport package: London’s Jazz
Expo 67, and the Berlin Jazz Days.
Antibes, Bologna, Molde, Kongsberg,
Lausanne, Baden-Baden were among
other locales for jazz events, all of
them featuring international as well as
native talent. Ornette Coleman made

his first tour of Japan.

Eastern Europe, too, had its jazz
festivals, Charles Lloyd, who had a
productive year in general, made par-
ticular news with an appearance, with
his quartet, at the Russian Jazz Festival
in Tallin, becoming the first American
jazzman to play in the U.S.S.R. without
official government sponsorship, and
also the first U.S. representative of con-
temporary (or, if you will, modern)
jazz to be heard in that country.

Lloyd also appeared, in October, at
the Prague Festival, a truly internation-
al event joining musicians in cultural
bonds that transcended political differ-
ences. Warsaw also had its festival,
and from these two events issued a
blueprint for a European Jazz Federa-
tion, the first such organization ever to
be attempted.

The need to organize seemed greater
than ever here at home. We had suc-
cessful festivals, too (Newport [in spite
of bad weather]; Monterey; Atlanta;
Austin; New York; Boston, etc.). But
no new records were set, and some
festivals (Pacific Coast; Laurel) lost a
great deal of money.

Clubs, in bad shape for years, fell
by the wayside in New York (The 5
Spot; Eddie Condon’s), Detroit (The
Drome) and elsewhere, though new
ones were being opened, too, and some
establishments of long standing showed
no symptoms of disease. Still, the
changing pattern of big city life, and
the profusion of taped, canned, re-
corded, televised, and otherwise media-
ized music were taking their inevitable
toll.

Many musicians expressed their dis-
satisfaction with playing in clubs. This
was nothing new—it has been going on
since the early days of the Modern
Jazz Quartet and Dave Brubeck, and
it was the late Paul Whiteman, wasn’t
it, who first put Jazz in the concert
hall—but it was being stated with a
new vehemence, by Charles Lloyd and
many others.

Unquestionably, much of the new
and newer jazz is unsuitable for club
surroundings, Still, with the limited
venue open to jazz, it seems foolhardy
to exclude oneself from a significant
outlet, and most of the big talkers readi-
ly accepted club bookings when they
were forthcoming. Unless unlimited re-
hearsal time Is available, most jazz
groups still need to play as long and as
often as they only can in clubs, and
instead of spiting this avenue for self-
expression, it would perhaps behoove
the jazz musician to seek positive ways
of improving conditions for playing in
such places. Except for a fortunate few,
those who await the millennium of con-
cert bonanzas will be long awaiting.

This gloomy forecast is backed up by

some continuing facts of the jazz life.
There was, with few exceptions, no
money to speak of forthcoming for jazz
from the foundations or the govern-
ment funds for the arts.

Ornette Coleman became the first (!)
jazz musician to receive a Guggenheim
Fellowship, one of the most prestigious
of private foundation awards—but he
received it not for his jazz work per se,
but for composition, and composition
of a nature which, though not labeled
Third Stream, did involve an amalgam
of classical and jazz elements.

Not surprisingly, Coleman was also
to receive, for 1968, a U.S. government
grant for performance. Mind you, he
deserves it, but one could not escape
the obvious conclusion that what was
good enough for Guggenheim was good
enough for Uncle Sam—no risks; the
bureaucrats like to bet on a sure thing.

Another minor oasis in the general
desert landscape was the $150,000
grant awarded Jazz Interactions, a small
and dedicated New York organization,
by the New York State Council on the
Arts, for the purpose of presenting jazz
concert-lectures in the New York City
public school system.

The way JI managed to get this grant
indicates that timing and selfless effort
are all-important. After a teacher’s and
student’s strike in a Harlem school,

Ornette Coleman: Guggenheim Fellow

ALGIESE
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protesting the absence of Negro music
from the Board of Education-sponsored
programs of free concerts presented to
the children, which garnered consider-
able newspaper publicity, JI put on a
jazz concert at the school.

They paid all expenses from their
own limited funds, making sure the
musicians received scale payment-plus.
They also made sure that representatives
of the Board of Education, musician’s
union, and the press were on hand, and
then presented a properly drafted pro-
posal for a regular jazz concert series.

The grant was a tangible gain for
jazz, and hopefully will set a precedent.
Less important, perhaps, but significant
from a public relations and better-
image-for-jazz standpoint was JI's spon-
sorship and cxecution of a Jazz Day
(Oct. 7) in Manhattan, with sanction
and co-operation from city officials.

The organization also called the first
regional conference of jazz societies to
be held in the U.S. Though only two
other organizations participated (the
Hartford Jazz Society and Philadeiphia’s
Jazz at Home Club), the conference

Charles Lloyd in Moscow
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was deemed a good start. Hopefully, it
will achieve a broader base and become
the springboard for constructive action
by a national organization or federation.

This is a genuine possibility, since
other active local societies do exist, and
others easily could be founded. Balti-
more’s Left Bank Jazz Society has done
cxcellent work, and last year opened
a branch in Washington, D.C. The
Louisville Jazz Council is very active,
and there are societies in Dallas and
Indianapolis. More than ever, organiza-
tion is needed. In a country where lob-
bies and pressure groups are more often
than not the key to available grants and
supports, jazz is in the unique and un-
enviable position of having no such
representation. For decades, symphony
orchestras, opera companies, chamber
music groups, etc. have known this
not-so-secret secret, and have acted ac-
cordingly.

The time seems ripe for such action
in jazz, because, at last, the factionalism
that has split the jazz community for
so long showed signs of waning. The
avant garde (a name no longer mean-
ingfully describing a music at least a
decade old) has discovered, from bitter
experience, that it is not going to replace
other forms of jazz but has to learn to
live with them.

And the established jazz practitioners,
and those working in the established
forms, have come to accept the new
music as part of the scene and no
longer attempt, with a fcw exceptions,
to downgrade it. This acceptance of
diversity, after all a sign of health in
any art. makes cooperation across the
range of all schools of thought a dis-
tinct possibility. It is axiomatic that a
period of stability, relatively speaking,
follows a period of revolution—in art
as in history. More than likely, no new
“new thing” will appear on the jazz
horizon for some time to come, and
experimentation will be followed by
consolidation.

There is, of course, the potent ques-
tion of the future relationship between
jazz and rock (or pop, or what have
you). Some strong voices herald the
coming rapprochement, while others is-
sue strident nays. Several points of view
on the subject are expressed at length
in the pages of this publication, for the
reader’s perusal and formation of his
own judgement.

One thing was certain: the popular
music of today’s very visible and audi-
ble youth was showing signs of im-
provement. That jazz, with its still in-
finitely greater musical scope, might well
become a healthy influence on that de-
velopment seems obvious.

It seems just as obvious, however,
that jazz and pop music, of whatever
description and nature, are and always




will be two distinct things—which does
not preclude a crossing of paths. What-
ever the prognosis, a particularist, ex-
clusive, and non-proselytizing attitude
ill behooves jazz in its present predica-
ment, which, briefly stated, is the crying
need for a bigger audience.

If rock offers a bridge, jazz would be
foolish not to cross it, and that is one
reason why Down Beat, in June 1967,
decided to include selective coverage of
the pop scene in its pages—a step not
nearly as radical as some would have it,
and certainly not without precedent.

George Wein: Big Year

(Nor, it should be added, without im-
mediate imitators, who, like most imi-
tators, went a bit further than the
model.)

This was the year in which the mass
media discovered rock, or as they
sometimes call it, pop cuiture. TIME
covers, LIFE picture spreads, Saturday
Evening Post features, and ‘“men’s”
magazine broadsides were devoted to
the Beatles, the Love-Ins, the San Fran-
cisco Sound, etc.

These probes were colorful but mostly
ili-informed. In the early days of rock,
the media ignorantly heaped scorn on
the music and the kids; now, with equal
ignorance, they lavish praise on what
they once despised. Improvements in
the music have less to do with this than
a change in attitude—a change which
the cynic is tempted to attribute, in at
least some degree, to the millions of
dollars being reaped by the pop music
industry, and to its skillful flacks. Noth-
ing, as the man said, succeeds like
success.

ULRICH BORCHERT

Even the intellectuals discovered pop.
The Beatles were given the Partisan
Review treatment—quite knowledgeably
too. (People with a literary orientation
can latch on to the lyrics.) Ironicaily,
as far as I know, Partisan Review (or
any of the lesser highbrow magazines,
for that matter) has never devoted
similar space to jazz, which, with all
due respect to the Liverpool geniuses,
has had just a bit more of substance to
offer. But some poor studies of “the
hipster” (remember that expression?)
was as far as it ever went with our
intellectuals.

Television was still being cautious
with rock and pop in its more basic (or
extreme) forms. One could see the Jef-
ferson Airplane on a Perry Como spe-
cial, but well-scrubbed groups like the
Monkees were more usual fare.

Surprisingly, there were a number of
good (or at least honorable) jazz and
good-music shows. Duke Ellington was
the subject of an interesting study on
the Bell Telephone Hour. Cinemato-
graphically poor (as unimaginative as
an old newsreel), it was nonetheless
enlightening and free of any patronizing
overtones.

Far superior was a National Educa-
tional Television program devoted to
the same subject. This program was
filmed by people who seemed to know
that a motion picture should move, and
that the camera can reveal and probe.
NET also presented an hour-long ver-
sion of Ellington’s Sacred Concert, quite
well done, and local educational sta-
tions paid attention to jazz as well
(New York had John Hammond’s Spir-
ituals to Swing concert in a less than
exciting studio version; Chicago had a
good regular series featuring Art Hodes,
and there were other jazz programs).

Frank Sinatra and Ella Fitzgerald
combined their considerable talents in a
relaxed and swinging program, and
Andy Williams often featured jazz or
jazz-tinged talent on his show, not least
Erroll Garner, who was a frequent guest
on other shows, talk and music, as well.

Herb Alpert featured Louis Arm-
strong in his new series (and when is
Pops going to get his show—he’d make
quite a host) and treated him with due
respect. Jackie Gleason put on a super-
spectacular Salute to the Big Bands,
which mixed the gold of Ellington and
Basie with the dross of Sammy Kaye
and Guy Lombardo. The comedian also
gave Buddy Rich’s new band a healthy
boost by selecting it as his summer
replacement. Unfortunately, the band,
though present, was rarely featured to
good advantage.

Big bands, so often said to be coming
back, stayed pretty much where they
have been for some years. That is to
say, they were part of the scene, but

not a prominent part. Still, no self-
respecting jazz festival could do with-
out at least one, and New York City’s
Riverboat restaurant continued to fea-
ture both established and specially cre-
ated bands of all kinds.

The big three—Ellington, Basie, Her-
man—carried on. Duke did his annual
European tour and a lot of recording,
much of it still to be released. His Near
Eastern Suite was by all standards the
jazz record event of the year. (He also
coliected an honorary degree from Yaie.)
Basie had numerous personnel changes,
but managed to keep his style intact.
In Richard Boone, he brought forth a
new sound in jazz singing, and with
Sweets Edison’s trumpet (he left at the
end of the year) he brought back a
welcome sound of past glory. Herman
had so many personnel changes as to
make Basie seem a model of stability,
but somehow, the old Woodchopper—
a great bandieader if there ever was
one—managed to whip each new Herd
into commendable shape.

The only contender to these ranks
was Rich, who kept a working band
busy all year—no mean accomplish-
ment. A tour with Frank Sinatra helped,
but the credit must go to the dynamic
drummer, who, though his careless and
blunt remarks often offend serious jazz
fans, has earned the right to be himself,
and to be a character if he so choses.
His two LPs with the band were among
the few jazz albums to sell well in 1967
by chart standards.

The Don Ellis Band progressed con-
siderably in gathering new fans beyond
the confines of the West Coast and
record grooves. The band came east to
play Newport, Boston, and the River-
boat, impressing many with its array
of instruments, brassy power, amplified
reed section, and volatile leader. Publici-
ty was not lacking. Ellis also led a local
band, speciaily assembled, at the Berlin
Jazz Days.

At the Riverboat, Ellis played op-
posite New York’s finest, the Thad
Jones-Mel Lewis Orchestra. This re-
doubtable group of top players—like
Ellis’ crew, really a part-time band, as
opposed to such traveling year-round
bands as the big three and Rich—con-
tinued to improve beyond the high
plateau on which they started. Revers-
ing the Ellis formula, they traveled
west to play the iil-fated Pacific Coast
festival, impressing greatly those who
heard them in person for the first time.
The band also brought out its second
and best album, recorded live at its
home, the Village Vanguard.

The record scene showed a tremen-
dous gap in sales between the thin top
and the bulging bottom. Those who
made the charts that play so great a
part in our money-oriented musical life
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were Cannonball Adderley, with the
gospel-flavored, bluesy, electric piano-
spiced Mercy, Mercy, Mercy, and its
follow-up, Why Am I Treated so Bad?;
Jimmy Smith, the perennial big seller
and No. 1 jazz organist, mostly with the
formula as before; Wes Montgomery,
who, as the saying goes, “went com-
mercial”, with some very listenable me-
lodic things, California Dreaming among
them; Erroll Garner, with That's My
Kick; Buddy Rich, Charles Lloyd, and
Stan Getz.

There was also an occasional jazz
single, like Lou Donaldson’s Alligator
Boogaloo, typically, a dance number
with a strong dash of r&b. Of the hun-
dreds of other jazz efforts, some, like
Miles Davis’ excellent Miles Smiles, and
the Brubeck albums, sold pretty well.
Organ records, too, were among the
business staples. As for the rest, the
chips fell over a wide area—enough to
keep the companies recording; little
enough to cause them to repeat, at the
slightest provocation, that “jazz doesn’t
sell.” The conclusion always seems to
be that since it doesn’t sell, why pro-
mote it? (Note: rock groups have fan
clubs. Heard of any jazz fan clubs since
the swing era? Fan clubs do have an
influence on record companies.)

A trend towards corporate mergers,
evident in American business life in
general, had an impact on the record
industry as well. Atlantic was sold to
Warner Bros., following in the foot-
steps of Blue Note, World Pacific,
and other once-independent companies.
Good or bad? It remains to be seen,
but it is well known that big corpora-
tions haven’t got much soul. The inde-
pendents were run by people who at
least were once jazz fans, and retained
a personal involvement with the music.
To a corporation, one might assume,
jazz is just another kind of merchan-
dise.

In the midst of this, a new inde-
pendent label, Milestone, made an
auspicious debut with some excellent
new material and a promising line of
reissues. It is operated by Orrin Keep-
news, a life-long jazz fan and experi-

Joe Newman (right) and the

BOB PASTERNAK

Trumpeters Miles Davis and Don Ellis: Big in '67

enced record man, and Dick Katz, a
sensitive musician.

Proliferating, too, were small labels,
producing such relative esoterica as
blues, Dixieland, and avant garde jazz,
with outputs ranging from one or two
LPs to half a dozen or more. These in-
variably, were labors of love. ESP, once
exclusively devoted to new thing jazz,
branched out into psychedelic rock and
folk, not to mention The Fugs (and we
won’t). Impulse continued to be the
only major label to regularly record
avant garde jazz (Shepp, Ayler, San-
ders).

An irritating development was the
concerted and gross effort by the major
companies to eliminate monoaural rec-
ords and force the consumer to buy the
more expensive (and often inferior)
stereo product. The consumer, bless him,
seems to be resisting, and Decca, for
one, have announced that they aren’t
going to play the game.

Decca, long dormant where jazz is
concerned, also finally initiated a full-
scale reissue program, kicking off with
a promising batch of seven albums. The
product, however good, is unfortunately
premium-priced ($5.78 list), like RCA
Victor’s excellent Vintage series. Wheth-
er such pricing (after all, reissues are
cheaper to produce than new record-
ings) is good merchandising policy re-
mains to be seen. (But if the records
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don’t sell, we know what the answer
will be. You know. “Jazz doesn’t sell”.)

An interesting first was the release,
on Impulse, of an album featuring the
winning groups at the first Intercoliegi-
ate Jazz Festival in Miami Beach. This
marked the first time coliege jazz groups
have been given such national exposure
since the days of Paul Winter (a special
case) and the Ivy League Dixieland
bands. (Remember? One of those fea-
tured Roswell Rudd, by the way . . .)

The IJF, which announced definite
plans for a 1968 repeat shortly after
the end of the first finals, enjoyed a
moderate success, managing to enlist the
support of an airline (TWA) and a
shirt manufacturer (Sero) in staging the
event and its several regional playoffs.

Coliegiate jazz (or, as it is somewhat
euphemistically known in academic
circles, “the stage band movement”)
continued to show signs of health. The
considerable talent unveiled each year
in a growing string of festivals through-
out the country is encouraging, and
often pleasantly surprises even the sea-
soned observer.

There was a wide variety of styles
and approaches in evidence at these
events, indicating a healthy diversifica-
tion among young jazz-oriented mu-
sicians of today. Some schools support
their young players, but far too many
don’t. Thus, the enthusiasm has to be
genuine. How many of the youngsters
will be able to sustain it through the
inevitable dues-paying experiences of
the would-be professional jazzman is a
moot question.

The answer, as s0 many answers to
the problems of jazz, is in the final
analysis up to the audience. And, of
course, it is up to the musician to hold
and keep that audience, once he finds
it. Though 1967 was far from a red
letter year for jazz, one must disagree
wholeheartedly with the prophets of
gloom and doom. These are not easy
times, and not just for jazz. But the
music lives, and it shall survive.




THE RECENT Beatles recordings, through wildly inventive
use of tape trickery, baroque concepts, and unusual instru-
mentation and voicings, have greatly expanded the musical
interest of their work. Nevertheless, the Beatles depend
primarily for their success on the moving stories they tell,
through words, of their concern for such problems as
loneliness, lack of communication, the horror of war, and
the many other issues that are deeply troubling to this
generation,

Jazz, on the other hand, with rare exceptions such as
Strange Fruit and some blues, has produced relatively few
compositions or performances that rely essentially on the
merit of their verbal content. Even the bulk of songs sung
by Billie Holiday dealt with trivia, with uncritical examina-
tions of various aspects of the Great American Dream,
expressed as often as not in shallow Tin Pan Alley doggerel.
The defects and paradoxes of our society, too often ignored
in the material purveyed by our Armstrongs and Fitzgeralds,
are tackled head-on by the best of the pop-rock composer-
performers.

Musically, jazz has built up a potent library of sublime
achievements; it has made tremendous progress melod-
ically, rhythmically, harmonically; it has probed beyond
harmony into modality, atonality, and aleatory music. Pop,
in the main, is as far behind jazz in technical virtuosity and
improvisational fluency as jazz is behind rock in verbal
creativity.

Clearly, these two conclusions do not indicate that one
form of music is necessarily superior to the other. They
signify only that each aims at a different target, and that
for the most part the two are fundamentally different in
character.

True, there has been a growing rapprochement between
the rock and jazz worlds. On the one hand, jazz artists
have turned to rock tunes and arrangements on an if-you-
can’t-beat-'em-join-'em basis (Gerry Mulligan actually used
this phrase as the title of an album). Their motive, by
their own admission, was increased sales rather than
esthetic uplift or artistic fusion.

On the other hand, many rock musicians have turned to
jazz and its practitioners for guidance and advancement.
Rock guitarists, conscious that their world still lacks a
Charlie Christian, a Barney Kessel, or a Kenny Burrell,
have studied with jazz guitarists. (Howard Roberts, for
instance, has numbered several rock players among his
pupils.) They learn from jazz and jazzmen as one would
learn to speak a foreign language. (Mike Nesmith of the
Monkees told me he searched around for months to find
a collection of old 78s, in order to study what had hap-
pened in jazz history.) However, | have yet to hear of a
jazz guitarist who has turned to Jimi Hendrix in order to
bone up on the technique of setting fire to a guitar.

In the fan fraternity, too, there are many who have
come around from rock to jazz. The tremendous success
of Charles Lloyd and several other jazz artists at the Fill-
more, San Francisco’s Gibraltar of rock, does not indicate
any magic conversion of these musicians into rock per-
formers. Think back. Arthur Fiedler and his legions once
made a record of the Lennon-McCartney | Want to Hold
Your Hand. Did this make the Boston Pops a rock orches-
tra? By the same token, Ornette Coleman might draw an
SRO crowd to a concert in a bull ring, but would that make
him a matador?

The rock-jazz schism, and the tendency among some
young musicians to move out of rock and into jazz, was
brought into focus by reader Charles Bosworth of Fort
Worth, Texas, a 16-year-old drummer. He told Down Beat
that he once followed Ringo but was now turned on to Max
Roach and Joe Morello; that he once loved rock and now
loves jazz.

Country Joe & The Fish

“‘Although | still feel that a lot of rock is worth listening
to,”” he wrote, ‘| was very depressed to see an album by
the Who receive five stars. . . . The Who forced me away
from rock; watching them destroy their instruments (the
destruction of the drum set was particularly sickening)
while playing their ear-splitting music and reciting their
nihilistic lyrics symbolized all that is wrong with rock."

THERE IS massive evidence that rock and jazz musicians
for the most part consider their worlds mutually exclusive.
Innumerable interviews with rock instrumentalists and
singers, often in the Melody Maker, have revealed that
while some express great admiration and respect for the
Coltranes and Lloyds, few have any true understanding of
jazz or any deep and abiding interest in it, let alone any
matured facility for playing or writing it.

Conversely, Oscar Peterson, as accomplished and articu-
late a musician as you will find in jazz or anywhere else,
stated unequivocally a few months ago: “It's crazy to say
that jazzmen can learn anything from rock 'n’ roll. They
call it the big beat, but often it's harder to discern the
beat in rock than in jazz, because they have so many con-
fusing things going. . . . Sure, you can play some of the
pop things that are adaptable to your style, but you don't
have to go all out and prostitute yourself."”

Another significant indication of the jazz musicians’ atti-
tude toward the rock-pop dichotomy was expressed in
Bobby Hutcherson's Blindfold Test. Listening to a pre-
dominantly instrumental number by the Strawberry Alarm
Clock (Unwind With the Clock), he remarked that it was
hard to tell whether this was a jazz group trying to play
rock 'n’ roll or a rock 'n’ roll group trying to play jazz. If it
were true that rock 'n’ roll is jazz, clearly such a reaction
would make no sense. But Hutcherson finally decided that
this was in fact a rock rather than a jazz group, “mainly
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because of the vocal,” which came toward the end of the
track.

Hutcherson added that ‘‘somebody could be a really
good jazz musician and come in and do something like
this and completely turn his playing around because he's
thrown into this groove.”

This brings up another central issue. Many jazz musi-
cians every day in New York and Hollywood are, as
Hutcherson would say, thrown into this groove. They take
this work because jazz records have a very small sale,
while the calls for performances in the rock field, and
consequently the work opportunities and earning potential,
have been growing daily. Jazz musicians have no difficulty
assimilating the instrumental qualities of the rock idiom.
This does not indicate that they have become rock musi-
cians.

Jimmy Smith, interviewed on a national television
program late in 1967, was discussing his role in the popu-
larization of jazz organ when the interviewer, Joey Bishop,
brought up the name of Little Richard.

Smith bridied. “Little Richard is a rock 'n’ roll organist.
I,” and there was a touch of hauteur in the tone of voice,
“am a jazz organist.”

The muddied waters of the two streams were further
fouled, and the confusion was compounded, when Playboy
announced last fall that its annual jazz poll would hence-
forth be a jazz-and-pop poll.

Among the musicians outraged by this decision was
Shelly Manne.

“Too many people,”’ he fumed, “are trying to give the
impression that there are no more boundary lines between
jazz and pop . . . this is ridiculous! | don't want to put
pop music down; pop has produced some important artists
. . . What concerns me is that jazz involves something
very special, a particular style of rhythmic improvisation,
which you don't find in any other form of music.

‘“People who confuse the public into believing it's all
one music are just creating another obstacle for jazz
players, who have trouble enough already. Jazz has never
really been popular music, otherwise that’s what it would
always have been called—pop music.

“People are letting dollar signs confuse their vision.
With this new poll concept, a brilliant young jazz drummer
like Tony Williams, who's not known to the general public,
is forced to compete with a Ringo Starr. Or a Carmen
McRae with a Petula Clark, a Sonny Rollins with a Boots
Randolph.

““Pop groups have brought the sitar into prominence,
so suddenly Ravi Shankar is rated as a pop artist. He's
not; he's a great classical musician."”

Manne feels that if these deliberate distortions in the
press continue, the jazz world, already in a precarious
position, will cease to exist. “It's true,”” he says, ‘‘that
some jazz artists have crossed the line and reached the
pop audience, but those who have done it sincerely, like
Cannonball Adderley, have still retained a basic jazz
quality in everything they play. From the other side of the
fence, the former rock artists who have come across the
line into jazz—Iike Larry Coryell, for instance—are using
a few devices they may have learned in pop music, but
are now essentially jazz musicians, because they are able
to improvise according to the very special requirements
of the jazz idiom.”

WHILE MANNE AND many other jazz musicians are in-
clined to use the terms ‘“‘rock’” and ‘‘pop’’ indiscriminately,
still another unresolved problem underiies this semantic
muddle, for actually there are two worlds of popular music.
One encompasses rock, r&b, and the various hyphenated
rock manifestations. The lay press, always looking for a
bandwagon, has jumped on this group and identified it as
“pop,” thereby implicitly excluding a vast body of work

Jimmy Smith
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that has at least an equal claim to the same consideration.

I am referring, of course, to music of the type frequent-
ly played on what are known in radio circles as the *‘good
music”’ stations. Sinatra singing September of My Years,
Streisand in a ballad from one of her albums, Andy Wil-
liams singing the nonpareil songs of Henry Mancini and
Johnny Mercer: such performances, while certainly neither
jazz nor rock-pop, have a valid place in contemporary music.

it is frustrating to find enormous magazine spreads
supposedly devoting space to a comprehensive coverage of
the pop scene, yet totally ignoring the immensely popular
contributions of Rodgers & Hammerstein, the Gershwins,
Duke Elington and Billy Strayhorn, Alec Wilder, Bart
Howard, Vernon Duke, Cole Porter, Andre and Dory Previn,
Johnny Burke and Jimmy Van Heusen, Comden & Styne,
and dozens of others whose works have transcended the
lesser output of Tin Pan Alley to become an imperishable
part of the music of this century.

It is hard to believe that because pop music composed
and/or recorded by the Who, the Grateful Dead, or Country
Joe and the Fish has sold millions of records, we must
therefore exclude from any discussion of pop such a song
as When the World was Young. This exquisite French melo-
dy, with its poignantly lovely lyrics by Johnny Mercer,
seems as likely to last as anything dreamed up by the
Fugs or the Mamas and the Papas.

The more resourceful of the rock artists have been well
aware of the existence of this bottomless well of superior
pop music. One of the Supreme’s most successful records
of 1967 was an album of songs by Rodgers & Hart. Dionne
Warwick and others previously identified with rock material
are turning to similar sources.

Pop music on this level also takes in a fair number of
instrumental groups, such as Herb Alpert & the Tijuana
Brass. The members of Alpert’s group were all associated
at one time or another with jazz, chiefly through member-
ship in big swinging bands; their musicianship is beyond
reproach. Thus, though collectively they are no more
classifiable as jazz than the rock bands, they are musically
valid on their own terms. The same analysis might hold
good, ironically, for most of Wes Montgomery’s recent al-
bums. Though we are all well aware of his genius as a jazz
guitarist, the critics who judge his current recorded output
by jazz standards are dealing with him unfairly and ignor-
ing the obvious and calculated shift into a different me-
dium.

It is to be hoped that the trade and music press, as weii
as newspapers and general interest magazines, radio and
television, will move toward a more complete, honest, and
ciitical coverage of all three branches of music.

Jazz needs this attention because, except in a couple
of areas (festivals and sometimes concerts), it has run
into an economic crisis. In the music trade the very word
jazz is looked on in some circles as a synonym for No
Sales. Artistically, too, jazz is in a state of flux and con-
fusion; new experiments of every kind need all the atten-
tion and analysis we can offer them via the printed or
spoken word.

Rock deserves attention, for it has now emerged from its
embryonic stage when almost all it produced was a white
recrudescence of superior Negro rhythm-and-blues. Rock
beyond doubt is producing, in increasing numbers, talents
on the artistic upgrade; it is attempting lyrically and mu-
sically to establish itself as an art form no less vital and
durable than jazz.

Pop, the traditional brand of pop, needs help particu-
larly, since in the past few years it has suffered desperate-
ly from lack of adequate press coverage. There is no rea-
son to assume that this brand of popular music, performed
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chiefly on LPs, sung on the Broadway stage, written by
mature professionals, and performed most often by artists
in their late 20s and up, cannot coexist with rock, folk-
rock, blues-rock, raga-rock, shock-rock, and all the rest,
performed on hit singles and LPs by the 15-25 age group.
The latter has been blessed with a publicity campaign (part
spontaneous, part synthetic) grounded in the eternal
American equation of multi-million dollar sales with news-
worthiness and artistic merit.

What we need now is a regulation of publicity that ac-
cords reasonable treatment to all three idioms, without any
attempts to obfuscate the issues by pretending that one
form is the same as another.

Popular music as we have known it since the birth of
the phonograph, rock as we have heard it since Elvis first
writhed, jazz as we have followed it in person, on new and
old LPs, and at festivals, all can thrive and show the ca-
pacity to outlive these semantic distractions.

If a merger of any two of these forms (or of all three)
ever comes about—and, as | have pointed out, there cer-
tainly is evidence of more and more healthy cross-pollina-
tion—then the evidence of our ears will be proof enough.
But for the present, if such amalgamations represent the
ultimate in musical evolution (as well they may), we can
safely assume that the milennium has not yet arrived.

VALERIE WILMER

Jimi Hendrix
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A Backward Glance
At A Backward Year

By Stanley Dance

This is perennially the work of the barbarian,
to undermine rational standards of judgement, to
corrupt the inherited intuitive wisdom by which
the people have always lived, and to do this not
by spreading new beliefs, but by creating a
climate of doubt and bewilderment in which
clarity about the larger aims of life is dimmed
and the self-confidence of the people is destroyed.
—Fr. John Courtenay Murray

(11

Jazz is dead . . . Folk is dead . . . Long Live Rock!”

This jovial message on the October cover of Rogue
magazine was hard to miss on the newsstands, the exclama-
tion mark being underlined by one of those mammary pro-
jections that are the publication’s preoccupation. Inside,
Ralph Gleason wrote about The Scene, Haight-Ashbury,
and the world of the hippy, while Robert Shelton supported
the cover claim with Rock Goes to College.

“Jazz as we've known it is dead,” said Gabor Szabo on
the cover of Down Beat. Who are “we?” Those who sit on
beds of nails, meditating or strumming sitars? Certainly not
those with a “narrow” but positive conception of what jazz
is, nor those who prefer it not to be a kind of cocktail-sip
tosspot.

“Requiem for a jazz we knew and loved so well,” read the
headline to an article by Leonard Feather (Melody Maker,
Sept. 2, 1967). In it, Cannonball Adderley made an inter-
esting observation.

“It’s a strange thing,” he said. “Here we have a generation
of kids who are raised on a constant diet of music; they
all buy records and have transistor radios and a radio in the
ear. The only thing wrong is, they don’t get to hear jazz on
them.”

It is not really the only thing wrong, of course. Jazzmen of
recent years never seem capable of recognizing that anything
is wrong with jazz itself, with what they’re doing to it. For
every new customer an Ornette Coleman, an Albert Ayler,
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or an Archie Shepp has brought to the music, a score have
probably been driven away for keeps. A bad dream is a
bad dream, musical or otherwise, and few people want it
repeated. But there is something radically and audibly wrong
with radio, and Gene Lees spelled it out very thoroughly in
an article entitled Radio: A Paradoxical Parasite (High
Fidelity, October).

Lees was responsible for some of the year’s most honest
and penetrating writing, and his main point was that “the
radio industry exists as a parasite of the record industry,”
paying ‘“absolutely nothing” for an “astonishing wealth of
programming material.” He supported the recommendation
of the National Committee for the Recording Arts (no
relation of NARAS), but went further, suggesting that the
record company as well as the performer should be paid a
royalty whenever a recording was played on the air.

“The radio industry, by and large, programs only the most
banal and obvious garbage produced by the record com-
panies,” he wrote. “Its purpose is to get listenership, at
whatever price in the systematic debasement of public taste:
it perpetually caters to the lowest denominator of taste in
order to reach the greatest number of people. This has
steadily driven the general level of American light music
downward for the past 15 years.”

The debasement or brainwashing actually began more
than a quarter of a century ago, but that is beside the point,
although some may remember Frank Sinatra protesting the
kind of material he was asked to record in the 40s. Today,




Cannonball Adderley: A Point

the parasite is delermining the policy of its host, and the
triumphs of garbage have brought about calls for collabora-
tion with the “enemy” from, in several cases, writers and
promoters once closely associaled with jazz. The meek don’t
always inherit the earth as soon as they think they should,
and they arc often defeated by the malignant forces of
mammon, but there is no disgrace in their defeat if they
pick themselves up arid do not collaborate.

Jazz was largely an underground movement at the be-
ginning of the 30s, but it came back strongly after Paul
Whiteman’s symphonic masquerades were over. It came back
swinging, with somcthing to say to people who had weath-
ered the Depression. And it can come back again if it is true
to itself. The beaded, the bearded, and the beflowered may
similarly need a heartening message after they have finished
examining their inner selves.

The idea that jazz will somehow be strengthened by
fusion with such elements as rock and ragas, or other alien
forms of music, is astonishing, and basically craven. (What
did bossa nova do for jazz?) The advocates of such a
course, thinking commercially rather than artistically, cannot
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conceive of jazz as in any sense autonomous, nor apparently
of different musical idioms as being antithetical or incom-
patible. The real challenge is always to make new work out
of old, and even primitive materials, as Duke Ellington so
often does. New tools and new compounds result in novelty
and superficiality as often as they result in art.

Nowadays, it is fashionable to deny jazz a true identity, to
place no limit on its sound or shape. “All you have to do is
throw away your prejudices,” Mike Zwerin wrote in Down
Beat (Oct. 5, 1967), after comparing the attitude of jazzmen
to boppers with that of the current “establishment” to “the
music of the flower children in the 60s.” But there are still
a lot of people who know what unadulterated jazz sounds
like, and would prefer to take it straight. Witness a couple
of reactions to Jimmy Rushing’s recordings:

“That Rushing remains a commanding figure in the still
small field of unmistakable jazz singers (by contrast with
the many who are only ‘jazz-influenced’) is invigoratingly
clear. . . .” (Nat Hentoff in Hi Fi/Stereo Review, October.)

“When Rushing sings a tune ‘straight’—which is often—
what he sings is unmistakably jazz, and intensely per-
sonal. . ..” (Don Locke, Jazz Monthly, September.)

On the other hand, Gary Burton told Zwerin (Village
Voice, July 6, 1967) that he enjoyed rock music and felt
it had a “fantastically important role” in the musical future.
“It’s the most alive and timely music around today—jazz
seems to me one of the most slack and dated.” In earlier
columns, Zwerin had himself sounded a gloomy note. “Every-

Jimmy Rushing: Unadulterated
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body seems to respect jazz,” he wrote on March 23, “its
‘contributions’ and ‘value’ and all of that, but hardly anyone
wants to pay for it anymore.” He knelled again a week later:
“The morale of the jazz community is rotten.” On April 20,
however, his tone was more cheerful; he seemed uplifted by
the possibilities in collaboration: *“The gap between rock
and jazz is being bridged rapidly now and it’s full-time work
to keep up with developments.”

Understandably enough, it is the weekly columnists with
much space to fill, like Zwerin and Ralph Gleason, who
seem most content with the “developments.” Gleason is a
veteran and he has been at it longer. Once enthusiastic about
Bunk Johnson, he has since discovered astonishing virtues in
the verse of Jon Hendricks and the lyrics of Bob Dylan.
His ability to roll with contemporary punches was again
demonstrated in the New York Post of Oct. 17.

“The Fifth International of youth,” he claimed, “is well

Ruby Braff: Straight Talk

on its way to materialization, First with jazz and with the
beats, now with rock and the hippies, a broad basic area of
common interest is being defined for all youth everywhere.”

Then he proceeded to the blatantly promoted Charles
Lloyd, whom he found to be “a most eloquent spokesman
for the universality of music and of truth as a path to, if
we may be permitted to use the expression, salvation.”  *

After the solemn, obligatory reference to this messiah’s
blues roots (“Lloyd’s background includes a long and deep
apprenticeship in the blues, both during his formative years
in Memphis and later as a player in touring blues bands”)
came the imposing summation:

“His philosophy, expressed 'in person and through his
music, is that reaffirmation of creativity in the face of the
technological and repressive state that marks the whole New
Youth movement.”

Here, being translated, is the crux. For the first time in
history, the tastes and thoughts of half-baked adolescents are
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being taken seriously by adults. The New Youth is no better
and no worse than the Old Youth of yesterday. It is noisier,
however, because its parents forgot to discipline it, to impress
on it the importance of being seen and not heard. (*. .. The
child shall make a tumult against the ancient, and the base
against the honourable.” Isaias, iii, 3.) It also has more
money—much more money—more privileges, and a greater
disinclination to accept responsibilities. But money brings us
back to the business of radio and the record companies. In
effect, juveniles too inexperienced to have any developed
taste are determining what music the nation shall hear.
This is infinitely and materially rewarding to those whose
intellect and musical ability are commensurate with a juvenile
level of appreciation.

The views of musicians on the subject are often less
guarded abroad than at home, although Ruby Braff, like
Lucky Thompson, is outspoken and articulate wherever he
is. In an interview with Max Jones in London (Melody
Maker, Oct. 7, 1967), he delivered some unanswerable
broadsides.

“Now there’s nothing wrong, so far as I'm concerned, in
record companies producing this rubbish for people who
don’t know,” he explained, “or with musicians recording the
same in order to earn their livelihood. But they mustn’t get
to believe it.”

Obviously, some record producers and musicians have
come to belicve in what they are doing, gimmicks and all,
and not just because it sells. As C. S. Lewis’ Screwtape put
it, “All mortals tend (o turn into the thing they are pretend-
ing to be.” And more mortals who see The Beatles on the
cover of Time, and the Hippie Cult on that of The Saturday
Evening Post, both in the same week (ending Sept. 23), are
only too likely to credit them with more significance than
they deserve.

Richard Corliss, writing in Commonweal (Aug. 11, 1967),
was not deceived. “One of the heresies being spread by the
national magazines and newspapers is that America is surg-
ing with a vibrant and profound pop culture.” In his opinion,
cvery new rock group did not deserve “a 10-page color
spread,” nor were the LSD artists “the most significant
forces in painting since Giotto and Cezanne.” Telling it like
it is, to coin a phrase, he continued, “Unfortunately, most
of the panegyric is pure distilled flack. It’s sometimes for-
gotten that rock-and-roll performers have publicists. . . .”

Back in England still, Ruby Braff was concerned with the
dupes. “It is not for people who’ve had far more experience
of listening and whose tastes are cultivated to lower them-
selves to the tastes of foolish children. It’s for children to
come up to the tastes of mature people.”

Alas, a lot of “pure, distilled flack” is being released about
jazz by those who might otherwise be regarded as “mature
people,” but Ruby is wise to them, too.

“It is very sad,” he went on, “because it makes me think
that a lot of these people never really loved and appreciated
the things they paid lip service to for many years. . . .”

The promotion of the New Thing has certainly resulted
in some of the most sensational “flack” ever written about
music. Every kind of profound meaning has been read into
the sorriest material. Professional musicians generally ex-
pected the critics to combat it, but several of the most
influential critics were active in its propagation. Coleman
Hawkins told Leonard Feather of his reaction to the move-
ment in Melody Maker (Oct. 5, 1967), remembering one
particular incident at a club where he was working.

“This man was so bad, he disgusted the others,” he said.
“In fact, he drove the rest of the band off the bandstand,
including the leader! The trouble with these guys is they
can’t play any other kind of way; they don’t know the funda-
mentals of the horn. It ruins things for everyone to push
this stuff on the public. A baby can make noises like that!”




The New Jazz seems to be as unpalatable to most teen-
agers as to most adults, and it has unquestionably had an
adverse effect on the jazz image. How this can be restored
is arguable.

The big bands, which require musicians to know more
than the fundamentals, have surprisingly made a genuine
comeback in 1967, although paradoxically the smash hit
of the year was Duke Ellington playing for dancing with
seven pieces at the Rainbow Grill in New York. The new
bands clearly conceive of themselves as concert ensembles,
“dancing” still being considered a dirty word and tempos a
matter of little importance.

How the big band was to draw people was debated by
Stan Kenton and Leonard Feather in Music Maker (October,
1967):

“It can’t be done as dance music anymore, because people
don’t dance anymore,” Feather claimed.

“I don’t think any of us anymore think in terms of dance
music when we record—we don’t have to,” answered
Kenton.

“The kind of music they do (dance to) goes with the
rock-and-roll music,” the writer added, introducing a new
subject.

“Sure it does, and it should, because it’s basically rhythm
music, and that’s what they’re dancing to. If you’re going to
develop anything experimental, you have to deviate away

from that thing—you’ve got to create music for listening,”
insisted the bandleader.

Is it really necessary to ‘“deviate?” With all the prattle
about fusion—fusion with rock, fusion with ragas, fusion
with this, and fusion with that—why not a fusion of listen-
able music with danceable rhythm? Jazz began as dance
music, and there is absolutely no reason why dance music
shouldn’t be artistic. Ask Margot Fonteyn or Rudolf Nureyev
or George Balanchine! Fletcher hienderson, Duke Ellington,
Billy Strayhorn, Sy Oliver, Benny Carter, Don Redman, and
Edgar Sampson all succeeded in making it artistic. Cannot
today’s young arrangers? If they can, jazz may find itseif
with a young dancing audience again, and that is what it is
starved of today.

Meanwhile, a lesson could profitably be learned from two
of the greatest triumphs in the history of the Newport Jazz
Festival. Duke Ellington scored the first in 1956 with
Diminuendo and Crescendo in Blue, Lionel Hampton the
second eleven years later with Flying Home. On neitherE
occasion was it bad, pretentious music, nor was it “experi-
mental.”

Why deviate? Why not make it straight ahead for af
change, and in the groove? As Red Norvo told Rex Stewart Z
(Down Beat, Sept. 7, 1967), “the audience who pays thekt
freight is entitled to pleasure in return . . . and they are £
rapidly getting out of the habit of listening.” 2
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THE “FABULOUS INVALID” of show busi-
ness has traditionally been the Broad-
way theatre. Yet one is inclined to
speculate that jazz, too, can claim at
least a part of that dubious distinction.
The malaise of the dramatic arts can be
traced to the confusion of aesthetics
with economics. Jazz has often had a
similar problem, but never more so
than in the last few years.

The trouble is that jazz, like the the-
atre, doesn’t fit anyone’s definition. For
some it means the Dukes of Dixieland
ripping through Tiger Rag at Disney-
land; for others it can be Stan Getz
playing Desafinado or John Coltrane
burning up My Favorite Things. Cate-
gorization of an art which means so
many things to so many people is diffi-
cult indeed, and that’s part of the
problem.

The “theatre” encompasses a wide
range of styles, too—from television
soap operas to plays by Harold Pinter
and Samuel Beckett. The differences in
these styles—in the case of both jazz
and dramatic art-—are inseparable from
their intentions; the soap opera main-
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in a way that a Pinter or Beckett play
does not. Despite this fundamental dif-
ference, both dramatic forms must
grapple for dollars in the market place.
Only a special kind of inverse snob-
bism makes it possible for Pinter’s plays
to compete, even in the most minimal
sense, with soap operas.

Like the theatre, jazz has its share
of artists whose aesthetic drives extend
beyond commercial considerations, ar-
tists who have long confronted the
paradoxes of popular art. The result
has been a harrowing, on-and-off-again
romance between jazz and more popu-
lar music forms. In the 30s, the inter-
change was particularly intense, with
jazzmen making extensive use of the
magnificent songs produced by a superb
generation of songwriters. At the same
time, popular music became heavily
jazz-influenced, as the big bands of
Glenn Miller, the Dorsey Brothers,
Harry James, Benny Goodman, et al.
developed their own smoothly lubri-
cated versions of current jazz styles.

Many listeners view such interaction
as a productive development for both
jazz and popular music. The cross-
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fertilization of popular and serious art
forms, however, is feasible only so long
as the promise of popularity is kept.
If such an interbreeding of jazz and
popular music worked as well as it did
in the past, it was because even the
most serious jazzmen rarely considered
their music anything more than another
wing in the vast mansion of popular
music. (Surely one of the contributing
factors to the introverted life styles of
so many musicians in the middle and
late 40s was their failure to comprehend
how far their playing had taken them
out of the mainstream of popular music.)

But post-World War II jazz clearly
has followed a path which leads away
from the confines of popular art. The
change has taken place on many levels:
the new improvisational styles of the
40s and late SOs developed melody lines
that were difficult, if not impossible,
for the average listener to sing (as had
almost always been possible with pre-
war classic jazz solos); rhythms became
more dense, with so many overlapping
layers of accents that the music became
less and less appropriate for dancing;
repertoire changed—although certain
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zpopular songs continued to be useful
lé'because of the interest in their chord
Fstructure, most jazzmen preferred to
zwork with material which reflected the
fnewest developments; blues became
gmore important as an all-purpose form
rather than as the specific style it tended
to represent in pre-war jazz. Musicians
developed a new personal image, view-
ing themselves as artists rather than
entertainers, and focused their attention
on the aesthetics of improvisation rather
than upon the establishment and main-
tenance of audience rapport.

Despite the fact-——or perhaps because
of it—that this pattern has been the
dominant element in jazz for at least
the last 15 or 20 years, current opinion
suggests that a rapprochement may be
taking place, that jazz and pop music
are on the verge of finding a common
meeting ground. As important a young
musician as Gabor Szabo has said, “Jazz
as we’ve known it is dead.” (DB, Oct.
5, 1967).

But what precisely would such a
rapprochement mean, in terms of jazz
and pop music as they exist today?

The relationship of jazz and popular

ALBERT AYLER

music has always been symbiotic, a
peculiarly intimate association between
musical forms that have markedly dis-
similar goals. Ultimately, of course,
both result from a distillation of ele-
ments, musical techniques and—most
importantly—interpretative styles de-
veloped by the black man in America.
But although both musical forms start
at essentially the same place, they move
in different directions: pop music
toward glossy simplification, jazz toward
complex sophisticated re-development.

The possible joining of jazz and pop
music, then, raises more serious ques-
tions than it answers. Certainly anyone
who has any affection for jazz would
like to see the music and its practi-
tioners receive the emotional and ma-
terial rewards so long denied. But do
the concessions which must be made to
gain those rewards damage the quality,
the substance, and the potential of jazz?

Before any of these questions can be
answered, the concessions to be made
must be clearly understood. Unlike pop
music, rock-style or otherwise, jazz is
an improvisational art. When playing
their best, jazz players don’t repeat

themselves, The goal of popular music,
almost by definition, is quite different.
It is the creation of lasting images, of
melodies, rhythms, ensemble textures,
and harmonic patterns that will be sus-
tained in the public mind. Usually this
means that such music must deal in
small units, that its progress should be
predictable, with allowance for occa-
sional surprises, and that it be repeti-
tious enough to become familiar, (Tele-
vision commercials—a form of pop
music in miniature—provide a good ex-
ample; they succeed in direct proportion
to the recall value of their short melodic
statements. Remember Alka-Seltzer’s
No Matter What Shape Your Stomach’s
in? And Eastern Airlines’ Number One
To the Sun?) 1 am not suggesting that
jazz cannot produce music which be-
comes firmly implanted in the listener’s
mind. But that is simply not its only
intention. The focus of any improvisa-
tional music is invention, not repetition.

Pop music is something else again.
And it is probably the very attractive-
ness of the newest pop music that makes
it so intriguing, for the young rock
musicians are producing a music which
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contains the dance rhythms, adventur-
ous playing styles, and provocative per-
sonal images that once accrued to jazz.

Equally important, it is a music
which departs radically from the har-
monic, rhythmic, and melodic concepts
that have dominated popular music for
the last 50 years. This can be traced to
several causes. First, the new pop music
has been composed, almost in its en-
tirety, by musicians who play guitar
and sing. In the hands of a Segovia or
a Julian Bream, the guitar can be a
gloriously contrapuntal instrument, but
it is rarely so when played by a young
pop musician. Once the left hand posi-
tions for basic chords are learned, a
musician can quickly use the instru-
ment for vocal accompaniment, relying
upon various easily manipulated strum-
ming techniques to liven up simple
chord progressions (note Bobbie Gen-
try’s strumming pattern on Ode To Billie
Joe). It doesn’t take long to figure out
that basic left hand positions can be
moved up or down a few frets to make
parallel chords. (Some players, in fact,
tune their instruments to an open
major chord by lowering the E and A
strings a whole tone. By using a barré
technique—holding the index and/or
ring finger all the way across the fret—
parallel major chords can be played up
and down the finger board—a service-
able if not particularly interesting way
to play.)

This easy mobility from major chord
to major chord has led, I think, to the
vast number of tunes that use recurrent
whole tone patterns (a pattern, for ex-
ample, of a bar of C Major followed by
a bar of Bb Major, sometimes with
movement to a similar pattern on the
IV and V chords), parallel chord move-
ment (listen to the last three chords in
the Benson & Hedges television com-
mercial), and substitutions in blues
tunes (the commonly used pattern of
V chord to IV chord in the 9th and
10th bars—sometimes repeated to make
a 14 or 16 bar blues—is typical).

The second important factor in the
new pop music is that the musicians
have been, for the most part, unen-
cumbered by the restrictions of formal
musical training; they have been willing
to try things that earlier pop musicians
—and many jazz musicians as well—
have not tried. (It is perhaps equally
important to note that the implicit eco-
nomics of pop music have helped make
experimentation possible. Record com-
panies are willing to take a chance with
certain kinds of experimental tech-
niques if they seem to have a potential
for commercial success.) A list of ex-
amples would be very long indeed, but
for openers try listening to the Beatles’
Sgt. Pepper album or, somewhat more
in the jazz area, the first two releases by
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the Mothers of Invention.

Obviously these developments carry
within them seeds of artistic adventure
—but only up to a point. It's all well
and good to be unencumbered by tradi-
tional aesthetic ideas, but the fact re-
mains that iconoclasm alone rarely
makes a complete artistic expression.
Too often the young pop musicians,
invigorated by the ‘“new” sounds and
progressions they have discovered, have
done little more than to use these tech-
niques as one-shot gimmicks. This is in
the true pop art tradition. In commer-
cial popular music the principal idea,
after all, is to sell, whether it be in the
form of the sliding strings and turgid
ballads that appeal to one generation,
or the quasi-philosophical, blues-articu-
lated songs and freak-out sounds that
appeal to another. Popular art can ad-
vance a meaningful aesthetic only in
the most limited sense. It seems to me
that jazz can offer vastly more.

TO RETURN TO my original question, a
rapprochement between jazz and pop
music could provide a number of inter-
esting results. Let’s consider the more
positive ones first: Obviously it could
provide an enormously broadened tonal
palette for the jazz composer. Most of
the younger (and older) pop arrangers
have been willing to try just about any
combination of sounds, from quasi-
Baroque to electronic and musique con-
crete. Imagine what a good jazz writer
could do if he had a similar artistic
latitude! A jazz and pop rapprochement
could also provide new harmonic ma-
terial for improvisation. The special
relevance of such material would be in
the way it might exceed the usual limits
of popular song form, with uneven
meters, non-cadential harmony, and even
occasional modality thrown in.

The most potentially beneficial resuit,
of course, doesn’t have much to do with
the music. It is, as a number of jazzmen
have already discovered, that a wider
audience becomes accessible.

At the other end of the scale are
equally important considerations: it
seems to me self-evident that what is
truly useful in the ideas discussed above
will in some form become a part of the
basic jazz vocabulary (and, in fact, re-
cent recordings suggest that this is al-
ready true). Certainly anything which
widens the potential area of expression
for an improvisatory musician is all to
the good.

What is not so good is the possibility
that the use of pop materials will be
limiting rather than expanding, and that
it may easily become an end in itself.
Jazz is at a particularly crucial point
in its historical development, and the
idea of popular acceptance is especially
appealing; but it is also especially

threatening to the deeper aesthetic that
jazz has been reaching toward in the
last few years.

The recent “popularity” of Indian
classical music has demonstrated that
there is another improvisational/rhyth-
mic music in the world—one that pos-
sesses the kind of tradition and aesthetic
purpose that jazz is only now beginning
to uncover for itself. It is, therefore,
ironic that at the very time it attempts
to make a decisive break with the kitsch
elements in its makeup, jazz should be
urged back into the popular arena.

It is here that the question of rap-
prochement between jazz and pop music
reaches its critical phase. It seems to
me enormously more important that
jazzmen continue in the directions they
have been moving for the last few years.
Specifically, in the directions suggested
by such as John Coltrane, Cecil Taylor,
Albert Ayler, Ornette Coleman, et al.
From those directions it may well be
that a meaningful, as opposed to a
popular, aesthetic will emerge. Hope-
fully it will be one that extends the
jazz tradition without being restricted
by the more rudimentary forms and
procedures of early jazz, one that has
within it a point of reference clear
enough so that audiences can under-
stand and respond to the process of
improvisational creativity, and, finally,
one that is lasting enough so that jazz
will become less subject to the damag-
ing internal explosions that always seem
to rouse cries of protest from its most
fervent supporters.

To pass up this possibility for the
transitory glories of popular acceptance
would be to misunderstand the nature
of jazz. But it isn’t going to happen.
For every player who accepts the bait,
makes the required adaptations for his
new pop audience, and arrests his own
creative drive, there will continue to be
musicians who will progress toward the
creation of an improvisational art music.

I do not mean to deprecate what is
happening on the current pop scene.
(Although distinctions are made there,
too. I suspect that the Mothers of In-
vention are not selling as well as, say,
Paul Revere and The Raiders or The
Beach Boys.) But I can recall similarly
adventurous periods in which television
was going to initiate a new era in
drama, or the arrival of a new Pinter
play meant that the theatre had become
rejuvenated. Alas, the theatre, locked
into its own inexorable economic bind,
is still a long way from any of those
happy developments.

Pop music, as vital and alive as it
may be today, is subject to the same
potentially bitter disappointments. For-
tunately jazz has other options available,
options which will continue to be taken
by adventurous, creative musicians.
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INEVITABLY, THE ROOTS of jazz broaden
as they grow. Each time is a fresh piece
of surprise and Americana. Was Louis
Armstrong really born on the Fourth of
July in the year 1900 in New Orleans?
The answer is always kind of an ex-
pected shock: it’s true, quite true, and
one gradually comes to expect the mirac-
ulous from this greatest and most typi-
cal of native American art forms. And
to questions of how jazz is doing in the
world here and now, and how it is like-
ly to do, one needn’t look too far for
answers that hold the kind of hope that
made the story-book growing-up of
jazz possible in the first place.

Two hour-long television specials
viewed during 1967, re-runs in the non-
pejorative sense of the term (they should
be re-run again and again, one feels),
indicate that the state of jazz is mainly
healthy and shall probably always be
so, thanks to the built-in freshness of
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its nature and the time-tested elasticity
that so strongly characterizes it.

The cases in point were The Anato-
my of Pop—The Music Explosion, an
inspired episode in ABC’s Summer
Focus series, narrated by hardcore
newscaster Peter Jennings, and Love
You Madly, a fascinating, un-com-
mercially-interrupted special on Duke
Ellington produced by National Edu-
cational Television in association with
Ralph Gleason. The latter offering,
something of a pinnacle in the annals
of television, indicated with consider-
able force not only that jazz is impor-
tant enough for so intensive an exami-
nation into its processes, but that—
thanks to geniuses of the order of Duke
—ijazz has a circular quality of drawing
from other musics while at the same
time enriching them.

This circular, centralizing quality of
jazz was effectively brought home on
the ABC show as well, with able pro-
duction assistance from veteran critic-
historian Frederic Ramsey Jr. The mu-
sic was shown to have flowed from

By Bob Perlongo

Africa into and through the New Or-
leans melting pot, through two major
American social upheavals (Prohibition
and Depression), through two major
wars (and several minor ones) and—
zap!-—straight into the vital if some-
times chaotic scene of today, all the
while pulling into the jazz mainstream
from the edges of the changing musical
culture around it everything from slave
chants to hillbilly whisky-jug music to
the soul sound of the Supremes and
other Motowners.

Most of the work of out-and-out
pop-rockers such as The Young Rascals
and The Dave Clark Five has yet to be
assimilated by jazz and perhaps never
will be. But certain of the pop super-
stars—principally Bob Dylan, John Len-
non and Paul McCartney—have made
musical contributions so far-reaching as
to overflow the pop boundaries and to
some extent work an influence upon
the jazz mainstream itself.

For one must remember that jazz,
already welded to so many other kinds
of music, has no absolutely concrete
rules of sovereignty, and not even a
definition that could stand up under
semantic attack. Jazz is best defined by
accomplished examples, and the pos-
sibilities are infinite. There is, after all,
“all that unheard music out there wait-
ing to be played and heard,” as Dizzy
Gillespie once put it.

This is why, on the Ellington TV
special, it was not at all strange for
Duke’s band to be seen swinging with
A Concert of Sacred Music in a church.
It was natural and good, and made a
great deal of sense, thanks to a happy
confluence of a widening jazz main-
stream and an attempt by some of the
more cnlightened clergy to bring God
closer to the people, and vice versa.

The social progress depicted in both
the ABC and NET specials has been a
hard-fought thing, and augurs well for
a possibly improved economic situation
for jazz. in general sometime in the
future. That a broadening of the base
of jazz has occurred in the process is to
be expected. Again, there were times
when growth equalled great pain—it
has never been easy to widen the jazz
mainstream. Always, the force of a
really exceptional exponent is required.

For example, Lester Young, an arche-
typal case of the mainstream rebel, had
to suffer frequent put-downs before ac-
ceptance came. “They used to take me
down to the cellar and play Hawk’s
records for me,” he said. “Asked me
why couldn’t I play that. You dig?’
Lucky for jazz, he had the stamina to
endure and eventually flourish; he was
the nexus between much of the old and
much of the new, and it is not too far-
fetched to say that he formed a major
link in the bridge between the likes of
Louis and Duke and such later-day
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figures as Charlie Parker, Stan Getz,
and Thelonious Monk.

THEN THERE WERE those who put down
Parker when he began his experiment-
ing with string accompaniment, Bird’s
efforts to re-explore the realm of melo-
dy were taken to indicate that he was
“going commercial” or “getting square.”

Both Bird and Pres were good il-
lustrations of the kind of broadminded-
ness that keeps jazz rich. They listened
to everything, and appreciated good
music wherever it was found, whether
in the pop field, the classics, or even
country music. (Dizzy Gillespie, too,
has always exhibited this heartening
kind of openness. “I dig Jewish music!”
he once exclaimed, and the point was
graphically made: inspiration is where
you find it, and sometimes it’s worth
the effort to look in unexpected places.)

Today, the fields holding most prom-
ise for the extension of jazz into new
frontiers are pop folk (Joan Baez),
hard rock (The Rolling Stones), pop
rock (The Byrds, The Jefferson Air-
plane), psychedelic rock (The Mothers
of Invention), and raga rock (George
Harrison of thc Beatles). That huge
popular successes are being attained
within these fields should not deter one
from seeking within them that which
also has some basic musical worth.

Even the iconoclastic social critic and
activist LeRoi Jones, writing in Blues
People, admits that the world of rock
is worth a listen, though rather grudg-
ingly: “Rock ’'n’ roll is usually a fla-
grant commercialization of rhythm &
blues, but the music in many cases de-
pends enough on materials that are so
alien to the general middle-class, mid-
dle-brow culture as to remain interest-
ing.”

No music can escape the impress of
a really formidable composer, regard-
less of the type of music with which
the composer has been originally as-
sociated, which is why pop singers sing
Ellington, why jazz musicians play De-
bussy and Ravel, why the Boston Pops
plays Lennon and McCartney, and so
on. Bob Dylan, for example, is not con-
sidered a jazz writer, yet today, in jazz,
there are Dylanesque elements within
the mainstream that neither can nor
should be ignored. It is not just that
such as Stan Getz (with Blowin’ in the
Wind) have recorded Dylan pieces;
Dylan’s ultimate influence, filtering into
jazz through practically the whole field
of rock and straight pop, will undoubt-
edly be much subtler and much more
general than mere “cover” versions of
his individual songs.

The performed instances of “jazz”
by Dylan himself fall mainly within the
domain of the blues—such efforts as
Tombstone Blues, Maggie’s Farm, and
Desolation Row. And while a song like

Joan Baez

Absolutely Sweet Marie may not please
a certain kind of purist, it really is the
blues, a developed facet of this tradi-
tional form that has a here-and-now
validity all its own.

Dylan, among American musician-
writers, is perhaps the most gifted of
those associated with a style of rock
that is quickly achieving a distinctly
universal character. Modern pop rock,
like jazz, has a happy penchant for
crossing all sorts of barriers and boun-
daries, including those separating coun-
try from country, people from people.

The most significant recent other-
than-American influxes into the river
of jazz have been those from England
(primarily the Beatles and the Rolling
Stones) and India (primarily Ravi
Shankar).

Three years ago the Beatles came on
the scene and were heard everywhere,
evoking every kind of response from

ecstasy to plain chagrin. Yet after the
first shock waves of teeny-hysteria had
faded, a good many intelligent, sensi-
tive listeners began to realize that not
all the gold that glittered was dross. A
short time following each Beatle re-
lease, a surprising number of cover
renditions came out, from the Holly-
ridge Strings, from Otis Redding, from
The Temptations, from dozens of oth-
ers. Of the jazz readings of Lennon and
McCartney material, perhaps Esther
Phillips’ And I Love Him gained the
widest audience.

The kinship the Beatles have with
jazz was at first obscured by an in-
sistence on the Bill Haley-like big beat
and noisy gyrations that characterized
such early smashes as I Want to Hold
Your Hand and Twist and Shout. But
the Beatles have developed rapidly, and
today they have much of musical value
to offer jazz—dozens of eminently play-
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Ellington goes to Church in Cambridge, England

able songs, for one thing, and a certain
blues approach that permeates almost
everything they are doing.

The upsurge in general interest in the
folk music of India in the last two or
three years is another factor that au-
gurs well for jazz. Indian music is re-
spected by most classical musicians, and
it was in fact Yehudi Menuhin who in-
troduced Ali Akbar Khan on an Angel
LP released a decade ago, recording a
short spoken introduction with musical
illustrations. And some jazz musicians
say Indian music has favorably influ-
enced their approach to both rhythm
and melody. Dizzy Gillespie’s esteem for
the work of Shankar, for example, is
well known. That Beatle George Har-
rison is now Shankar’s most famous
sitar student—and a demonstrably gifted
one at that—only serves to point up
the interconnectedness of all improvised
music, regardless of classification.

That we are in store for an uncom-
monly interesting season or two ahead
goes without saying. Just what the often
kaleidoscopic pop scene will be like, say,
a year from now, is hard to tell. Jazz
will almost certainly be affected, in any
case. One forsees a possible marriage
between the traditional jazz front line
of saxophone, trumpet and/or trom-
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bone and the traditional rhythm instru-
ments of India, i.e., the tabla and tam-
boura. Again, there may come a time,
perhaps not far off, when big-band jazz
will begin to incorporate psychedelic
freak-out material in the forging of
something entirely new.

American culture has a way of ab-
sorbing stimuli that, when it occurs on
a political level, is sometimes madden-
ing: using an outward liberalism to
scoop in all traces of protest and grind
them to ineffectuality is just one device
the Far Right has to ensure that the
status quo is maintained. But the op-
eration of this super-assimilative process
is not as depressing in other spheres,
such as music.

Americans, after all, were the ones
who made of the Beatles superstars, and
have given them more royalties and
adulation than any other country—yet
this is the spawning ground and living
“headquarters” (so to speak) for Gos-
pel music and blues and mainstream
jazz as well, so a healthy musical per-
spective is always possible in this zany,
beautiful, ambivalent, remarkable land.
It takes a certain imagination and a
readiness for adventure—which Ameri-
cans, however, have thankfully never
lacked.

YALERIE WILMER

SOME KEY ALBUMS

Amanda Ambrose, Amanda (Dun-
wich 668). A somewhat underrated,
but absolutely choice singer and player
of smoky blues and heartfelt ballads.

Gene Ammons, Boss Soul (Prestige
7445).

The Louis Armstrong Story (Colum-
bia ML 4383-86, 4 Vols.). Louis, with
such as Kid Ory, Earl Hines, Don Red-
man. Body and Soul, I'm Confessin’,
etc. In the beginning there was Louis,
and in the middle, and of course al-
ways. Dead-center mainstream.

Joan Baez (Vapguard VRS 9078,
VSD 2077). Thirteen songs including
Silver Dagger, House of the Rising
Sun, Fare Thee Well. There is only one
Joan Baez, nothing else whatever like
her anywhere. She is important to all
manner of music, jazz included.

Joan Baez, Joan (Vanguard VRS
9240, VSD 79240). Twelve songs in-
¢luding Dangling Conversation, Anna-
bel Lee, and Saigon Bride.

Count Basie, Lester Leaps In (Epic
LP 3107). Pres with some moments
that changed the course of jazz forever-
more.

Count Basie, Pop Goes Basie (Re-
prise 6153). Excursions along the pop-
jazz border.

Dave Brubeck, Greatest Hits (Co-
lumbia CL 2484, CS 9284). Brubeck
was alternately overvalued and unjustly
put down. The truth is somewhere in
between.

The Beatles, Revolver (Capitol T
2576). John Lennon, Paul McCartney,
George Harrison, Ringo Starr. Tracks
include Taxman, Eleanor Rigby, She
Said She Said, Got to Get You Into My
Life, Tomorrow Never Knows. The title
tells it: this set exploded upon the
world of rock, already changed by
earlier Beatles wax, and everything, in-
cluding jazz, was affected. This is really
the second of a two-part breakthrough
for the Beatles, begun with their Rub-
ber Soul album: from here on, the em-
phasis would increasingly be on music
as opposed to sound, and the modes of
expression would increase in both quan-
tity and quality. Tomorrow Never
Knows is a colossus in the short but
so far intriguing career of psychedelic
rock: electrified, bent, recorded over,
the voice of Lennon seems to come
from another planet, yet from right
now, with a message of life-assertion.

The Beatles, Sgt. Pepper's Lonely
Hearts Club Band (Capitol SMAS
2653). Thirteen originals including A4
Little Help From My Friends, Getting
Better, Fixing a Hole, and A Day in
the Life. Mostly hard and soft rock,
psychedelically oriented, with some true
jazz for grown-ups and children alike,
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including a performance of high mu-
sicianship by George Harrison on With-
in You Without You, a prototypical
example of improvised raga rock, with
vocal. According to English writer Tony
Barrow, the instrumentation for this
track, on which John, Paul, and Ringo
do not appear, was three tambouras, a
diruba, a tabla, a zither-like Indian
table-harp, three cellos, and eight vio-

Basic Basie: Sweets Edison,

lins. George is solo sitarist as well as
one of the tambura players. Lovely
Rita, sung by Paul, is a wild-away af-
fair that, oddly enough, is very much
like something Woody Herman and
Chubby Jackson might once have done.
And stranger still are the ghostly echoes
of Pres of the Kansas City Six days in
the clarinet in the background on When
I'm Sixty-Four, an easy and winsome
tune with more than just a touch of
humor. That the Beatles are apt stu-
dents of the jazz idiom is well illus-
trated by this exceptional album.

Benny Carter, Jazz Giant (Contem-
porary C 3555). Carter on alto saxo-
phone and trumpet. Sidemen include
Ben Webster, tenor; Barney Kessell,
guitar; Leroy Vinnegar, bass; Shelly
Manne, drums. Seven tracks including
Old Fashioned Love, I'm Comin’ Vir-
ginia, Blue Lou, and Ain’t She Sweet.
A good example of West Coast main-
stream, a generally mixed bag, half
indigenous, half transplanted from else-
where. But whatever its mixture, here
it’s at its best—a bright, suave, and al-
together timeless recording.

Ray Charles, The Genius Sings the
Blues (Atlantic 8052). Early in the
Mornin’, The Midnight Hour, The
Right Time, Ray’s Blues, etc. The Right
Time, played at the right time, can grab
your soul by the scruff of the neck and
turn it inside out. The metaphor is
jumbled, but that’s the way it is.

Ray Charles, What'd 1 Say (Atlantic
8029). Whatd 1 Say, Jumpin’ in the
Mornin’, Rockhouse, Roll with My
Baby, My Bonnie, etc.

Ornette Coleman, Change of the

Century (Atlantic 1327). Coleman, alto,
with Don Cherry, pocket trumpet;
Charlie Haden, bass; Billy Higgins,
drums. Seven Coleman originals includ-
ing Free, Forerunner, Una Muy Bonita,
Bird Food. Technically, the principal
Coleman influences were Bird, Johnny
Hodges, and Willie Smith, but Ornette
made something altogether new that
went beyond all three without displac-
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Buddy Tate, and Lester Young

ing any of their validity. This kind of
creative development is one of the hall-
marks of the truly mainstream musi-
cian. With Coleman, jazz began flirting
with the sound of the freak-out and of
the psychedelic musical abstraction
(much like an audio version of a Pol-
lock painting), but without surrender-
ing the great blues heritage which it is
mostly built on. Ornette is in and of
the jazz heritage, wherever it may lead.
His recent winning of a Guggenheim
Fellowship, the first ever awarded a
jazz musician, is a hopeful sign indeed.

Miles Davis, Birth of the Cool (Cap-
itol TT-1974).

Miles Davis, Kind of Blue (Colum-
bia CL 1355, CS 8163). Davis, trum-
pet; Cannonball Adderley, alto; John
Coltrane, tenor; Bill Evans or Wynton
Kelly, piano; Paul Chambers, bass;
Jimmy Cobb, drums. Tracks include
All Blues, Freddie the Freeloader, Blue
in Green. This is the Mount Rushmore
of modern (1959) small group jazz in
recorded performance. The time, the
place, the players, the music were all
just right.

Bob Dylan, Highway 61 Revisited
(Columbia CI. 2389, CS 9189). Tracks
include Like a Rolling Stone, Tomb-
stone Blues, Queen Jane Approximately,
Highway 61 Revisited, Just Like Tom
Thumb’s Blues. True elements of the
blues, and considerable humor—both
important in jazz—are here for the
hearing, for listeners with an open
mind. Just Like Tom Thumb’s Blues,
a mean-and-evil classic “road” blues, is
a treat and treasure.

Bob Dylan, Blongde on Blonde (Co-

lumbia C2I-41, C2S-841, 2 Vols.).
Tracks include Visions of Johanna,
Leopard-Skin Pillbox Hat, Sad-Eyed
Lady of the Lowlands, Absolutely Sweet
Marie, Most Likely You'll Go Your
Way and I'll Go Mine, etc. A pandora’s
box of pop-rock, ballads, and the blues.
Visions of Johanna, a middle-of-the-
night blues voyage, is perhaps the high
point, but there is much else of worth
here too, like Leopard-Skin Pillbox Hat,
a downright funny blues, and the ir-
repressible rouser Absolutely Sweet
Marie. In all, a remarkable achievement
for an oft-derided 26-year-old artist
from the heartland.

The Music of Duke Ellington (Co-
lumbia CL 558). Sidemen include
Johnny Hodges, Lawrence Brown, Har-
ry Carney. Sophisticated Lady, Solitude,
Caravan, etc. Ellingtonia, early and
middle period (1928-1949). Classic.

Ella Fitzgerald, First Lady of Song
(Decca 8695). Ella equals perfection.
Perversely, perfection is sometimes a
bore. But not here.

Stan Getz, Cool Velvet (Verve MGV
8379). Getz with strings and rhythm.
Ten tracks including Round Midnight,
Early Autumn, Nature Boy, The Thrill
is Gone. Mainstream-modern tenor up-
dated from the Woody Herman Early
Autumn days, and a practically flaw-
less demonstration that jazz needn’t
suffer under “concert hall” instrumenta-
tion.

Stan Getz and Charlie Byrd, Jazz
Samba (Verve 8432).

Dizzy Gillespie, Groovin’ High (Sa-
voy 12020).

Benny Goodman, 1938 Carnegie
Hall Jazz Concert (Columbia SL 160,
2 Vols.). Goodman, among many oth-
ers, including Gene Krupa, Lionel
Hampton, Basie, Johnny Hodges, Pres.
Sing, Sing, Sing, Don’t Be That Way,
One O’Clock Jump, etc. A milestone in
the history of mainstream.

Billie Holiday, Lady Day (Columbia
637). Accompanists include Pres, Buck
Clayton, etc. Tracks include What a
Little Moonlight Will Do, Miss Brown
to You.

The Jazz Scene (Verve 8060). Duke
Ellington, Coleman Hawkins, Charlie
Parker, Buddy Rich, Machito, Willie
Smith, others. A unique collection, with
top-of-form solos from Hawk, Pres,
Bird, Bud Powell, and Willie Smith.
The interplay between Pres, Buddy
Rich, and surprise pianist Nat King
Cole on Sometimes I'm Happy has to
be heard to be believed, and even then
you almost can’t believe it.

Roland Kirk, Gifts and Messages
(Mercury 20939, S-90939). Kirk is a
far-out 60s happening, a sort of jazz-
world Orson Welles. Yet the basic mu-
sic is pure heart and soul, in the best

sense.
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sketches by mary jo schwalbach

1967 was the year of the hippie, the flower, LSD
and assorted other drugs, longer hair, Indian music,
electronic saxophones and trumpets, and a fair
sprinkling of heavy jive. The “fower children”
made the cover of almost every publication except
Better Homes and Gardens. Some of the major
magazines went as far as to infiltrate their own
reporters as plants among the hippies. (One was
disguised as a peyote cactus; the other as deadly
nightshade.) They started out interviewing each
other, and ended up taking each other.

Rock was subdivided into several categories:
acid rock, folk rock, and raga rock, to name a few.
Then there were the geology students who formed
a group called the Limestone Quarry. The names of
the rock groups are sometimes their most rewarding
feature. I'm currently writing a tune entitled
You're the Cream in My Strawberry Alarm Clock,
and after hearing The Who I’m thinking of forming
a group called The Why?

The Indian influence almost led to the formation
of a new group consisting of Joe Alexander, tenor
saxophone; Roland Alexander, soprano saxophone;
Bob Alexander, trombone; Monty Alexander, piano;
Ray Alexander, vibes; Mousie Alexander, drums;
and Van Alexander, arranger. Willard Alexander
was set to book them, and they were going to call
themselves Alexander’s Ragatime Band. They even
held rehearsals and had tunes in the book like You
Turned the Tablas On Me; Hands Across the
Tabla; Hindu It Again; Moonlight on the Gunja;
Ghandi Kisses; Pondicherry; Half-a-Pond-o-Grape;
Madras, Meshach, and Abendego; Calcutting Out;
Psyche Delhi; and Bombayed Out of My Mind.
After they found out that they couldn’t get Lorez
Alexandria as vocalist, they abandoned the whole
idea and are rumored to be gigging as a rock band
known as Alexander the Grape.

THE STRAWBERRY ALARM CLOCK
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Alexanders

Raqatime
and

Albums I'd 1like to hear in 1968:
Rufus Harley in Scotch Sour, featuring Don
Cherry and Joe Orange.

A promotional LP for a floor-covering firm,
featuring akoto player and entitled Japanese
Sandran.

A two drummer-leader session—Tiffin' With
the Buddy Rich-Bill Quinn-tet.

Geographical question: Would you rather visit
Pharaoh Sanders’ Upper Egypt & Lower Egypt,
spend A Night in Tunisia with Dizzy Gillespie, or
tour Johnny Carisi’s Israel?




Here is Ira Gitler acting as a catalyst in jazz history, inspiring Cannonball Adderley to record Mercy, Mercy, Mercy,

as Dave Brubeck looks on in his own sweet way.

Will Woody Herman hire Archie Shepp and form the
Shepp Herd? . . . Then there was the saxophone player
using a Conn Multi-Vider who simultaneously blew
Monk’s Played Twice four times . . . Now that George
Wallington is in the air-conditioning business, could
this mean a revival of cool jazz?

With the demise of many jazz nightclubs, a smart bet for
some entrepreneur in 1968 would be to open a joint called
The Couch, install leather chaises for the patrons, and put
Denny Zeitlin in residence.

Ist jazz fan: “I listened to some records with John
Handy’s drummer.”

2nd fan: “Oh yeah? You dug sides with Doug
Sides?”

Late news flashes: Sonny Rollins is alive
and well in Brooklyn . . . Gabor Szabo is
alive and playing in a Carpathian Mountain
balalaika-and-zither band called the Ingrate
Undead.

On the morning of Jazz Day in New York, the
blue jay onmy corn plaster woke me by singing
12 bars of Charlie Parker's Big Foot.

Subtitles of the year:

Ralph J. Gleason's first nationally syndicated column
on Coleman Hawkins—I'm Not Checking Out (the
facts), Hello.

R.J.G.'s second column on Hawk—I'm Coppin’ Out,
Goombye.

Nat Hentoff's liner notes for A Lovely Bunch of Al
Jazzbo Collins and the Bandidos—Love For Sale.
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JAZZ PROVERB: A STRICH IN TIME SAVES
NINE ROLAND KIRK FANS.
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ost published photographs of jazz
M musicians depict the subjects in

their professional roles: on stand

or stage; playing, or ready to play.
Few jazz photographers, in fact, have much
contact with the musicians beyond the per-
forming realm. To be 3ure, we get informal
shots from jazz festivals, etc., and the occa-
sional posed portrait, but the truly candid
picture is a rarity.

Not so with Jack Bradley, whose art is on
display here. His involvement in jazz ex-
tends beyond the customary professional
Jimitations. He has formed close and lasting
friendships with many of the players; he goes
on the road with them, hangs out, exchanges
home visits, etc. To him, taking pictures is
a labor of love, and we think it shows.

Opposite page: Louis Armstrong, on the
porch of his home in suburban New York.
As usual, Pops and his horn are inseparable.
Right: Eating on the road can be a problem,
but Duke Ellington is prepared, performing
the culinary action with customary elegance.
Below: Johnny Hodges soaks up some sun-
shine on the beach in Gloucester, Mass.




: elaxing is an art the jazzman
must master if he is to keep
his peace of mind. Top: Trom-
bonist Vic Dickenson, never a

fence-sitter when it comes to playing,
enjoys a New England afternoon. Below:
Relaxing with Lee was not the title of a
Lee Konitz record, but this is Lee, and he
looks relaxed. Right: Guitarist Skeeter
Best does some stretching out a la mode.
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usicians dig animals, and
vice versa. Below: Max
Kaminsky and his York-

shire terrier enjoy a pic-
nic on the grass. Left: Ruby Braff
gets acquainted with the horsey set.




ecreation takes many forms. Below, two great

tenorists, Ben Webster and Bud Freeman, enjoy

a game of billiards. Above, Pee Wee Russell puts

some finishing touches to a canvas. At left,
pianist Dick Wellstood and his English racer in Centra’
Park, Manhattan.
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andid glimpses of life on the road: Shaving

is serious business to Woody Herman, but

Gerry Mulligan appears amused. Bobby

Hackett, cornet case safely in hand, is able
to mUSter a smile despite the early hour.




That’s Roy again, with drummer Eddie Locke and
trumpeter Tommy Turrentine—in a bemused
moment, Bottom: A convivial conclave of veterans. From
left to right: Hilton Jefferson, Walter Johnson, Louis Bacon,

Happy Cauldwell.

ocializing with friends is pleasant. Left: Two great
trumpeters, Roy Eldridge and Buck Clayton. Below:

N "




lot of musical history was lived and made by our
A closing subjects. At the right, Zutty Singleton, the
master drummer, in a meliow mood. Below hird,

a meeting of three great ladies of the vintage
blues. Left to right: Alberta Hunter, Victoria Spivey, Lucille
Hegamin. And lastly, two stars of the great Jimmie Lunce-
ford Band, Joe Thomas and Jimmie Crawford.




New Conn Multi-Vider

Add one or two octaves below. Even add one octave above on
many instruments. Add brightness or darkness. Add all at the
same time or in combination. Or use straight amplification.

It happens at the flick of a switch on the new Conn Multi-Vider.
Add your imagination and the Multi-Vider opens spectacular
new dimensions in special effects for the wind instrumentalist.

A solid state, miniaturized computer, the Multi-Vider weighs
less than a pound and measures just 4" x 7" x 114", Clips comfort-
ably to the belt and is easily connected to any wind instrument.

Features built-in dynamic volume control to automatically
match sound level of extra octaves with the octave being played.

Soft when you play soft...loud when you play loud. Special
Sensitivity Control adjusts output to instrument frequency
range.

Highest quality American-made pickup microphone with
moisture-resistant stainless steel diaphragm.

The Multi-Vider is ideally matched with the new Conn 500"
Amplifier, but can be used with any standard amp. Complete
outfit, including padded Naugahyde carrying case is priced
at only $244.50. Full year warranty.

The Conn Multi-Vider—another reason why “CONN IS
MUSIC'. .. more than any other name.

L ReTURN THIS COUPON FOR commLere Fere Nme ]
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RETURN THIS COUPON FOR COMPLETE FACTS

CONN CORPORATION, Dept. 9601, Elkhart, Indiana

Please send brochure on the Multi-Vider and 500" Am-
plifier, plus name of nearest Conn dealer to:

School or Organization l
Position l
Address ‘ |




New Conn‘500"Amplifier

Also features built-sin reverberation and tremolo; three
instrument inputs including special Multi-Vider input; two
channels; 110 v. auxiliary outlet; polarity switch to eliminate
hum; and foot switch input. Ruggedly constructed, the “500"
weighs just 45 pounds for easy portability. Handsome and
compact, with convenient carrying handle. Full year warranty.

Now...a solid state amplifier designed specifically for wind
instruments! The mighty Conn ‘500"...outperforms any
other amplifier in its price range. More performance. More
dependability.

Extended range, 12-inch, high compliance speaker features
flexible air suspension, 2-inch voice coil and durable, 1 Ib.
Alnico magnet. Speaker is housed in acoustically lined, airtight
enclosure to filter out distortion.

Designed with trouble-free ‘‘space age’’ circuitry that delivers
35 watts RMS with 70 watts peak power. Full frequency range
assures the utmost in faithful tonal reproduction.

Whether playing pianissimo or fortissimo, the 500" reaches
out with undistorted projection that greatly enhances your
tone. Priced at only $399.50.

The Conn ‘500" —another reason why “CONN IS MUSIC"
... more than any other name.

CONIN

CONN CORPORATION
Elkhart, Indiana




“Does the AACM have anything to do with Black Pow-
er?” the young man asked Richard Abrams.

“Yes,” replied Abrams. “It does in the sense that we in-
tend to take over our own destinies, to be our own agents,
and to play our own music.”

The question was both reflective of a kind of currently
popular intellectualism, and of perennial fears among seg-
ments of the majority concerning any group whose activities
are “mysteriously controlled” by black people. Its schizoid
implication was simultaneously all-tolerant and portending of
a HUAC investigation.

The question was one of many asked Abrams, president
of the Chicago-based Association for the Advancement of
Creative Musicians, during the Great Lakes College Associ-
ation’s second conference in humanities, held last November
in Racine, Wis. The conference, attended by representative
instructors from all the institutions of higher learning in the
GLCA, was that day focusing on the wave of creativity
splashing into the mainstream of U.S. culture from the
black ghetto.

Under the guidance of Prof. Charles Teske of the Eng-
lish department of Oberlin College, the conference had
wisely chosen Abrams as a key to academic understanding
of the phenomenon. For, as president of the 30-member
AACM, Abrams steers what must unquestionably be one of
the most creative forces in the black American community.

Abrams’ answer to the question was not only reflective
of the mood of many black artists in the United States today,
but it was probably indicative of the front rank of sentiment
among artists at large in this country. The artist is beginning

.to see that with a little more effort, he can not only reap

by bill quinn

a just share of the profits from his own endeavors—some-
thing that has largely been reserved for the entrepreneur or
middleman—but, infinitely more inportant to some, also
can control what he gives to the public of his art (hence,
what he gives of himself).

After all these years, Sun Ra is still down on 2nd

Street in New York. Now maybe that's just his fault,

and maybe that's the fault of the system—the system

that values art only as a commodity.

—Joseph Jarman, reeds

The unique thing about Abrams’ declaration is that the
association he speaks for, though not the first such jazz
musicians’ cooperative, nor the only one presently operat-
ing, is the oldest, largest, and most prolific group of its type
in the U.S. This after less than three years of existence.

The germ of the association was incubated in the Experi-
mental Band, a unit Abrams organized in 1961 to explore
further avenues of musical expression. Drummer Steve Mc-

ABRAMS CHRISTIAN

CLARK

)

Call and pianist Jody Christian, sidemen of that outfit, began
talking to Abrams about the working conditions facing
musicians—especially black jazz musicians—in the city.
“They suggested that we should form a musicians’ coopera-
tive organization,” said Abrams, who favored the idea too.

Abrams contacted a fourth man, multi-instrumentalist
Philip Cohran, who was also an advocate of organizing.

“We mapped out the format for the meetings on our first
get-together,” Abrams said. “The main thing we did was to
discuss our various viewpoints and hear opinions.”

One of the musicians’ primary concerns was to avoid
coming into conflict with the bylaws of the musicians’ union.
“We made sure that each musician would maintain his in-
dividual obligation as a member of the Chicago Federation
of Musicians. We don’t solicit gigs or do any promoting;
we only represent ourselves as a group of musicians who
are available to play for any interested parties,” Abrams
explained.

Facets of the organizational puzzle fell swiftly into place,
for the four musicians either had gigged with or personally
knew nearly every working jazz musician in town between
them. By the end of the second week, they had formed a
nucleus and held elections.

Abrams was elected president, and has maintained that
post ever since. Christian was vice-president; McCall, treas-
urer; and Cohran, financial secretary.

The group acted quickly to incorporate itself. On Aug.
5, the AACM was chartered as a non-profit organization by
the state of Illinois.

Abrams estimates that at the time of the charter there
were close to 40 members on the rolls. Today, after the
tests of time and fidelity have taken their toll, he places the
group’s numerical strength at 29. “But we have 29 mem-
bers,” he emphasized.

We're interested in brotherhood, the thing that hasn't

existed too much in music, and the realization of self.

This organization deals in self-realization.

—Maurice Mclntyre, reeds

The AACM, it must certainly strike any observer, is com-
posed entirely of individuals. A generation may separate
one member from the next; one wears beads, a beard, and
shirts of psychedelic hues, while another is in a dark suit,
white shirt, and a highly introverted tie. Privately, a member
may be an antiwarblacknationalmilitantsocialist or fairly
unconcerned about anything outside the sphere of his musi-
cal involvement. He does not even have to be black—
Gordon Emmanuel, vibist and former case worker with the
Cook County Department of Public Aid, is the group’s lone
white member.

McCALL
MITCHELL

BOWIE
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This fact is usually made more of outside the organization
than within it, though a few members caused a ripple or two
on the sea of brotherhood at the time of his entry. Emman-
uel, who lives hard by the former jugular vein of the south
side’s black ghetto, in an apartment once occupied by bas-
sist Wilbur Ware, works in the same matter-of-fact harmony
with association members as the others do. Everyone who
opposed his entry seemingly has either left the group or
come to terms with him as a member.

The association lists a set of purposes that sounds like a
political platform in its utopian aims, but it must be said
that the group is a lot closer to total success than either
major party in nailing down its first plank:

To cultivate young musicians and to create music of

a high artistic level for the general public through the

presentation of programs designed to magnify the im-

portance of creative music.

The first part of this initial aim is progressing admirably,
though the association has limited means with which to
implement it. “Actually,” said Abrams, “playing one’s own
music is the highest function a member can serve, after
serving the younger musicians coming up in the association’s
training program.”

Presently quartered in the south side’s Abraham Lincoln
community center, where many Sunday concerts are led
by individual association members and sidemen of their
choice, the association has 10 young charges under its tute-
lage. The members have chosen to teach the youngsters,
who range in age from 10 to 17 years, on their own time
and free of charge. The students, who would othorwise be
unable to afford individual instruction, are selected on the
basis of special promise or desire to play. Facilities are set
up to train students in reeds, trumpet, or percussion. Abrams
is realistic but optimistic about the limitations of the pro-
gram under current conditions. “Teaching piano is a tre-
mendous undertaking, and we’re not quite set up for that
yet,” he said. “But we can teach cello, violin, or almost any-
thing—all we have to have are the students. The members
are ready to give.”

The latter half of the first aim would in itself be the
thesis for a book: Are the programs designed to magnify
the importance of creative music? Do they indeed “magnify
it?” Is the music created of a “high artistic level?”

First of all, what is this music?

Now we are among the third generation of new musi-

cians. This group has acquired an all-powerful con-

viction—it is now all or none at all; the individual as
hero is no more. —-Joseph Jarman

The third generation referred io follows two others that

BRAXTON JENKINS

many observers have said were led by Ornette Coleman,
Cecil Taylor, and John Coltrane (among others) in the
first instance; and by such men as Archie Shepp and Albert
Ayler in the second.

In the first generation, the emphasis is generally conceded
to have been on a kind of abstract but individual virtuosity
(as with Coleman’s rhythmic feeling or Coitrane’s poly-
harmonics or “sheets of sound”). Shepp’s catholic return
to traditional influences and their wedding with abstraction,
and Ayler’s modern humor are often cited as characteristics
of the second generation.

In the generation to which Jarman belongs, in terms of
the music, there seems to be no prohibition against any
sound-making devices. Horns, whistles, gongs, gourds, tam-
bourines, huge sheets of vibrating aluminum, and almost
anything imaginable (in addition to so-cailed “legitimate
instruments”) are all employed—at times charmingly, then
alarmingly—to achieve the music’s ends.

Philosophically, the music demands less ego from the
players and more communal spirit. “The concept of leader
separates man from himself,” Jarman said.

Another aim of the AACM is:

To stimulate spiritual growth in creative artists through

participation in programs, concerts, recitals, etc.

It is the stated aim of the association that every member
not only create his own music, but that he lead a perform-
ance of the work with a group of AACM members of his
choosing. Not all members have done this, but some have
done it very prolifically. As a result, the activities of the
association, especially when the colleges are in session, may
include as many as three or four separate eveits a week.
The Contemporary Music Society, based at the University
of Chicago, has been instrumental in getting the group prac-
tice space as well as concert venues on that campus. Asso-
ciation members have also given performances at North-
western University, Roosevelt University. and the Chicago
campus of the University of Illinois, as well as at numerous
junior colleges within the city. Shock troops of the associa-
tion have also been heard at Cranbrook Institute and at
Wayne State University in Detroit; Washington University in >
St. Louis, and various other locations from San Francisco
to New York during the past year. It is safe to say that the H
AACM is not a complete secret to the outside world, al- <
though there are still more skydivers in the United States J
than people who have heard a group from the association.<

Fortunately, to aid in widening the circle of knowledgeable ¢
people, trumpeter Lester Bowie and reed men Roscoe Mit- g
chell and Joseph Jarman have led recording dates within the ¢
past year under acknowledged ties with the association. In$
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addition, though it is as yet unreleased, Abrams has also
led the waxing of an LP of association members. All the
dates but Bowie’s were made for Chicago’s Delmark label.
The trumpeter’s disc is the debut release for Nessa records.

Chuck Nessa, a jazz fan for most of his young life, was
so enthused about the music produced by the association
that he not only instigated all of the Delmark records under
his former employer, Bob Koester, but was fully prepared
to sell his shirt to record Bowie’s group. “Somebody had to
record them,” Nessa said. ‘“‘Lester [Bowie], Malachi [Favors],
and Roscoe [Mitchell] were at an incredible level of creativ-
ity; it just had to be recorded.” Similarly, Nessa has no res-
ervations about the association. “The AACM is the only sort
of organization that provides for a cross-pollination of ideas
among musicians—it’s the only thing that keeps the music
growing.”

Another aim of the AACM is:

To create an atmosphere conducive to artistic en-

deavors for the artistically inclined by maintaining a

workshop for the expressed purpose of bringing tal-

ented musicians together.

Conversations, lectures, learned treatises, and heated de-
bates join childish hands and circle the maypole of new
music. Long after these things have vanished, as children
will who tire of the same game, the music—Ilike the may-
pole—will remain.

It would be so easy for everyone involved if I could

tell listeners what the new music is about, but, as far

as approaching an understanding of it is concerned, 1

can only give information—e.g., mathematics, har-

monic theory—that is technical in nature. Since the
music is not about technical things, there’s no need to
explore this avenue at all. I can say this, however: the
music that’s happening here is the result of an honest
love of music and a desire to create something mean-
ingful. It seems to me that Western civilization is at
the point where any attempt at the meaningful—self-
realization, love—should at least be investigated.
——Anthony Braxton, reeds.

These concepts seem sometimes to further alienate those
who desire a completely rational or mechanical explanation.
Witness with me, however: Four hundred VIPs—military
men, politicians, and scientists (in all honesty the crowd
did hold a token number of “esthetes” as well) —standing
for over an hour in the cold of a late autumn day on the
University of Chicago campus. They were there for the
unveiling of a piece of sculpture wrought in dedication to
the ATOMIC AGE by Henry Moore. When the widow of
scientist Enrico Fermi finally pulled the drape from the
work, all 12 feet of its sinuously curving mass revealing
nothing to satiate minds hungering for realism, all those
half-frozen people cheered. Aside from the fact that they
knew they could now get out of the cold without seeming
anti-art, the meaning of their cheers is no more out of reason
than a musician’s explanation of his work.

The only difference between freedom and confinement

is a matter of degree. They say that I'm a ‘free’ player,

Al Fielder has a 3-year-old son who plays drums.

When I play with him, I find out how confined I am.

—Charles Clark, bass

No sane man makes a journey without reason. The rea-
sons these men—and women—walk with the association are
as numerous as they are. In every case, however, two of the
questions were answered consistently. The questions: “Why
did you come to the association?”’ and “How long do you
think you’ll remain a member?’ The answers, essentially:
“For the advancement of creative music” and “As long as
it exists.”

When the members apply their creed, individualism re-
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veals itself. “I'm seeking a new harmonic approach—with
ultimate power and discipline,” says 31-year old tenorist
Maurice Mclntyre. “It is necessary to destroy the harmony
of the past, the conventional harmony, in order to get what
I'm after. Instead of using an A, chord, I want to replace
that with a sound which defies identification with any key.
This is unconventional harmony.”

Trumpeter Lester Bowie began on his instrument at age
9, and played throughout high school and into college at
Lincoln University (Mo.) and North Texas State before
work with a string of bands out of his native St. Louis
sealed his destiny as a professional musician. “I came to
Chicago in ’66,” he said. “For six months I listened and
hung out and sessioned with Chicago musicians. They were
playing the same old thing. I was so drugged that I bought
a bunch of Music Minus One records so that I could enjoy
playing. Then Del Hill took me to a rehearsal of Richard
Abrams’ band. I finally found somebody who was really
playing something—and I put away my Minus Ones.”

Alvin Fielder was born in 1935 in Meridian, Miss. He
began taking drum lessons in 1948. Later he was elected
to the All-State Mississippi Band (as was Bobby Bryant).
He studied under Xavier University of New Orleans band
master James Yestadt, now director of the New Orleans
Symphony; and at Texas Southern University, where he
received a B.S. in Pharmacy; and with a percussionist by
the name of Ed Blackwell. He went on to blow with Eddie
(Cleanhead) Vinson in Houston, and with bluesman Lowell
Fulsom. He was a studio drummer for Gospel groups at
Peacock and Duke records. He came to Chicago in 1958,
where he worked with Sun Ra and James Spaulding, among
others. In 1960 he met Abrams. Today, along with tenorist
Fred Anderson and multi-instrumentalist Lester Lashley, he
is a member of The Trio, a firmly entrenched AACM small
group. “I'm not very spiritual,” Fielder said. “Our aim is to
combine the old with the new; to play straight ahead and
free, too. We concentrate on trying to get the music across
to the people in our audiences.”

Roscoe Mitchell’s thing is playing music. When he was
in the army in Germany he studied clarinet with the first
clarinetist of the Heidelberg Symphony. Now he plays nine
reed instruments, and is most widely known as an altoist.

“It's a new period,” said Mitchell. “But there is no such
thing as new music, just good music. This is a period when
musicians are getting more into exhibition along with the
music, as well as incorporating everything that has come to
pass—classical European, Indian, African—everything.”

Which recalls another association aim:

To uphold the tradition of elevated cultured musicians

handed down from the past.

“Until the influx of the English influence,” said Joseph
Jarman, “African musicians were also actors, dancers, etc.
What we’re doing just re-establishes an old tradition.”

Jarman had worked with bop bands and Latin bands
around Chicago before he met Mitchell. Then he joined the
association because he had found a group of men “serious
enough about the music to live it,” he explained.

“Since January 1966, with the exception of a concert in
the tradition of John Coltrane’s music, we have made an
effort to include the visual aspects of music in our per-
formances,” Jarman said of the quartet that bears his name.
“We first did this through theatrical sets, then dancers . . .
What we are trying to do is present a total expression that
an audience has to approach with greater involvement than
merely listening. Slowly, our ideas are beginning to balance
out, but the music is the most important element. If we
find that these other elements impair our musical function,
we won'’t include them any longer.”

One of the less frequent concert leaders, drummer Jerol




Ajay, the association’s business manager, is a veteran of
many bandstands undcr another name. As Gerald Donavon,
the drummer has recorded with Gene Ammons, Sonny
Stitt, and Eddie Harris. He turned to the association because
he found clubowners wouldn’t support creative music.

His objective, as leader of Ajay’s Members, is the creation
of original rhythms and sounds. The instrumentation at his
last concert was three drummers and three voices.

There are many others: schoolteachers by day, like vio-
linist Leroy Jenkins and reed man Nate Vincent, and mem-
bers who disdain a day gig because, for them, “‘there’s no
gig but music;” ladies like cellist Caroline Revis and vocal-
ists Sandra Lashley and Sherri Scott; and many more—and
there’s Abrams himself.

Although the association’s president quietly disdains the
cult of personality, no member of the association has voiced
anything but the highest praise for his musicianship or his
efforts on behalf of the group. “Richard is like a father,”
said Miss Scott. “He never says do this or don’t do that.
He has a way of knowing what you’re capable of and he
gets it out of you.”

Under Abrams and most of the other group leaders, the
approach most often used is thematic only to the extent that
a mood or frame of reference is set. Improvisation and
spontaneous invention, much of it done in ensemble, is a
hallmark of the association’s presentations.

You are tied to nothing, musically. Not in terms of

your technical scope or your ideas. There’s a chance

to play anything. —Gordon Emmanuel

An organization of the nature and size of the AACM,
with such firmly stated methods and goals, goes not without
its critics—though, for the most part, they are simultane-
ously well-wishers.

While tenorist Eddie Harris lauds the intentions of the
group, he feels that the practice of playing among them-

selves much of the time limits the members’ experience.
“They should try to gain experience everywhere they can,”
the tenorist said. “Especially the younger cats in the group.”

“A lot of older musicians know that I'm a drummer,”
said 21-year old Thurman Barker. “But they know this be-
cause they see me playing association concerts. Do you think
that any name musician would hire me otherwise—just be-
cause I told him I wanted to play?”

Another aim of the association is:

To provide a source of employment for worthy crea-

tive musicians.

“Older cats who have most of the gigs are not so quick
to turn a cat on,” said 22-year old bassist Clark. “Maybe
they think that you should pay some more dues. But with
the association, the older cats turn the younger ones on—
and vice-versa—because teaching is learning too.”

It is significant that of the founding quartet, only Abrams
remains a leading force in the organiziation. Drummer
Steve McCall has moved to Europe with his family. Pianist
Jody Christian has only performed one concert under the
AACM aegis, and is now semi-active due to his road-
touring with Harris’ quartet. And multi-instrumentalist Philip
Cohran has resigned from the organization in order to con-
centrate more fully on the activities of his Artistic Heritage
Ensemble. Cohran, who readily characterizes himself for
the record as a “musical racist,” declared simply: “Under
the structure of the AACM, the achievement of my long-
time purposes was too limited for me to remain a mem-
ber.”

However, many of the AHE’s goals are similar to those
of the AACM. Among them is a permanent home for the
group. This Cohran’s group had already achieved by No-
vember 1967. “Though I'm no longer a member of the
association, I'm always glad to hear of their successes,” said
Cohran.
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Reed man Jimmy Ellis, another former member, who
still plays club gigs with association members, began his in-
volvement with music as a trumpeter in 1942. A one-time
sideman with Earl Hines, Pear] Bailey-Louis Belison, blues
singer Lil Green, his brother Morris’ Chicago-based big
band, and Sun Ra’s Arkestra, Ellis had a world of musical
experience behind him when he joined the AACM in 1966.

“What the musicians have forgotten,” said Ellis, who
objects to the AACM’s nearly exclusive concentration on
new music, “is the tradition of this music: W. C. Handy,
for instance.

“If a musician can only play bop, he isn’t making it, is
he? Without a knowledge of the past, there is no future.
How can I know where I'm going if I don’t know where
I've been? Billie Holiday, Sidney Bechet, we can't forget
them.”

On this score, pianist Christian, himself a veteran of
recordings with Johnny Griffin, Stan Getz, Nicky Hill, Ira
Sullivan, and others, observed that “the music played by the
association is the choice of the members. We chose to play
original music. Original means rock or bop or anything, as
long as it is the musician’s own composition. The fact that
much of the music is new is merely the result of the num-
ber of young players in the association.”

But baritone saxophonist Les Rout also questioned some
of the members’ musical directions. “I'm not in love with
what they call their new music. There are only a few cats
within the group I trust. I listened to Mitchell’s Sounds
many times, and I found him impressive, along with Lester
Lashley and Richard. But the most impressive thing about
the AACM is the fact that they’re organized. A lot of cats
are jazz musicians simply because they heard that the
music is unorganized—for this reason [organization] the
group deserves a medal.”

A former member of the Paul Winter Sextet and a co-

hort of Abrams from 1952, when they shared bandstands
around the city’s south side, Rout is now a history instructor
at Michigan State University. He recently published a pro-
vocative paper in the quarterly Journal of Popular Culture
entited 4ACM: New Music (!) New Ideas (?). Starkly ob-
jective, to the point that some association partisans might
consider it a negative criticism (which I don’t believe it to
be), the study explores the association’s stance in many
areas—such as the questionable realism with which the
AACM views the hard-bitten commercialism of today’s
music scene. Also interesting is Rout’s concluding proposal:
that the AACM, in light of his assessment of the group’s
racial militancy, be studied further as an index of the
national mood of the black man.

Conceivably, the group could serve as an index of many
things: the relative success or failure of new music to cap-
ture additional adherents at large, on college campuses, and
among the very people its vibrations are supposedly a re-
flection of; as a measure of the acceptability of the third
wave of new music versus the acceptability of the first two,
and on ad infinitum.

But Rout, and many others in and outside the association,
have it in a nutshell when they talk about the fact of organ-
ization. The most vital thing about the AACM, to this
writer, is that these black jazz musicians are organized and
that they have served notice to the world at large—though
not much of it is looking in at the moment—that here and
now, dig it, jazz musicians—regardiess of the school of
musical thought they most prefer, regardless of how little
financial gain or worldly acclaim comes their way in the
near future as a result of their membership—are organ-
ized, not from without by virtue of agents, THE UNION,
or promoters, but from within, through mutual respect and
sheer rigid-middle-finger determination to master their des-
tinies. This is one promise of Black Power. TS
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VX ost people are either surprised or
shocked when told that blues are often
funny. For biues have always been con-
sidered songs of sorrow, songs express-
ing the depths of sadness and despair.
Webster, for example, defines blues as
songs “‘written in a minor key with
melancholy words.” Most jazz and blues
critics agree. Eric Larrabee, for exam-
ple, says that blues, like a self-torturing
Prometheus, turn “inward in sorrow
and sinfulness.” Leonard Feather claims
blues “sprang from troubled minds . . .
reflected anxiety, depression, and . . .
poignant hurts.” And Paul Oliver, the
most prolific of blues analysts, says that
in the blues “the Negro gives form to
the blues of his experience.”

There are blues, of course, that do
express sorrow and sadness, seem to
come from the deepest wells of misery
and depression. But these blues do not
deal primarily, as commonly thought,
with the effects of slavery and continu-
ing prejudice. Blues poets, with few ex-
ceptions, have tried to universalize their
sadness by ignoring prejudice as a
causative agent and by stressing instead
only the miseries that all men share.
Blues poets have tried to rise above
their past, transcend the miserable con-
ditions of their lives, by ignoring the
effects of their status in society. As good
existentialists, they live each immediate
moment to its fullest extent, and blame

their miseries and bad luck on them-
selves, two-faced women, and the ab-
sence or profusion of alcohol.

It is informative, for example, to
hear Alan Lomax trying to force Blind
Willie McTell (Melodeon MLP 7323)
to admit prejudice against Negroes and
to sing a complaining song. But Blind
Willie had somehow moved beyond at-
tributing his miseries to prejudice; for
Blind Willie, complaining songs are “not
in our times” and, according to him,
it’s just as mean a world for whites as
for Negroes. Blind Willie was fully
aware of mistreatment, as his nervous-
ness indicated; but rather than merely
express that mistreatment in undiluted
complaints or resign himself passively
to it, Blind Willie rebelled in song, in
art and humor.

For, as Freud has pointed out, “Hu-
mor is not resigned; it is rebellious. It
signifies the triumph not only of the ego
but also of the pleasure principie, which
is strong enough here to assert itself in
the face of real adverse circumstances.”
Biind Willie’s transcendence of preju-
dice and misery and his creating out of
them songs of beauty and humor make
him one of the saints of modern times.
It is this quality of transcendence, the
ability to turn misery into beauty and
laughter, that permeates the blues and
is part of their enduring appeal. Thus
even when a blues is sad, the sadness

is seldom special to the Negro, seldom
a sorrow only a Negro can feel.

A few writers have recognized that
blues are not only sad and sorrowful
but also funny, a mixture of tragedy
and comedy. Langston Hughes, for ex-
ample, says that no matter how sad
blues are, “there’s almost always some-
thing funny about them.” Rudi Biesh
claims that in the blues there ‘“are al-
ways present the double-edged speech
and humor of the Negro—his deadpan,
ironic, unpredictable wit.” And accord-
ing to Ralph Ellison, “the blues speak
to us simuitaneously of the tragic and
the comic aspects of the human condi-
tion.”

But bilues humor did not spring
ready-made from the creative genius of
blues poets. Blues humor was not a
mutation, but a converging point of a
wide variety of folk humor and the
end-product of a long historical devel-
opment. There was, for example, a rich
bank of folk humor for the blues poets
to draw upon in the reserves of the
Uncle Remus tales, humorous folk
songs, witty sayings and anecdotes, and
the comic patter of minstrel shows.
There was also present a source perhaps
even more important than these: the
humor of the work song—veiled, ironic,
and sceptical.

The creators of work song humor,
levee workers and field hands, were
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members of the lowest class of Negroes,
men forced to do hard, dirty jobs for
pear-starvation wages. Thus these men
developed the sort of humor all such
groups employ to syphon off feelings
of misery, despair, and revenge. They
had in them, that is, a deep irreverence
for all kinds of rhetorical speech,
whether religious or secular, and they
had an over-riding desire to penetrate
and expose the selfish pretenses those
veils of rhetoric hid. There were outlets
for their humor in the contradictions
between what the white man said—the
promises he made—and what he did;
in the contrast between American ideals
as expressed rhetorically and the way
they functioned in practice, and in the
difference between the so-called Ameri-
can standard of living and the standards
they were forced to endure.

But the work song could not carry
the burdens of social and religious
satire, the wider range of experience
the levee workers and field hands were
becoming increasingly aware of. Thus,
when workers who could sing and play
a guitar left the farms or work gangs
to earn a living by singing on street
corners or at country dances, they de-
veloped a new song form, the blues, to
express the broader-based concerns of
their new listeners and to carry forms
of humor beyond the capacity of the
work song. The country blues singers

Left to right: Joel Hopkins, Sam Lightnin’ Hopkins, John

became in the process the poets we are
only now beginning to recognize, poets
that called upon Thalia, the comic
muse, for much of their inspiration.
There was also a long historical de-
velopment behind the appearance of
humor in the blues. As early as 1795,
for example, a traveler in the South
noted that “the blacks are the great
humorists in the nation.” Constance
Rourke, in her classic American Humor,
credits the Negro with adding a sense
of the preposterous, a capacity for witty
exaggeration, to the comic spirit of the
growing nation. She also noted that
much of Negro folk humor was “a deli-
cate and shrewd satire,” and that it car-
ried a tragic undertone—all elements
that showed up later in the blues. And
Margaret Just Butcher in The Negro in
American Culture says that throughout
the history of the Negro in America,
“there existed alongside the serious,
mystical, other-worldly catharsis the
emotional exhaust of laughter, ridicule,
and even mockery.” She continues:
“This protective mimicry of laughter
was for generations an almost infallible
weapon of appeal and appeasement for
an otherwise defenseless Negro.” She
claims that each form of Negro folk
humor, each “protective mimicry,” was
abandoned by Negroes as soon as it was
discovered and imitated by whites. But
each time this happened, she says, the
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folk Negro devised another form to take
the place of the one abandoned. It is
tempting to suppose that blues is one of
the forms this process has taken, es-
pecially since it has the sort of humor
both she and Rourke found in earlier
versions and has also served, in part, as
a “protective mimicry.”

THUS ALL ELEMENTS seem to be present
for the appearance of humor in a song
that came to be called blues: a wide
variety of folk humor to draw upon, a
long historical development of humor-
ous skills, a vast reservoir of compressed
emotion that had to be released before
it exploded, and a ready subject matter
in the numerous contradictions between
American ideals and their function in
practice.

Comic poets are motivated by desire
for reform. Though their methods may
seem unnecessarily cruel, their purpose
is always humane and the methods dic-
tated only by the necessity for strong
measures. In You Changed, Big Bill
Broonzy brings a woman pretending to
be something she isn’t back to what she
is by merely quoting her own words:
“She said her mother was a Creole,
and an Indian was her dad.” She sup-
posed that by going to Chicago she
could change her name, the way she
walked and talked, and so become a
new person. But Big Bill reminds her:

1 didn’t just know you in Chicago;

MUSIC 68 [] 53



I knowed you back in New Orleans
I knowed you down there when you
were eatin’ rice 'n’ beans.
Tampa Red deflates another female
pretender in Pig Meat Blues:
Now folks may call you pig meat;
you may be pig meat
But you still go on that old hog train.
There is even a healthy dash of self-

blues deserve the sort of scholarly re-
search that John Greenway illustrated
in his liner notes to The Bawdy Blues.
Some of the poems in this genre of
erotic blues have literary subtleties that
compare with those of Sterne and
Shakespeare.

Though blues poets tended to avoid
historical and racial matters, they used

Blues band on Chicago’s Maxwell Street: Houston Phillips, drums; Johnny Young,
guitar; John Wrencher, harmonica; Carey Bell, bass.

mockery in the blues, a capacity to bring
oneself back to earth and to laugh
while doing it. Big Mama Thornton
laughs at herself when she sings: “Well,
they call me Big Mama ’cause I weigh
300 pounds.”

Another large section of humorous
blues compose a genre by themselves;
they are referred to in one anthology as
The Bawdy Blues (Bluesville 1055),
and in another as The Party Blues
(Melodeon MLP 7324). Party blues
carry no social message, have no pur-
pose other than to show a rich display
of ingenious and often humorous sym-
bols. Each seems to compete with the
others in devising new symbols to
glorify the single act they celebrate. In
Ethel Waters’ My Handyman, for ex-
ample, there are 16 symbolic representa-
tions of sexual activity: “He greases my
griddle; he strokes my fiddle,” etc. In
Sweet Root Man, Memphis Slim uses
the root of the yam as a phallic symbol,
and in his Churning Man Blues he uti-
lizes the vertical motions of a churning
stick to symbolize sex. Many of these
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the inescapable fact of varying colors
to create a variety of poetic effects.
They used colors for making a number
of humorous comparisons, and as a
means of address. Thus Leadbelly could
create a rolling rhythmic appeal and a
beautiful song by singing, “Oh yellow,
oh my yellow, oh my yellow gal.”
Unfortunately, however, writers so
far have viewed all references to color
in blues and work songs as evidence of
Negro prejudice, an acceptance of white
attitudes against themselves. Alan Lo-
max, for example, in his liner notes to
Negro Prison Songs (Tradition TLP
1020) says: “With agonizing pain to
himself, the folk Negro has accepted the
very color prejudice which confines him
in his caste.” But instead of providing
any evidence for his assertion, the first
two stanzas of Black Woman, which he
quotes in full after his statement, pro-
vide instead a very fine example of
cleverly disguised Negro wit.
I don’ want no jet black woman;
oh, she’s too mean, Lawd, Lawd;
she’s too mean.

PETE WELDING

I don’ want no sugar in coffee; it
makes me mean, Lawd, Lawd; it
makes me mean.

Contrary to Lomax’s view, however,
the singers cannot be taken literally in
the first stanza, for they are not by any
means implying a correlation between
black color and meanness. Their pur-
pose is not to associate a jet black color
with a hard heart, but to flatter the
boss’ ego by ecchoing his prejudiced
opinion. The second stanza cannot be
taken literally either. The men are de-
nied sugar because of prison ‘economy’
and prejudice. They know this and so
does the boss. But their song ‘justifies’
the absence of sugar by giving the boss
an acceptable reason for it, a reason
that exalts his wisdom and absolves any
guilt feelings he might have had for
withholding it. The singers have ad-
dressed both stanzas to the boss, hoping
he will reciprocate their kindness to
him. Thus the first stanza would seem
to provide no evidence whatever for
Lomax’s belief that Negroes have ac-
cepted color prejudice. It is instead an
example of subtle wit, humor so clever-
ly disguished that it fooled so thorough
a scholar as Alan Lomax.

The Delta Boys’ Black Gal Swing
also uses skin color for a humorous
purpose without implying, despite the
literal meaning, any actual inferiority in
the black woman.

A yellow gal drinks good ol whiskey.

A brownskin gal drinks the same.

What do a black gal do?

Well, a black gal drinks shoe polish—
gettin’ drunk jus’ the same.

A yellow gal will kiss you; she’ll kiss
you awful sweet.

A brownskin gal kiss the same.

What do a black gal do?

Well, a black gal’ll spit juice all over
you, shoot snuff all over your lips
—lovin’ you jus’ the same.

POSSIBLY THE COLOR prejudice Oliver
finds in blues may not be any more real
than the prejudice Lomax thought he
had found in the work song Black
Woman. Perhaps all references to color
in these songs had the humorous inten-
tion of allaying suspicion, so other and
more esoteric meanings could creep into
the songs undetected. Even so sharp an

-observer as Hayakawa, for example,

thought the humorous blues I'm Gonna
Move to the Outskirts of Town was
about “the problem of urban conges-
tion.” The practice of fooling the public
into hearing and even repeating words
it would be shocked to know the mean-
ing of is a perennial source of humor.
Today current rock 'n’ roll groups em-
ploy such means as mumbling and play-
ing loud to fulfill much the same pur-
pose.

Blues singers had a ready subject for
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their wit in contradictions between what
white men said and what they did, be-
tween their power to command and
their need to wheedle and cajole infor-
mation, Contradictions such as these,
of course, could not be exposed openly;
they had to be hidden in lines that cut
several ways at once, lines that were
both innocuous and critical of white
behavior. Just how skillful blues poets
were in hiding meanings can be seen in
Oliver’s analysis of Stovepipe No. 1’s
Court Street Blues. In his liner notes to
Blues Fell This Morning (Phillips BBL
7369), Oliver says lack of education
“left many Negroes in appalling ig-
norance, ill-equipped to meet domestic
problems.” Then to prove his general-
ization, he says “When Stovepipe No. 1
declared,

I'm gonna get me a picket off a

graveyard fence.

Gonna beat you brownskins till you

learn some sense,
he could have solved few problems.”

Oliver fails to realize, however, that
Stovepipe is not showing how unedu-
cated Negroes solve their domestic
problems. Instead Stovepipe is playing
a role, presenting the white man’s ina-
bility to deal humanely with a problem
he himself has created: an unhappy
and therefore inefficient work crew.
That the speaker is playing a role is
shown clearly in the next stanza, which
continues with the same speaker:

Tell me, brownskin, what is on your

mind?

Reason 1 ask you, brownie, you

bound to run me blind.

The question “brownskin” is asked ob-
viously represents a white man’s re-
quest for information. Thus Stovepipe’s
wit centers on the contrast between the
power of the white—"“I’m gonna get
me a picket”—and his need to ask the
brown mask that faces him: “Tell me,
brownskin, what is on your mind?”
His fear that “brownie” will run him
blind is also loaded with humorous
implications, some ante-dating the Civil
War. It recalls the old saying, for ex-
ample, “Running freed more slaves
than Lincoln.”

Blues poets also made humorous use
of contradictions between the high
ideals Negro preachers expressed in
church and the behavior of some of
them out of church. Hi Henry Brown’s
Preacher Blues is an example both of
high poetic power and humor.

Preacher in the pulpit, bible in his

hand.

Sister in the corner, cryin’, “There’s

my man.”
The absence of verbs in the first state-
ments suggests a posed picture, the
preacher as the public sees him. Then
just as the lack of action has reached
the limits of endurance, the verb ‘“cry-

ing” releases the tensions the static
image has set up. The picture then dis-
solves into the reality behind the posed
image.

Son House also creates humorous ef-
fects by noting differences between high
ideals and actual behavior in Preachin’
the Blues.

I'm gonna get me a religion; I'm

gonna join the Baptist Church.

I'm gonna be a Baptist preacher, and

I sure won’t have to work.

I wish I had me a heaven of my own.

Great God-A-Mighty, a heaven of

my own.

And I'd sure give all my women

their own sweet happy home.

But even more important than the
types of blues already mentioned is
another, broader in scope and far more
complicated, blues too sad to be funny
and too funny to be sad. These blues
are part of an outlook—called tragi-
comedy, black humor, and dark comedy
—that has become increasingly preva-
lent as a literary point of view, espe-
cially in the modern dramas of Ibsen,
Chekov, Strindberg, Lorca, and Piran-
dello. By combining various discordant
elements—tears and laughter, life and
death, good and evil, tragedy and humor
—writers induce mental strife. The
conflict caused by the simultaneous
appearance of two opposed elements
shocks and upsets whatever balance the
mind has achieved, forcing it to con-
centrate on the experience presented
until a new balance, a fresh insight, is
attained. Thus when writers fuse sad
and funny elements, as in blues, the
outlook provokes neither tears nor
laughter but an ‘earned’ response that
neither could provoke alone. As Hera-
clitus said: “The unlike is joined to-
gether, and from differences results the
most beautiful harmony, and all things
take place by strife.” Perhaps part of
the enduring appeal of blues lies in
their combining sad and funny elements
to produce a response thal lies some-
where between tears and laughter. The
combination produces mental strife,
from which “results the most beautiful
harmony.” The following examples of
dark comedy show the harmonizing
power of blues.

Well, now you know my mama told

me when 1 was only 6 weeks old.

She said, ‘Son, you know you get 6

weeks older, you know mama gon-
na set your clothes outdoors.’

Well, now you know I looked at my

mama, and, baby, I began to cry

1 said, ‘And when you put your boy

out, well, as soon as I leave your
poor boy gonna die’

* %k &

Got me accused of peepin’; 1 can't
see a thing.

Got me accused of pettin’; 1 can't
even raise my hand.

Bad luck, bad luck is killin’ me.

Got me accused of murder; 1 never
harmed a man.

Got me accused of forgery; 1 can’t
even write my name.

Bad luck, bad luck is killin’ me.

Got me accused of taxes; 1 don't
have a lousy dime.

Got me accused of children; ain’t
nary a-one of them mine.

Bad luck, bad luck is killin’ me.

* ok %k

1 walked, and 1 walked, and 1
walked, and I walked; I stopped
for to rest my feet.

I sat down under an ol’ oak tree and
there went fast asleep.

I dreamed 1 was sittin’ in a swell
cafe as hungry as a bear.

My stomach sent a telegram to my
throat:

‘There’s a wreck on the road some-
where.’

But I heard the voice of a pork chop

say: ‘Come unto me and rest.’

Well, you can talk about your stewin’
beans; I know what’s the best.
Well, you can talk about your chick-
en, ham ’'n’ eggs, turkey stuffed

an’ dressed.

But 1 heard the voice of a pork chop
say: ‘Come unto me and rest.

* %k %k

You took her gun, hit her razor hand.
And you were wrong ’cause she ain’t
never harmed a man.
* %k 3k

Hey, Mr. Jailer, will you please bring
me the key?
I just want you to open the door, sir,
‘cause this ain’t no place for me.
* ok ¥k

I looked for my pistol, but I found
I had the safety on.
And before 1 could shoot it, that man
had my best gal and gone.
* &k Ok

You're so beautiful, but you've got
to die someday.
All 1 want’s a litile lovin’ just before
you pass away.
* %k X

I went up to my window just to see

what I could see.

Someone was in my bed, and 1 know

it wasn't me.

Once the stereotype of blues as only
songs of sorrow has been broken, humor
of one sort or another becomes the
keynote of the whole form. Blues could
not have survived if its songs had only
expressed the miseries of their back-
ground conditions; their art, their po-
etry, consists in having transcended
those conditions, in having made out of
them that most beautiful harmony.

MUSIC '68 [ 55



THE BEST OF

A Guide to Blues, Gospel, R&B and Ragtime on Records

By PETE WELDING

During the last eight to ten years, interest in blues
specifically, and American Negro folksong generally, has
spiralled at a truly astonishing rate. The blues collector of
a decade ago had to content himself with the occasional
LP recital by Josh White, the ubiquitous Brownie McGhee
and Sonny Terry, or the recountrified Bill Broonzy that
the folksong revival sent his way. True, there were such
beauties as the exemplary four-LP Bessie Smith set on
Columbia, some blues items in the short-lived RCA Victor
“X'" label reissue series, the classic jazz-blues reissues of
Paramount, and other such anomalies, but the blues re-
issue was a rarity and the release of a current recording
by workers in the blues vineyards almost unheard of.

All this has changed, however. Presently there are more
than 700 long-play albums of biues and related authentic
Negro folk music materials available to the student/col-
lector of this music. The range of the material and the
styles represented is broad, from archaic, almost prim-
itive-styled field recordings to glossy, meticulous samples
of the studio recording engineer’'s art, as well as every
shade in between. Major labels have instituted recording
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programs that provide for the issuance of new material by§
contemporary and veteran blues performers—recordings 2
that are produced with the same seriousness of intent and 3
attention to detail that are lavished on jazz recording
activities; additionally, reissue programs involving bluess
materials are implemented by these firms when feasible.g

However, the major burden for blues issues falls to the Z
small, independent record label, of which a fair number
have proliferated during the last decade. Generally these
labels are conducted as labors of love by their operators,
most of whom are themselves collectors-enthusiasts of
the music. Dealing in sales quantities that are tiny in
comparison with those of the major labels, and thus op-
erating on a small profit margin, these firms nevertheless
have carried forward, and continue to carry forward, most
of the serious and valuable work in blues scholarship,
documenting older, germinal stylistic materials, tracing
regional developments and diffusion of the music—in
short, charting the historical evolution and dissemination
of the blues.

The rediscovery of the old country blues on rare shellac




78-rpm and their issuance on LP, coupled with the corol-

lary rediscovery of a number of the old performers, has

resulted in a virtual rewriting of blues history. Most im-

portant, perhaps, has been the belated recognition of the

ongoing, fecundating role of Mississippi in the mainstream
of the blues. Chief agent in this awakening was Origin

Records, one of these independent operations, whose re-

issue on LP of many rare and often obscure examples of

the work of the important Mississippi Delta bluesmen was
vastly instrumental in focusing attention on the powerful,
influential music of this area. It was largely as a result of

Origin’s two reissue albums of his work that the innova-

tive Charley Patton became to be recognized as one of the

progenitors—or at least one of the earliest exponents—of

the harsh, introspective Mississippi blues style; his musi-
» cal offspring have been virtually legion, extending to the
Z present in the form of Muddy Waters and Howling Wolf,
i among others.

While some firms—Origin, RBF, Blues Classics, and
America’'s Music, to list the most active—have concen-
trated on the reissue of older recordings of American
Negro folksong, a number of others—Arhoolie, Delmark,
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Folkways, Testament, Spivey, Folk-Lyric, Piedmont-Melo-
deon, among them—have concentrated on documenting
the ongoing traditional activities, seeking out and record-
ing old and new carriers of those traditions.

The following selected discography was assembled in
the hopes of leading the novice coilector of this material
to a number of the more durable, significant, or musically
rewarding of the hundreds of LPs of Negro folksong that
have been issued in recent years, and of calling attention
to items the more experienced collector might have
missed. Naturally, any such listing as that which follows
presupposes a certain amount of subjectivity, but | have
tried to be as objective as possible in the selection of
recordings and in my descriptions of them. The biases
they reflect will be familiar to readers of my Blues 'n’ Folk
column in Down Beat, and should be so approached. In
the main, however, | have attempted to list those items
which have taught me most about the music and which
have given me the greatest amount of pleasure over the
years. —Pete Welding
(Note: all recordings are 12-inch LP unless otherwise
specified.)

Photos: Opposite page: The Staple Singers (Roebuck, Cleo, Purvis and Mavis Staples).

Below: Blues Musicians on Chicago’s Maxwell Street,
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Afro-American Blues and Game Songs;
edited and annotated by Alan Lomax
(Library of Congress AAFS L4).

An essential set of field recordings,

primarily collected in southern prison
farms during the 1930s, of the freely
decorated, extended country blues, as welil
as hollers (“arhoolies”), harmonica solos,
and children’s game songs, lullabies, and
several ring games. Excellent annotations.

Afro-American Spirituals, Work Songs
and Ballads; edited and annotated by
é;a;n Lomax (Library of Congress AAFS

A magnificent album of field recordings
of older-styled Negro religious music, su-
perb worksong and ballad performances,
again primarily from penal farms and col-
lected in the years 1933 to 39. Informa-
tive, detailed notes.
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—Anderson, Pink and Gary Davis, Ameri-
can Street Songs; edited and annotated
by Kenneth L. Goldstein (Riverside RLP
12-611). Also available as Gospel, Blues
and Street Songs (Riverside RLP 148).

Representative selections by two exem-
plary South Carolina sidewalk minstrels.
Anderson, with years of touring medicine
show experience behind him, is a fine
singer-guitarist with a vast fund of tradi-
tional song, among which are ballads,
blues, dance pieces, minstrel novelty songs,
popular and Gospel songs. Davis, on the
other hand, is a street-corner evangelist
(though he earlier had performed blues
when recording with his mentor Blind Boy
Fuller in 1935), a strong singer and a
stunning guitarist whose beautifully con-
trolled performances of religious music are
among the most affecting that may cur-

rently be heard in the Eastern Seaboard
style. Additional recordings by both are
available on the Prestige/Bluesville label,
while a set on the Stinson label, The Sing-
ing Reverend (SLP 56) exactly duplicates
an earlier 10-inch Davis LP.

Arnold, Kokomo and Peetie Wheatstraw;
edited and annotated by Chris Strachwitz
(Blues Classics BC-4).

An attractive comptlation of commercial
“race record” releases by two of the urban
blues idiom’s more intcresting and viable
performers. Georgia-born James “Kokomo”
Arnold was a master of the so-called
slide guitar technique, and the whining,
near-vocal sound of the approach enlivens
the eight selections, recorded in the years
1934-37. Wheatstraw, also known as “The
Devil’s Son-in-Law” and “The High Sher-
iff of Hell,” though his given name was
William Bunch, was a haunting singer-
pianist (and sometime guitarist) who re-
corded extensively from 1930 to his death
in 1941, His distinctive yelping vocal style
and his gifts as a composer of memorable
blues are well demonstrated in eight num-
bers recorded from 1930 to 38.

Berry, Chuck, One Dozen Berrys (Chess
LP-1432),

An invigorating program of instru-
mental and vocal performances by one
of the innovators of the rock-and-roll form,
a hybridization of blues and popular song
elements which occurred in the mid-1950s.
Supple, danceable rhythms, rapid-fire
guitar work, and the ensemble playing
more than compcnsate for the occasion-
ally insipid, adolescent-directed lyrics.
Other recordings by the performer are to
be found on the same level, the two-LP
Golden Decade (Chess LP 1514) offering
a_ particularly interesting cross-section of
his recorded work for that label from
1955 until the present. His recent record-
ings for Mercury do not possess much of
the Ere or conviction of his important early
work.

Blind Blake, Blues in Chicago; edited and
annotated by Hans R. Rookmaaker (Dutch
Riverside RM 8804).

Sixteen well-chosen selections, recorded
between 1926 and 31, by the facile singer-
guitarist whose polished blues were to
exert a significant influence upon popular
blues recording artists like Big Bill Broonzy,
Josh White, and others. The notes, by a
Dutch jazz writer, are more enthusiastic
(and occasionally fatuous) than informed.

Blues at Newport, 1964, Volumes 1 and
2; edited and annotated by Samuel B.
Charters (Vanguard VSD 79180 and
79181).

Indicative of the pronounced interest in
the undiluted country blues on the part of
the folk music revival audience are these
two LPs, recorded at various programs
during the 1964 Newport Folk Festival.
Several recently re-discovered blues per-
formers—Mississippi John Hurt, Skip
James, Sleepy John Estes, and Reverend
Robert Wilkins—are represented by some
of their finest performances on record,
while there is added interest in the exciting
music of a number of Negro tradition
bearers unearthed by the revival—Fred
McDowell, Robert Pete Williams, Doc
Reese, Willie Doss, and Elizabeth Cotton.
Well-engineered sound, and feelingful an-
notations.

Blues in the Mississippi Night; recorded,
edited, and annotated by Alan Lomax
(United Artists UAL 4027).

Subtitled “The Real Story of the Blues,”
this provocative album combines recorded
interviews of three popular Chicago-based




recording artists, guitarist Bill Broonzy,
harmonica player Sonny Boy Williamson
(#1), and pianist Memphis Slim, with
their performances of traditional blues and
worksong re-creations, and with field re-
cordings by traditional Negro singers of
blues, hollers, and worksongs. A fascinat-
ing, colorful document. Complete tran-
scription (occasionally inaccurate) of the
interview and song materials is included.

Bluebird Blues; edited and annotated by
Lawrence Cohn (RCA Victor Vintage
LPV-518).

A sampling of the huge catalog of blues
performances recorded between 1933 and
1946 by Bluebird, RCA Victor’s popular
“race record” wing, this set includes pow-
erful country blues performances by Poor
Joe Williams, Tommy McClennan, and
Arthur “Big Boy” Crudup, as well as
representative selections by Blind Willie
and Kate McTell, Tampa Red, Lonnie
Johnson, Sleepy John Estes, and Sonny
Boy Williamson. Cohn’s notes are most in-
formative.

Bradford, Alex, Abyssinian Baptist Gos-
pel Choir; annotated by Langston Hughes
(Columbia CS 8348).

Under the direction of Bradford, one of
the most gifted and prolific singer-com-
posers in current Negro religious music,
the 120-voice Abyssinian Baptist Gospel
Choir of Newark, N.J., offers one of the
most exciting, volcanic programs of Gos-
pel song ever recorded. Fine soloists,
powerful ensemble singing, and excellent
recording (the stereophonic sound is per-
haps the best on record) make this the
finest location-recorded album of religious
song in recent years, imparting a sense of
the fervor and intensity the music is
capable of generating. Additional record-
ings by Bradford, though with more usual
small groups, are available on the Spe-
cialty label, Too Close to Heaven (SP
2108) being particularly impressive.

Carr, Leroy, Blues Before Sunrise;
edited by Frank Driggs, annotated by
Duncan P. Scheidt (Columbia CL 1799).
Tennessee-born singer-pianist Carr was
among the earliest shapers of the smooth,
regularized urban blues approach that
gained favor and ultimately dominated
blues recording in the 1930s and 40s.
This set of 16 performances memorializes
the buoyant rhythm, the light, unforced
singing, the appealing interplay of supple
piano and intricate guitar (most often by
Carr’s longtime partner Scrapper Black-
well, though Josh White is added on three
tracks), and the catchy, witty lyrics that
were Carr’s contribution to the music.
The notes are detailed and instructive.

Can’t Keep from Crying; recorded, edited,
gn(;il annotated by Pete Welding (Testament
-01).

Eleven songs by traditional performers,
all but one recorded in Chicago in the
weeks following the assassination of John
F. Kennedy, capture the deep feeling of
loss experienced by the Negro at the death
of a president who had done much to
further the cause of civil rights. A moving
document.

Charles, Ray, The Ray Charles Story
(Atlantic 2-900; two LPs).

The 29 selections on these two discs
document the development of this popular
artist in whose music the three main
streams of American Negro music—blues,
Gospel music, and jazz—combine in a
mutually stimulating and hugely successful
manner. Charles’ gritty, exhortative voice,
the antiphonal responses of the Raelets
supporting vocal group, and the finely

disciplined Charles orchestra are in superb
form in these influential, genre-defining
recordings. Additional Charles recordings
are available on the Atlantic, ABC-Para-
mount, and Tangerine labels.

Chicago Blues—The Early 1950s; edited
and annotated by Chris Strachwitz (Blues
Classics BC-8).

The second wave of post-World War
II Chicago bluesmen who followed in the
wake of Muddy Waters, Howling Wolf,
Little Walter, etc., is represented here by
their more interesting selections in a judi-
cious cross-section, culled from commercial
recordings of the period and featuring
such artists as Junior Wells, Johnny Young,
J. B. Hutto, Homesick James Williamson,
John Brim, Snooky Pryor and Moody
Jones, Floyd Jones, and others. Only fair
notes, however.

Chicago/The Blues/Today!; recorded,
edited, and annotated by Samuel B. Chart-
ers (Vanguard VSD 79216, 79217, and
79218).

These three recent recordings document
the ongoing blues activity in Chicago.
Most of the performers represented are
lesser-known disciples of the influential
modern Chicago bluesmen; all have re-
corded previously—with varying degrees
of commercial success—and have worked
intermittently in the city’s irregular club
scene, and their music is indicative of
what passes for standard fare in the clubs
and taverns of Chicago’s South and West
Sides. The Vanguard series, it should be
emphasized, is not representative of the
best work of these artists, but it is at
least convenient, uniform, and readily ob-
tainable. Allied recordings include Modern
Chicago Blues (Testament T-2203); Otis
Spann, Nobody Knows My Troubles (Tes-
tament T-2211), The Blues Never Die
(Prestige 7391), and Blues Is Where It's
At (BluesWay 6003); Junior Wells, Hoo-
doo Man Blues (Delmark DL-612) and
Its My Life, Baby (Vanguard VSD-
79231); Johnny Young and His Chicago
Blues Band (Arhoolie F-1029), and The
James Cotton Blues Band (Verve Folkways
FTS-3023), among others.

Sam Collins; edited and annotated by
Pete Whelan (Origin Jazz Library OJL-10).
Reissues of 14 performances, recorded
between 1927 and 32, by the first of the
great Mississippi Delta bluesmen to record
commercially, plus two numbers by singer-
guitarist King Solomon Hill, reputed to be
a pseudonymn for Collins, a theory that
has since been discarded. An important
set, however, as it makes available most of
Collins’ best and most traditional-based
performances. Hill is superb.

The Country Blues, Volumes 1 and 2;
edited and annotated by Samuel B.
Charters (RBF Records 1 and 9 respec-
tively).

Two interesting companion albums that
provide a good cross-section of the highly
individualized country blues approaches
and which hint at regional differences in
style and texture. In the main, the material
has been well selected from pre-war com-
mercial recordings by excellent, represen-
tative workers in the country blues tradi-
tions, though one might take exception to
the inclusion of urban stylists Maceo
Merriweather, Leroy Carr, and Lonnie
Johnson. A related set is the two-LP The
Rural Blues (RBF Records 202), which
purports to examine the vocal and instru-
mental resources of the country blues but
which is only partially successful.

Country Blues Classics, Volumes 1, 2, 3,
and 4; edited by Chris Strachwitz (Blues

Classics BC-5, 6, 7, and 14 respectively).

Interesting compilations of country-
based commercial blues releases, selected
with discrimination by a knowledgeable
collector. The sets’ chief value is in the
judicious blending of pre-war and post-
war recordings, demonstrating the ongoing
viability of the forms. The absence of
notes is a serious defect in an otherwise
splendid set of reissues.

Detroit Blues—The Early 1950s; edited
by Chris Strachwitz, annotated by Paul
Oliver (Blues Classics BC-12).

Post-war blues developments were not
confined to Chicago, as this set of 14
recordings produced in the industrial city
of Detroit attests. Instruments were elec-
trically amplified, as in Chicago blues of
the period, but the Detroit blues—in the
absence of a large recording complex—
retained a more pronounced feeling of the
older pre-war blues, as the recordings by
Baby Boy Warren, Dr. Isaiah Ross, Big
Maceo Merriweather, Bobo Jenkins, and
Eddie Kirkland in this album reveal. A
related set is Dr. Ross’ Call the Doctor
(Testament T-2206). More recent Blues
Classics sets document blues activities of
the period for Memphis and the Mississippi
Delta (BC-15) and Texas (BC-16). A
valuable series.

Bo Diddley (Chess LP-1431).

Earliest and still the most satisfying
single album by singer-guitarist Diddley,
with Chuck Berry a progenitor of the
mid-1950s blues-pop offshoot, rock-and-
roll. Hypnotic rhythms, excellent group
playing in a style very close to the modern
Chicago blues mainstream, fine harmonica
work by Billy Boy Arnold, and interesting
lyrics combine to produce one of the
classic rock albums. Other Diddley albums
on the same label.

Sleepy John Estes, 1929-1940; edited
and annotated by Samuel B. Charters
(RBF Records 8).

An extraordinarily affecting folk poet
whose songs have been among the most
moving and autobiographical blues ever
recorded, Estes is here heard in a program
of 12 selections originally issued on com-
mercial discs in the first phase of his
recording career. Among the accompanists
on these superb recordings are mandolinist
Yank Rachell, pianist Jab Jones, and har-
monica player Hammie Nixon. Redis-
covered in 1962, Estes, now blind, has
embarked upon a second career and his
recordings from this period, also with
Rachell and Nixon, may be heard on the
Delmark label, Especially recommended is
The I.egend of Sleepy John Estes (DL-603).
Mandolinist Rachell has recorded for the
same label; his Mandolin Blues (DL-606)
is an interesting set.

Blind Boy Fuller; edited by Chris Strach-
witz, annotated by Paul Oliver (Blues
Classics BC-11).

Easily the foremost blues musician of
the Piedmont area of North Carolina was
blind singer-guitarist Fulton Allen, better
known as Blind Boy Fuller, under which
name he made a good number of com-
mercial recordings from 1935 until his
death in 1940. The 14 selections compris-
ing this set are among his best, most rep-
resentative work and are further enlivened
by the presence of blind harmonica player
Sonny Terry and washboard player Bull
City Red (George Washington), with
whom Fuller often worked on the streets
of the Carolina tobacco towns. Fuller’s
music is kept alive today in the work of
Brownie McGhee and Sonny Terry; the

(Continued on page 86)
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A FEW DAYS on business in a town you don’t know means, among other things,
wondering what you’ll do after the last conference is over at 6 p.m. or 8 p.m. or
10 p.m. I knew that, so I asked around the office when I arrived there from the
Houston airport.

“Jazz music? I don’t really know much about that, but I understand there’s some
Dixieland music down on Travis Street at the Club Hannibal.”

“Well, let’s see . . . there’s a place near Market Square where they play some
kind of rock & roll music.”

“Two or three places in town have Greek bouzoukee music, with belly dancers
and all.”

I scrawled “Travis St.” and “Market Sq.” on the back of a calling card, slipped
it in my shirt pocket, played with the thought of possibly going for the bouzoukee
(for me, Zorba the Greek lives—the patronizing mainstream American critical
reaction to the film and book notwithstanding), and then shut all that off to address
myself to the sometimes interesting and engaging, but more often deadly routine
manipulating I knew I'd be involved in the rest of that Tuesday workday.

As it happened, I wrapped it up relatively early. Quick shower and shave at the
hotel, then dinner by 9 or so. Urgent inner whispers, “Turn on a little,” as I drove
down the deserted, quiet, very lonely streets. I found Market Square and parked.
A young kid hurried along on the sidewalk across the square. A burly guy in a
ragged jacket crossed the street against the DON’T WALK sign on my side of the
square. Stillness, little light, footstep echoes as I walked toward the corner diag-
onally across the way from a couple of clubs that seemed to be open.

A softly lighted storefront at the corner revealed nine or ten large canvases and
a slender, slightly stooped lady standing in the middle of an art gallery of sorts in
what used to be a delicatessen or Army-Navy store. I walked in and listened to a
fragile, faintly trembling voice earnestly recite facts and names and dates about
the painters whose work hung on the walls. The old lady and some of the paintings
were really very nice. I told her that, and then asked her about jazz music in the
area.

“I'm afraid I don’t know much about jazz music. But let me think for a moment
- - - across the square there, some young men with long blue hair play guitars and
sing. And over there at the Club Hannibal, they have some kind of musical enter-
tainment. I believe it is a Gay Nineties kind of revue.”

After thanking her, I paused outside to consider just going back to the hotel.
Oh what the hell, stopping at the Club Hannibal would not take that much time,

The young Negro at the door apologetically told me there was a $1 admission
charge. I saw a bar the length of one wall of the dark rectangular room, a band-
stand against the opposite wall, and perhaps 20 tables, arranged semi-circularly
around it. I was led to a table near the bandstand. I apparently had arrived during
an intermission. Hey; a tenor sax, bass, drums, and piano up there. Well all right;
I either was going to hear some very corrupted Dixieland and Gay Nineties music,
or the young girl at the office and the old girl at the storefront gallery were really
out of it.

I sipped a drink. There were 25 or 30 customers in the place, including four
young persons with long blue hair at the table next to mine. The bartender was
white and heartily friendly. The waiters were black, pleasant in an almost-southern-
colored way, and vaguely uncomfortable in response to my unfolding conviviality.
An open spiral staircase in the middle of the room led to something upstairs. Over-
all, a nice lambent feeling to the place.

A muscular man on crutches lifted himself up onto the bandstand and into a
barstool-like chair, grunting, and positioned his unbending leg in front of him. The
face alone possibly would not have done it, but the tenor saxophone he picked up
completed the recollection. “Arnett Cobb!”

Now what the hell was Arnett Cobb doing up there? Featured tenor sax soloist
with the rampageous Lionel Hampton band of the mid-40s, Cobb had long since




dropped out of sight and mind of the jazz audience as well as of whatever more
general public he had had in his heyday. “Hamp’s tenor man in the 40s? Oh, you
mean Illinois Jacquet, or maybe Johnny Griffin"—and there Arnett Cobb lay
buried between the memory of a predecessor and successor with the Hampton
band. But Arnett’s tough, wild solo rides on the stage of Cleveland’s Palace Theatre
had hit hard and true and had shaken up an idea or two of mine about what was
moving and hot and real, and I remembered.

THAT AND THE next night was an old, interrupted romance, flickering and kept
going mostly by a remembered excitement. Oh, the music rocked along in a nice,
easy enough groove: simple, straight-ahead stuff with enough of an occasional
gutty outburst by Arnett to keep you from getting too comfortable. Drummer,
bassist, and pianist kept a happy, bouncing beat going.
“Let’s bring on Joy Ann Tobin,” and a young, shining, bright black chick sang
a few songs with a controlled attack that said she was a singer who had done her
. homework, and a hint of raw exuberance that said she perhaps was even more a
woman. Feet tapped and heads nodded to the rhythm and all that, but it really

Eddie Vinson, Jimmy Ford, Joy Ann Tobin and Arnett Cobb in Action

“ was the long-ago feeling and the loose reminiscing with Arnett that made that
5 Tuesday and Wednesday more than just a pleasant interlude.

y The following Sunday night, on the other hand, was out of sight—on its own
> and for what it was more than because of remembrance of things very young and
:unbeatable and unretrievable.

Joy Ann was singing when I paid my dollar and was led to the empty table in
front of the bandstand. She was finishing a showy Shadow of Your Smile as she
looked over and smiled a splendid hello. Bill Bailey, Won't You Please Come Home
was announced as her closing number for that set. “Oh Jesus,” I thought and
prepared to make wholesale allowances for a song battered through the decades
by countless singing pianists and bathetic supper club torch singers. Leaning for-
ward into the microphone, her body barely undulating and then infectiously rock-
ing back and forth to the increasingly pounding beat, her voice calling and then
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1947: Arnett leads Booty Wood and Dave
Page down the Apollo Theater aisle.
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urgently shouting, she took us beyond the lyric and shape of that song to a place
where might-have-beens are.

Her minor miracle accomplished, Joy Ann skipped off the bandstand and sat
down beside me. She was flush with the warmth she had generated and pleased in
a childlike way by the vehemence of the crowd’s applause. She said “Hi” in a
little girl whisper that flashed a glimpse of wide-eyed innocence in a world of hard-
bitten bastardliness. Only a glimpse, though, before the loose-fitting mask fell back
into place. She asked how I had liked her last song. I told her she had been fine.
I wasn’t jiving and she wasn’t jiving, you understand—just nice and polite and on-
the-level chatting.

There was a second hornman in the band, a vaguely familiar face blowing alto
saxophone. He and Arnett on that big tenor sax were casually playing around with
some simple riffs on top of a heavy beat laid down by Ben Turner on drums, Ben
Stuberville on bass, and Cedrick Hayward on piano. “Eddie was off sick when
you were here before,” Joy Ann nodded toward the alto player, her head and
shoulders moving with the pounding rhythm. Eddie played a swinging little solo—
loping wails interwoven with jagged runs—and then got more purposeful and in-
tense in response to a new alto sound that tore into the group from a customer at
a table directly in front of Arnett’s rigidly outstretched leg.

“Eddie who?” I asked Joy Ann.

“Eddie Vinson. And that’s Jimmy Ford at the table. He likes to sit in.”

Leaping, thrusting, agitated sounds swirled around the spiral staircase and
bounced off the walls as the three hornmen bumped and felt their way toward and
around one another. Ragged, jarring stuff. Most of the customers looked a little
puzzled, like someone who awkwardly smiles at a joke he really doesn’t understand
but can’t feel loose enough to either put down or ask about.

“Cleanhead Vinson, the blues shouter?”

“Yeah,” Joy Ann said, pleased. “Do you know Eddie?”

I knew his blues singing more than his alto playing. Vinson, like Arnett, had
dropped from national view years before. I knew the last thing I had heard of his
was a record made 20 years before with the Cootie Williams Band. ‘Cleanhead’
Vinson sometimes came to mind when I heard Jimmy Witherspoon or Jimmy
Rushing shouting the blues. Except for that, I really had forgotten him.

The set ended to mostly dutiful applause. Arnett came by on his crutches, said
his raspy hello, told me he’d come back by soon, and pulled himself off to make
a phone call. I stopped Eddie Vinson as he walked by. “You still shout the blues?”
I asked. A broad grin temporarily erased the weary lines in his face. “You know I
shout the blues, baby?” Yeah, he would sing during the next set.

“Lemme tell you, though,” he added conspiratorially, the grin gone. “I'm ooold.
You know, an old man, not what I used to be.” He stated it as a matter of fact,
without self-pity or sentimentality. So it was in that spirit that I countered, “Oh
man, don’t let the young hipsters get you to believing you’re all washed up be-
cause you’re almost 50. You telling me you’ve got to be 25 to be alive?” He read
my clumsy rejoinder as a condescending kindness, and rejected it with a snort.

“Crap,” I snorted back, “Louis Armstrong is a hell of a lot older than you, and
when Louis isn’t in his Hello Dolly bag, he still gets his beautiful thing going.
Look at Ellington; Duke is 67 or 68! And dig this. Dizzy Gillespie’s as old as you
are. Does Dizzy look like he’s gelting ready to lay down and die?” I could feel the
ooze of the swampy ground I had gotten onto and was relieved to see Vinson
wave it all away and head for the bar.

“Well look, I'm going to buy you a drink,” I told Joy Ann.

She smiled and that little girl thing peeked out again. “Can I have anything I
want?”

Houston is in Texas, and that means you bring your own bottle into a club and
order set-ups or else you just drink beer or wine. So why did she ask me that?
Was she putting me on?

“Yes, sure.”

“Then I want burgundy, please,” she said seriously. When the cocktail glass full
of burgundy wine came, together with another beer for me, the queen of that
bandstand fingered the glass-stem like Jean Arthur or Audrey Hepburn fondling
the first wondrous glass of champagne of the movie; she plainly was delighted. I
played around with the irony of that for a moment, trying to shape it into concrete
symbols. Bad scene. That seeking for explication only numbed my feel of it, and
I let it loose to merge again with the evening’s free-flowing warmth.

ARNETT CAME BACK and chose to stand by my chair, leaning on his crutches, rather
than venturing the sweaty, grunting ritual of getting himself into a chair. How
did it happen? Bad automobile accident back East. Almost fatal, Lousy break but
lucky in a way. Why back to Houston for good? Can’t really take the road any
more. Tired of all that traveling anyway. Daughter needs roots as she grows up.
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Hamp and Arnett
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Houston is home. Some just end up going back home.

We picked up our talk of the previous Wednesday. More about the Lionel
Hampton Band and Cleveland’s Palace Theatre of 20 years earlier and the jazz
scene in general. “You and Ben Webster get a lot of the same good thing going,”
I told him truthfully. “And it's funny, but when you’re playing behind Joy Ann,
you don’t sound like Lester Young and Joy Ann doesn’t sound like Billie Holiday,
but I get some of that nice, warm Lester-Billie feeling from it.”

“This man’s going to turn my head,” Arnett blurted out, actually flustered. Then
he added in that strong rhythmic cadence which marked him as a musician or
dancer, “Ben Webster and Lester Young are giants. You’re paying me a very big
compliment. Too big. Too big.”

Eddie Vinson shouted the blues in the next set. The puzzled looks left the faces
of the customers after the first number, and by the third number, the Club Hanni-
bal was in a beautiful uproar: Eddie stridently calling out the blues lines, people
standing up and calling back and rocking to the hard-driving beat, Jimmy Ford
joining Arnett up on the stand and blowing intense flurries of sound. In the middle
of the number, Eddie looked over and fell into a takeoff on Louis Armstrong:
exaggerated vibrato, gravel voice, trembling head—the whole bit. I got out a
handkerchief and waved it at him. “Yeah, baby,” he growled as he took out his
handkerchief and completed the tribute by wiping the real sweat that was pouring
down his face and neck. After a chorus of that, they closed the number with Eddie
joyously bellowing over a dense cacophony of thumping drums, preaching saxes,
roaring customers, and shouts of “Go” and “Work” from the now unmasked
waiters behind me and the boys with the blue hair who apparently had returned
to feel and perhaps soak up more of the strength and vitality of Arnett’s group.

A teen-aged girl who during the previous intermission had asked Arnett to let
her sing a number with the band was introduced. Her quick, nervous listing of
qualifications—*I've acted in summer theatres back East and have done lots of
singing”—had made me think Arnett had been too quick to graciously agree.
(“What key? Gee, I don’t care, Mr. Cobb.”) It was during her almost unbelievably
bad song that Joy Ann began to loosen up.

“She sings nice, doesn’t she?’ was her non-comment, delivered with detached
politeness.

“Don’t jive me, Joy Ann.”

“Why, what do you mean?”’

“Come on, you know very well that chick is very, very, very bad.”

Joy Ann suppressed a giggle for a moment, then burst out laughing.

Another layer of ritualized response was peeled off and discarded a moment
later when I asked her about a band Arnett had told me played at the Club Han-
nibal after midnight on Saturday nights. “What sort of group is it?” I asked.

“Well . . .,” she said carefully, “they really play over the heads of the people.
You know, way out.”

“You mean like John Coltrane or Sonny Rollins or Ornette Coleman?” I probed.

“Hey! You know about Tranc and Sonny?” Her sudden delight was contagious.
“Yeah, that other group is in this new bag.”

So our haphazardly shared recollections of those three well-springs of con-
temporary avant garde jazz—and of Miles Davis, Archie Shepp, Charlie Mingus,
Cannonball Adderley, Cassius Clay, Stan Getz, Gerry Mulligan, the Florida from
which she came, the Houston to which she weat, the future she hoped to get to—
wiped away the aftertaste of the singing actress’ labored efforts to sound loose
and swinging and hip as all hell.

“Would you like to hear me sing the blues?” Joy Ann asked as they started to
announce her next appearance on the bandstand. “Stormy Monday,” she answered
her own question as she put down her glass of burgundy and went back up into
the spotlight.

She let it all out during that set. No cute stuff. No studied vocalists’ gestures.
Just straight, true telling of hurt and gladness and despair and hope and a deep-
down, somehow unsullied inner grace. There were traces of Sarah Vaughan and
Ella Fitzgerald, some Dinah Washington, a lot of Ray Charles sanctified feeling
and Mahalia Jackson gospel fervor; but Joy Ann was getting it all together her
own way and getting her own authentic thing going. (Now hold on a minute.
Isn’t all this just a bit much to be saying about a young unknown singer in a
Texas nightclub who may or may not ever make it big, and about some veteran
jazzmen who don’t even appear in the jazz popularity polls anymore? No, what
those people were doing at the Club Hannibal was at least everything that has
been noted here and, in fact, enough more than that to say damn your categories
and ratings and damn, too, your deadening hangups with names and reputations
and styles.)

Joy Ann returned to the table a bit out of breath, her pores wide open. “Beauti-
ful,” I unnecessarily told her what she already knew, “and you really came on




with Stormy Monday.”
“It's so great up there when we know we’re reaching someone, when we know
they’re feeling what we’re doing.” She was smiling. “That’s the greatest.”

INTERMISSION. One last short set would wrap up the club for the evening. Eddie
Vinson remained on the bandstand alone. Slumped in his chair, he aimlessly fin-
gered his alto sax and softly, tentatively blew disconnected patterns of notes in a
kind of dialog with himself. The alto’s tone became limpid as the notes began to
merge into an alternating pattern of an almost painfully long held note followed
by a flurry of darting, jerky sounds. He had drifted into Stella by Starlight, a lovely
melody, and the Charlie Parker feeling to the thing was so strong that it was
startling.

“Bird lives in Houston tonight!” I called up to Eddie.

“Ahhhh yes,” Eddie called back, the broad grin back. “Here baby, I know what
you’re talking about; let me show you.”

He stood up and blew burst after burst of warm liquid runs until he got a piece
of the Parker Stella by Starlight exactly right, note for note. “Yes, that was Bird,”
he said with affection, and came to the table and sat down. “Let me tell you some-
thing ’bout Bird.”

Sometime in 1939, Eddie Vinson was in Shreveport, Louisiana with the travel-
ing Milt Larkins Band out of Houston. The Jay McShann Band out of Kansas City
was iu town at the same time, either just coming in or just leaving. Musicians
from both bands got together in an after hours session. Inevitably, the exuberant
blowing led to carving contests, a jazz king-of-the-hill game involving a proud man
standing up on his own, calling on his mind and heart and fingers and lungs to
spontaneously put something fine together—something more fine and strong and
real than what the other musician is putting together.

Eddie told me he broke up the place that night in Shreveport. “I had it all that
night, baby. Mr. Cleanhead was king of the world, for awhile. Then a young kid
from Jay McShann’s band gets his alto out and starts to blow the wildest things
I ever heard in my life. He cut me good . . . man, he cut me up! I used to feel
good a lot of the time in those days, you understand, and I was feelin’ real good
that night. But no question about that young cat, though. He had it all over me.
Naturally, that was Charlie Parker at about 19 or 20 years old. I put my arm
around that boy and told him, ‘Man, you’re not gonna get out of my sight until
you show me how you make that horn go like that.’ I kept him up all night showing
me and talking and showing me. Yeah, baby, Bird was . . . you know, too much.”

Eddie drifted off to answer a call from another table. Joy Ann must have noticed
me toying with the almost empty beer glass in front of me and assumed I did not
have enough for another drink. She leaned over and asked, “Would you mind if
I bought you a beer?” Timidly, like would this ofay be offended or would he mis-
understand? I realized later that I should have let her go ahead and buy the beer,
but I conventionally said no and ordered another last round myself.

Arhett came by and propped himself up on his crutches next to my chair. I told
him I really dug the group’s cooking during the previous set, and that I hoped he
himself would open up and blow more in the fcw minutes of music still to come
~ that night. “Yeah, I know I've been kind of quiet up thoro tonight. Beon worriod

about my wife,” he explained. “She’s been sick the last couple of days, which is
why I’'ve been makin’ all these phone calls tonight. But look here, the band’s got
, a good thing going now, and I'll blow something before you leave Houston.”

And he did. The final set picked up the mood of the previous one and carried
it further. A catalyst all evening, Jimmy Ford got up on the bandstand with his
alto sax and ripped off some choruses that turned Eddie Vinson on all the way.
They alternated in a long series of rapid-fire, furious choruses that screamed
“Bird” and “Shreveport” and “LIVE”—a stunning experience.

Finally, it was Arnett’s turn. The old Lionel Hampton Band flagwaver, Flyin’
Home, was the closing number. Arnett surely had played his variations of that
number’s standard tenor solo thousands of times through the years, but his solo
that night was the first time, the only time.

He came on with a big husky sound that made you wonder how he possibly
could build up from that. Tough, swaggering whooms and aghhhs to a wildly
flailing beat. Tension and release, blocks of sound piled on one another: screeching
when the horn’s normal range couldn’t say it all; sudden silences, surprising lyrical
thrusts of melody, honks and screeches in another direction, occasional raspy
vocal outcries as he lifted his mouth from the horn to suck in the strength for the
next outburst. And always building, building, building. Toward the end, he pushed
himself off that high chair and stood up leaning against it, shoulders hunched as
he bent down into that big horn, to hurl the truth of his furious climax at us, as
we all must learn and live with and relearn our truth: up on our feet and pumping
from deep inside.

Jimmy Ford and Arnett
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THE GREAT BANDS

One of the most frequently asked questions in jazz—it has almost become rhetorical—is “Will the big bands
ever come back?”’ Some 20 years have passed since the bands rode high, but the fact that so many still yearn for
their return bespeaks the fondness with which the great days are remembered. Here is a nostalgic backward glance,
through the picture files of Down Beat, at some memorable bands—famous and not so famous—tha made the era
swing, from pre-B.G. to early bebop. All identifications: left to right.

Fletcher Henderson's was the band that started it all—back in 1923. This 1933 photo shows the typical Henderson abun-
dance of talent: Red Allen, Joe Thomas, Russell Smith, trumpets; Horace Henderson, piano; Fletcher; Hilton Jefferson, Russell
Procope, Buster Bailey, Coleman Hawkins, reeds; Keg Johnson, Claude Jones, trombones; Charles Holland, vocal;, Walter John-
son, drums; Bernard Addison, guitar; John Kirby, bass.

The Casa Loma Orchestra, though not as well remembered as some other bands, paved the way for the swing era with its
great popularity, especially with the college prom crowds. Here, at the Glen Island Casino in 1933, are Sonny Dunham, Grady
Watts, Bobby Jones, trumpets; Pee Wee Hunt, Billy Rauch, trombones; Pat Davis, Clarence Hutchenrider, Glen Gray, Kenny
Sargent, reeds; Gene Gifford, guitar; Tony Briglia, drums; Joe Hall, piano; Stanley Dennis, bass; Me! Jensen, conductor.
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Duke Ellington also came on the scene early. By 1933, when the band posed for this picture on their first visit to England, it
had reached greatness. Front row: Freddie Jenkins, Barney Bigard, Juan Tizol, Arthur Whetsel, Tricky Sam Nanton, Johnny
Hodges. Second row: Lawrence Brown, Harry Carney, Fred Guy, Cootie Williams, Otto Hardwicke, Wellman Braud. Top row:
Duke, Sonny Greer. Ellington is still going strong, and Brown, Carney, Hodges and Williams are still aboard.

Another band that started early was Jimmie Lunceford's, coming into prominence in 1934 at the Cotton Club. This 1934
shot shows Eddie Wilcox, piano; Lunceford; Al Norris, guitar; Willie Smith, Joe Thomas, Earl Carruthers, reeds; Eddie Tomp-

sirTJ%SSy Oliver, Tommy Stevenson, trumpets; Russell Bowles, Henry Wells, trombones; Moses Allen, bass; Jimmie Crawford,




guitar; Helen Ward, vocal; Benny; Dick Clark, Bill DePew, Hymie Schertzer, Arthur Rollini, reeds; Joe Harris, Red Ballard,
trombones; Harry Goodman, bass; Gene Krupa, drums; Harry Geller, Ralph Muzilio, Nate Kazebier, trumpets.

Tommy Dorsey was among the first to give Goodman strong competition in the big band sweepstakes. This 1939 crew had
a lot of punch. Yank Lawson, Andy Feretti, Pee Wee Erwin, trumpets; Ward Silloway, Elmer Smithers, Dave Jacobs, trom-
bones; T.D.; Deane Kincaid, Johnny Mince, Fred Stulce, Babe Rusin, Skeets Herfurt, reeds; Dave Tough, drums; Carmen Mas-
tren, guitar; Gene Traxler, bass; Howard Smith, piano.
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A band that came along early in the game was Cab Calloway’s. This 1940 crew is the greatest the volatile singer ever had.
Benny Payne, piano; Milt Hinton, bass; Cozy Cole, drums; Danny Barker, guitar; Dizzy Gillespie, Lamar Wright, Jonah Jones,
trumpets; Keg Johnson, Tyree Glenn, Quentin Jackson, trombones; Chu Berry, Jerry Blake, Hilton Jefferson, Andy Brown,
Walter (Foots) Thomas, reeds.
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Count Basie's band came roaring in from Kansas City, and swing was never quite the same. Here, at the Apollo Theater in
Harlem in 1940, some high-powered band leaders sit in with the Count: Benny Carter, Coleman Hawkins, Charlie Barnet.
Getting the signal from Basie is Lester Young. Jo Jones is the drummer; also visible are trombonists Dickie Wells and Vic
Dickenson, and trumpeters Harry Edison and Buck Clayton. (And wouldn't you like to have that session on tape?)

Woody Herman and the fabulous First Herd in action. Margie Hyams, vibes; Flip Phillips, John La Porta, Sam Marowitz, Pete

Mondello, Skippy De Sair, reeds; Ralph Pfiffner, Bill Harris, Ed Kiefer, trombones; Chubby Jackson, bass; Dave Tough, drums;
Sonny Berman, Neal Hefti (hidden), Charles Frankhauser, Pete Candoli, trumpets.

Billy Eckstine, who sometimes played trumpet, as he does here, headed the first big bebop band. This edition included John
Malachi, piano; Taswell Baird, trombone; Gail Brockman, trumpet; Chips Outcalt, trombone; Dizzy Gillespie, trumpet; unknown

trumpet and trombone; Shorty McConnell, trumpet; Tommy Potter, bass; Leo Parker, John Jackson, Bill Frazier, Dexter Gor-
don (behind Eckstine), reeds; Art Blakey, drums.
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TALES OF 52nd STREET:

BY GEORGE HOEFER

THE FAMOUS DOOR on New York’s 52nd
St. was a jazz club, one that like the
proverbial cat had a number of lives.
It acquired its name originally in an
honest manner. There was a small door
of plain wood on which visitors scrib-
bled their names, and these early guests
of the club were for the most part
famous jazz musicians, who dropped
in on a Wednesday night (more ac-
curately, a Thursday morning) for the
jam session,

Located on the first floor of a decay-
ing brownstone mansion at 35 W. 52nd,
the first Famous Door was established
as a musician’s hangout, especially for
the men who served at NBC and CBS
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radio networks, whose studios were
close by during the early 1930s. It was
hoped that the spot would replace Joe
Helbock’s speakeasy that had flourished
on the second floor of the same house
until the repeal of prohibition in De-
cember, 1933.

At first, Helbock’s original patrons
followed him across the street to his
newly established Onyx Club at No.
72, where the Spirits of Rhythm and
Art Tatum soon began to attract a
horde of outsiders.

But the Onyx was no longer a place
where the cats could relax between
shows, place phone calls they did not
dare make at home, or feel secure in

stashing their instruments overnight.
But probably most frustrating to the
players was that they no longer felt
they could jam at will,

As one jazzman said at the time,
“They even put in a headwaiter! I'm
damned if I'll be pushed around by that
cat.”

With this situation prevailing at the
Onyzx, things began to look a little bet-
ter, at least as far as jamming was con-
cerned, when the inimitable Wingy
Manone opened his Jam Club in the
Knickerbocker Hotel on W. 45th St.
The trumpeter told one and all that the
management had given him carte
blanche to take over their Grill Room
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and run it as he saw fit. And he saw
fit to invite all the cats to jam with
him and his band, which included trom-
bonist Georg Brunis and clarinetist Sid-
ney Arodin, both from Wingy’s home
town of New Orleans, guitarist Charlie
Peterson (who later became one of the
first top jazz photographers), bassist
Artie Shapiro, and drummer George
Wettling.

Starting on the night of Dec. 7, 1934,
and continuing for five glorious nights,
the Jam Club rocked and blazed with
free-wheeling music until 8 a.m. In his
autobiography, Trumpet on the Wing,
Manone recalled, “On opening night
Tommy and Jimmy Dorsey, Mildred
Bailey, and Phil Harris [in those days
a drummer-bandleader] came in and
wound up playing all night long. Man,
we really blew up a breeze and swung
it right down to the bricks.”

On the sixth night the law moved in
and shut down the operation because
liquor was being sold after hours. Ma-
none’s plea was typically Wingston:
“Hell, men, we don’t open ’til mid-
night!”

The lark was over, and the swingsters
were again homeless, but only tempor-
arily, for a night-club operator had
opened a spot—probably inspired by
the success of the Onyx—on the ground
floor back on 52nd, at No. 35. Every-
one was delighted when the resourceful
Manone managed to book his jolly crew
into the spot, euphemistically known as
the Casino DeLuxe.

Again the musicians took over. Ma-
none’s growing entourage boasted such
names as Benny Goodman, Jerry Colon-
na (then a studio trombonist), Bud
Freeman, drummers Ray Bauduc and
Ray McKinley, and the one and only
Fats Waller.

By this time, several writers on jazz
were also in attemdance. There was
Frank Norris, who wrote onc of the
first regular columns on hot music, for
Town & Country. From Fortune mag-
azine came the late Wilder Hobson,
who had written the first detailed study
of the Duke Ellington Band for his
employers. Keeping an eye on the op-
eration for Joe Helbock was the Onyx
Club’s press agent, Jack Egan, who
later served a stint as New York editor
of Down Beat.

The only thing lacking now was the
wholehearted support of the manage-
ment. In a matter of a week er so, the
Casino DeLuxe’s managers were scream-
ing, “We want a night club and not a
hangout for musicians and their mobs.”
Trumpeter Manone went bouncing back
to 45th St., where he opened what he
called Ye Piccadilly Grille Jam Room
in the Hotel Piccadilly. That was Feb-
ruary, 1935.

It was at this juncture that the Fa-

mous Door was born. The credit for
the idea of buying the Casino Del.uxe’s
lease belongs to Lennie Hayton. Hay-
ton, an ex-Paul Whiteman pianist, at
the time was leading a large studio
orchestra on NBC’s Ipana program. He
managed to gather together some 25
musicians, mostly from his own band,
who were willing to put in $100 apiece
to acquire the lease.

The Famous Door opened on March
1, 1935, with Louis Prima and his New
Orleans Gang as the featured attraction.
Trumpeter Prima, then a comparative
unknown recently arrived from the
Crescent City, was booked on the sug-
gestion of music publisher Irving Mills
and the new spot’s bartender, Eddie
Davis (later to become famous at Leon
& Eddie’s at 33 W. 52nd).

Prima had his own sextet of musi-
cians, some of whom had come north
with him: Frank Pinero, piano; Garrett
McAdams, guitar; Jack Ryan, bass; and
Sam Weiss, drums. The sixth member
of the original group was clarinetist
Arodin, but by the time Prima got a
steady gig, he had switched allegiance
to Manone. To replace him, the New
York musicians talked Pee Wee Russell
into joining the unit.

At the close of the opening night,

Below: Louis Prima with Pee
Wee Russell, Jack Ryan, Frank
Pinero, and Garrett
McAdams. Opposite page:
Wingy Manone with Joe
Marsala, clarinet; Sid
Weiss, bass; and
Carmen Mastren,

guitar.

many of the musician-owners gathered
around the cash register to find they
had taken in $79.75, plus a drawerful
of their own tabs. But an event had oc-
curred on the night before the Door
opened that would have a considerable
impact on the future contents of the
cash drawer: the Onyx had burned to
the ground.

The overnight disappearance of the
Onyx caused Helbock’s rapidly growing
clientele of hot music fans—the word
swing was not yet in use—to inundate
the new Door with their boisterous
patronage. It would still be several
months before Manone would return to
52nd to introduce jazz to the diners at
the Hickory House. The musicians’ new
magazine, Down Beat (founded in July,
1934), pointed out in a news story by
a Lathrop Mack that “Wingy Manone
and Louis Prima, both Italian trum-
peters from New Orleans, are leading
small orchestras with a style of music
that recaptures the ‘Afric cadences’ and
‘barnyard arepeggoways’ (sic) with
which another Italian horn player from
the Crescent City, Nick LaRocca, lead-
ing the Original Dixieland Band, took
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over New York by storm in 1917.”

The gravel-throated Prima was an
immediate hit and packed the club with
what Down Beat called the “jewels and
gardenias set.” He’d start the evening’s
festivities by shouting, “Let’s have a
jubilee!” which happened to be the title
of a tune he had recorded for Bruns-
wick. When he wasn’t blowing his trum-
pet or in the throes of a song, he kept
up an incessant patter. .

Both aspects of Prima, his showman-
ship and his musicianship, made quite
an impression. One of the musician-
owners, trumpeter Mannie Klein, was
said to have let his beers go flat as he
studied the Prima horn technique. The
then little-known Martha Raye came in
nightly to watch Prima’s mannerisms
as he sang, and was to acknowledge in
later years that she was completely in-
fluenced by the horn man’s styling and
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timing. (Prima, of course, knew his
Louis Armstrong.)

As time wore on, the more erudite
jazz fans became disenchanted. John
Hammond commented in Down Beat,
“Prima persists in playing identical
solos night after night and indulges in
certain tricks that become a bit tire-
some after a while.” He was to add,
“The night is saved by the magnificent
clarinet of Pee Wee Russell.”

From the beginning, the opportuni-
ties for the jam-happy co-owners to get
their kicks became less and less prac-
tical, The joint became so crowded that
the entrepreneurs were lucky if they
could even get into the place. It finally
was decided that the period from 2 to
6:30 a.m. on Thursdays be designated
jam night, a time for sitting in, and
all jazzmen were welcome to blow their
brains out.

Trumpeter Klein, a leading spirit of
the movement, was appointed “master
of the jams,” and it was his duty to see
that there was a semblance of prac-
ticality and balance to the performing
groups. At that time, Klein, a graduate
of Red Nichols’ Five Pennies, was one
of the busiest and most highly respected
trumpeters in town, Besides playing
with Hayton’s Ipana Troubadors, he
was featured on five other network
radio programs in studio orchestras led
by Al Goodman, Kel Murray (the
famed Let’s Dance show), Richard
Himber, Sigmund Romberg, and Dave
Rubinoff. (He later moved to Los An-
geles, where he is still active.)

For the first three months things
swung along in style, with such un-
usual happenings as tenor saxophonist
Bud Freeman (then playing with Ray
Noble’s band in the Rainbow Room
atop Radio City) treating colleagues
to his Chicago-style clarinet, while the
Dorseys, trombonist Tommy and alto
saxophonist Jimmy, showcased their
virtuosity on trumpet.

Other frequent participants included
trombonist Jack Jenny, Benny Good-
man (who was playing on the Let’s
Dance program at the helm of his first
big band), pianist Frank Signorelli,
guitarists George Van Eps and Carl
Kress (who had completed negotiations
to become a silent partner with Joe
Helbock in the rebuilt Onyx Club,
scheduled to reopen in late July), bass-
ist Artie Bernstein, drummer Chauncey
Morehouse, and many others who
dropped in occasionally.

By June, several things had happened
to break the spell, including the de-
parture of Klein, who had to take time
out to have a tonsillectomy. Another
one of the musician-owners complained
in Down Beat that the mangement they
had placed in charge of the club was
getting ‘“‘too snooty.” Actually, the
Famous Door was becoming too fa-
mous through the nightly broadcasts of
Prima’s band, the approaching aware-
ness of something called swing, and
plenty of items in the gossip columns.
Down Beat summed up the situation:
“Park Ave. nitwits have loused up the
jams at the Door.” It was added that
the cats were again hanging out with
Manone, who by this time had left the
Piccadilly to join forces with Adrian
Rollini, the bass saxophonist and vibra-
harpist, at Adrian’s Tap Room, located
in the basement of the Hotel President
on W. 48th St.

Rollini’s place had a short run as
“the hangout,” with Klein again in
charge. But jam night at Adrian’s soon
became Casa Loma night as the entire
Glen Gray Band got into the habit of
stopping by after their Camel broad-
cast. The resident band was led by ex-







Ellington trumpeter Freddie JenKins.

Back on 52nd, the Onyx had re-
opened with Red McKenzie’s Swing
Band and the proprietors of the Hick-
ory tlouse decided to put a swing band
in their Melody Bar. They tapped the
colorful Manone, who happily sum-
moned clarinetist Joe Marsala from
Chicago, and opened in early August
of 1935.

Prima was still packing them in at
the Famous Door, but after six months
of glory he was getting a bit unhappy
with the financial arrangements. Also,
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Red Colonna, Jerry’s brother, was try-
ing to lure him west to Hollywood.
Colonna’s proposition was that they
would take over an inactive club and
open it as a Famous Door to serve the
movie colony.

When the musician-owners failed to
offer Prima a substantial raise, he ac-
cepted Colonna’s deal and gave the
Door notice that he was through as of

just left Willie Bryant’s band, to play
intermission piano and accompany a
very young Billie Holiday on her first
club job downtown.

The new bill did not work out.
Neither Miss Holiday’s singing nor
Kaminsky’s horn-playing related to the
flamboyant entertainment the Door’s
clientele had been used to. Wilson’s
piano playing, however, was a distinct
hit.

Kaminsky, in his My Life in Jazz,
noted that he stayed only one week
because¢ they “didn’t want to pay me

-~

phere.

A trumpeter named Cy Baker re-
placed Kaminsky; in place of Miss
Holiday, Arnie Freeman, brother of
Bud Freeman, was hired to sing with
the band. (He had been singing with
the Floyd Town Band in Chicago be-
fore coming to New York, where he
was visiting his brother while probing
the possibilities of getting on the Broad-
way stage. A boyhood associate of the
so-called Austin High musical gang,
Arnie Freeman eventually found his
way in the theater, and today his name
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Kaminsky, Bobby Hackett, and an obbligato from trombonist Brad Gowans.

much.” He added that a week after he
had returned to Boston, they sent him
train fare to come back, but he gave
the money to Bobby Hackelt and sent
him in his place, adding that “they
didn’t dig his playing then.”
Kaminsky also pointed out, correct-
ly, that there was very little musical
appreciation of jazz at that time. It
was the novelty of the music that drew

is frequently found in the cast of first-
run New York plays, and he is often
secn in television commercials.) After £
three weeks, an cntirely new show was<
booked into the Door.

The featured group was under the =
name of a freelance radio musician
named Red Norvo. He had been mak-
ing some superb small-group records
for the old Columbia label—Bughouse

0
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TEDDY WILSON

inspircd the leader to cmbark on a
career that was to include leading sev-
eral big bands, many trios, and other
sextets and septets.

According to Down Beat, the Famous
Door was now “in” again and “mu-
sicians are flocking back to the Door,
even preferring it to the Onyx Club.”
The main rcason given was Norvo. An-
other factor was that the musicians
were getting tired of the frantic antics
that by now had become prevalent at
the Onyx. The team of trombonist Mike
Reilly and trumpeter Ed Farley had
turned Red McKenzie’s band into a
comedy outfit.

Fifty-Second Street was beginning to
be called Swing Lane and was soon
blossoming with new spots. Leon &
Eddie’s featured Willie Farmer’s band
with the added attraction of the hot
vocal duo of Cliff Allan and Billy Hey-
wood, a team that had previously been
heard in Basement Brown’s afterhours
spot in Harlem. There was a small
club, Through the Looking Glass,
where the legendary trumpeter Jack
Purvis was listed as leading a jam band.
Famed Tillie’s Chicken Shack of Har-
lem opened a branch on 52nd under
the name of Tillie’s Kitchen. This spot
installed a group called the Five Rhythm
Chicks. Down Beat gave the personnel
as Charles Sheaffer, trumpet; Louie
Simmons, reeds; Willie Gant, piano;
Freddie Green, guitar; and Theodore
Giles, bass. (It must have been difficult
to get good drummers in those days, or
maybe the owners were afraid of the
noise; hardly ever was a percussionist
listed in those early 52nd St. groups.)

Two issues of Down Beat noted that
tenorist Freeman was the best press
agent for Tillie’s Kitchen. One item
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Jamming with Louis Prima at the Hickory House are bassist Sid Weiss, clarinetist Meyer Weinberg, guitarist Frank Federico,
and a very young drummer named Buddy Rich.

read, “Freeman likes the weird effects
achieved by tenor and piano, and the
amusing efforts of little Sheaffer to sub-
due his trumpet.”

Pianist Gant was the celebrated Har-
lem stride man, while the trumpet
player was undoubtedly Charlie Sha-
vers on his first New York gig after
leaving the Frank Fairfax Band, the
Philadelphia outfit he had been with
earlier in 35. Guitarist Green joined
Count Basie in March, 1937, The tenor-
ist was probably Lonnie Simmons. Jazz
reporting in those days was not noted
for accuracy.

Through October and well into No-
vember, the Famous Door was swing-
ing with Norvo. The scene was jumping
with enough customers to warrant the
management’s bringing in Roy Eldridge
to alternate with the regular attraction.
After his brief stay at the Door, trum-
peter Eldridge joined the Fletcher Hen-
derson Orchestra. But not before he
recorded (Dec. 20, 1935) Swingin’ at
the Famous Door with the Delta Four
—Eldridge, trumpet; Joe Marsala, clari-
net; Carmen Mastren, guitar; and Sid
Weiss, bass—for Decca. With the ex-
ception of Eldridge, the Delta Four
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was made up of members of Manone’s
Hickory House quartet, and Wingy was
the a&r man on the date. A few months
later, Manone, with Joe Marsala, re-
corded a similar composition titled
Swingin’ at the Hickory House for
Bluebird.

This interrelationship between the
two 52nd St. bistros was not too diffi-
cult to understand. About the middle
of November, the two clubs exchanged
attractions-—Manone’s quartet went into
the Famous Door, and Norvo opened
at the Hickory House.

Manone, at the time riding high the
success of his record Isle of Capri, has
recalled his appearance at the Door as
follows: “Nothing much happened, ex-
cept that Duke Ellington came in one
night and sat in with the band.” Teddy
Wilson was still the intermission pianist,
and Manone introduced him as “the
world’s greatest pianist.”

Wilson would soon leave to make his
famed alliance with Benny Goodman,
and was replaced first by Joey BushKkin,
then by Don Frye.

The Manone group remained at the
Door through the holidays and returned
to the Hickory House early in 1936.

Trumpeter Bunny Berigan then was re-
cruited from studio work at WABC to
lead a band at the Door. Two of his
sidemen were vocalist-comb player Red
McKenzie and four-string guitarist Ed-
die Condon, both of whom had man-
aged to get fired from the Onyx during
the Reilly-Farley Music Goes 'Round
and Around hysteria in the 1935-36
holiday season. Others in the band in-
cluded pianist Bushkin and bassist Mort
Stuhlmaker. They frequently were
joined by a vocalist, young Oklahoma-
born Lee Wiley.

During the Berigan-McKenzie reign
at the Door, well into the spring of
1936, things seemed to be free and easy
with a manager, Jim Doane, who liked
the band and the music. Eddie Condon,
writing in We Called It Music, tells an
amusing story of how illustrator Johnny
DeVries changed the decorations on the
mirror panels around the room from a
musical note motif to caricatures of
“frowzy blondes, gentlemen drunks,
dancers, and a frightening representation
of an alcoholic stomach, filled with beer
caps, cigarette butts, ash trays, broken
glass, burnt matches, and ice.”

But the most significant innovation
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at the club was the staging of Siinday
afterncon jam sessions in a room up-
stairs.

Of these jam sessions, the one that
has been remembered with the most
joy took place on a cold day in Febru-
ary when the Empress of the Blues,
Bessie Smith, dropped in. Writer Rob-
ert Paul Smith described the occasion
years later in The Record Changer:

Young Bobby Hackett

“Bessie came in, upstairs, one Sun-
day afternoon. She came in, she planted
those two flat feet firmly on the floor,
she did not shake her shoulders or snap
her fingers. She just opened that great
kisser and let the music come out.”

Backed by Bunny Berigan’s muted
trumpet, the great blues artist sang, ac-
cording to Condon’s book, Baby, Won’t
You Please Come Home?; Mamu's Goi
the Blues; I'm Wild About That Thing;
The Gin House Blues; Dirty No-Good-
er’s Blues; and Nobody Knows You
When You're Down and Out.

Condon also recalled that Mildred
Bailey was there, and when she was
asked to sing after Miss Smith, she re-
fused to break the spell.

The Famous Doors sessions, under
the supervision of Commodore Record
Shop owner Milt Gabler and his United
Hot Club of America jazz record re-
issue project, were to set a precedent
that would continue through the years,
mostly at Jimmy Ryan’s, a club opened
in 1942 that was to become the only
room to continue a traditional jazz
policy on the street throughout the
1940s and 50s.

By the late spring of 36, the initial
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impact of swing was over, and business
was poor at most of the spots.

The introduction of Stuff Smith’s
amplified violin at the Onyx kept Hel-
bock’s operation comparatively active.
But when he staged his mammoth swing
concert at the Imperial Theater on May
30, with representative groups from all
the jazz clubs, the Famous Door was
conspicuous by its absence.

A news story dated May 10 in the
June issue of Down Beat read, “The
Famous Door, the first home of im-
provised swing, was forced into invol-
untary bankruptcy by four creditors.
Opened by a group of musicians who
pooled resources and held equal inter-
ests, the Door became a gathering place
for showfolk and musicians. As swing

music became popular, Joe Public was
attracted, and the commercial success
was even greater. The creditors are
principally food and liquor merchants,
with debts totaling around $2,000.”

Part of the trouble undoubtedly lay
in the fact that musician-owners had to
move around. They went out on the
road and to the West Coast. The lead-
ing voice, Lennie Hayton, was called to
Hollywood, and the days of the ex-
clusive status of New York as a center
of radio broadcasting were numbered.

Thus ended one Famous Door. The
site became a restaurant called the Cafe
Maria. Today, there is a parking gar-
age on the location.

But the club’s name lived on. By No-
vember, 1937, a new Famous Door,

BUNNY BERIGAN
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under private ownership, opened at 66
W. 52nd with the ebullient Louis Prima
Band, sans clarinetist Russell, and the
famed pianist Art Tatum making a big
success of the new operation. This was
the place where Count Basie’s band
squeezed onto the bandstand in 1938,
making an unprecedented impression
with its driving style of big-band swing.

Through the years, the name was
used for several clubs at different loca-
tions on 52nd. One of the longtime
owners was a former saxophonist named
Irving Alexander, who at one time
owned both the Famous Door and a
later version of the Onyx Ciub. The
name survived on the street into the
period of the strip-tease, when the

HOLIDAY

featured attraction was Camiile the Six-
Foot Sex Girl.

The club’s name went on the road.
The Famous Door in Hollywood was a
huge success with Prima, who stayed
there longer than he had at the original
52nd St. club. Over the years, Famous
Doors were opened in Toronto, Boston,
and other cities. There is a Famous
Door today on Bourbon St. in New
Orleans.

Whatever happened to the famed
white door with the eminent musicians’
signatures? Sidney Mills several years
ago revealed that his father, Irving,
who now lives in Hollywood, still
proudly displays the door to guests in
his home.
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The Down Beat 1967 International
Jazz Critics Poll came up with a tie for
Record of the Year: Miles Smiles by
Miles Davis, and The Popular Duke
Ellington. The critics also selected
Things Ain’t What They Used to Be by
Ellington small groups directed by
Johnny Hodges and Rex Stewart as Re-
issue of the Year.

Miles Smiles also was the choice for
Record of the Year in the 32nd Down
Beat Readers Poll. For once, critics and
readers were in agreement.

Following is a list of very good (¥%*%)
to excellent (%%k*k) records as rated
in Down Beat, 1967; reissues are de-
noted by an asterisk:

Joddokok

Gene Ammons, Boss Soul (Prestige
7445)

*Sidney Bechet, The Blue Bechet (RCA
Victor 535)

Gary Burton, Duster

(RCA Victor

Record

Crop

e
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LSP-3835)

John Coltrane, Live at the Village Van-
guard Again (Impulse 9124)

*Miles Davis’ Greatest Hits (Prestige
7457)

Bill Dixon, The Jazz Artistry of (RCA
Victor LSP 3844)

The Popular Duke Ellington (RCA
Victor 3576); Far East Suite (RCA
Victor LPM/LPS 3782)

Clare Fischer, Songs for Rainy Day
Lovers (Columbia 2691/9491)

Don Friedman, Metamorphosis (Pres-
tige 7488)

Erroll Garner, That's My Kick (MGM
E/SE-4463)

Giorgio Gaslini, “New Feelings” Suite
(Italian EMI 8154)

Stan Getz, Sweet Rain (Verve 8693)

The Grateful Dead (WB 1689)

Friedrich Gulda, Music for 4 Soloists
and Band No. 1 (German Saba
15097)

Bobby Hutcherson, Happenings (Blue
Note 4231)

Steve Kuhn-Gary McFarland, October
Suite (Impulse 9136)

*Huddie Ledbetter, Leadbelly—The Li-
brary of Congress Recordings (Elek-
tra 301-2)

Joe Masters, The Jazz Mass (Columbia
2598)

*Blind Willie McTell, 1940—The
Legendary Library of Congress Ses-
sion (Melodeon 7323)

Helen Merrill, The Feeling is Mutual
(Milestone MSP 9003)

Roscoe Mitchell, Sound (Delmark 408)

Oliver Nelson, Sound Pieces (Impulse
9129)

Oscar Peterson, Blues Etude (Limelight
82039)

Johnny Richards, Aqui Se Habla Espa-
nol (Roulette 25351)

Sonny Rollins, East Broadway Run-
down (Impulse 9121)

Roswell Rudd, Everywhere (Impulse
9126)

Willie (The Lion) Smith-Don Ewell,
Grand Piano (Exclusive M/S 501)

Martial Solal, Solal (Milestone 9002)

Cecil Taylor, Unit Structures (Blue
Note 4237)

*Various Artists, Blues Rediscoveries
(RBF Records 11)

*Various Artists, Chicago: South Side
(Historical Records Vol. 10)

Various Artists, Dedicated to Eric Dol-
phy (Cambridge CRS 1820/CRM
820)

*Various Artists, Esquire’s All-Ameri-
can Hot Jazz (RCA Victor LPV-
544)

*Various Artists, In the Spirit, Vols. 1
& 2 (Origin Jazz Library 12 & 13)

*Various Artists, The Mississippi Blues,
Vol. 2: The Delta, 1929-1932 (Origin
Jazz Library 11)

Various Artists, Violin Summit (Saba
15099)
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*Fats Waller, Fractious Fingering (RCA
Victor 537)

The Who, Happy Jack (Decca DL
74892)

*L ester Young-Nat (King) Cole-Buddy
Rich, Giants 3 (VSP 30)

Jodokokl/z

Marion Brown, Juba-Lee (Fontana
881012)

The James Cotton Blues Band (Verve
Folkways 3023)

Miles Davis, Miles Smiles (Columbia
2601)

Bob Dorough, Just About Everything
(Focus 336)

Booker Ervin, Structurally Sound (Pa-
cific Jazz 10199)

Bill Evans, At Town Hall,
(Verve 8683)

Art Farmer, The Time and the Place
(Columbia 2649/9449)

Milford Graves-Don Pullen, Graves-
Pullen Duo (Pullen-Graves Music)
Burton Greene, Quartet (ESP-Disk

1024)

The Don Heckman-Ed Summerlin Im-
provisational Jazz Workshop (Ictus
101)

Here Comes Earl “Fatha” Hines (Con-
tact 6)

The Jazz Corps Under the Direction
of Tommy Peltier Featuring Roland
Kirk (Pacific Jazz 10116)

B. B. King, Blues Is King (BluesWay
6001)

Charles Lloyd, Forest Flower (Atlantic
1473)

Oliver Nelson, The Kennedy Dream
(Impulse 9144)

New York Art Quartet, Mohawk (Euro-
pean Fontana 681009)

*The Jazz Legacy of Bud Powell (VSP
34)

Sam Rivers, Contours (Biue Note 4206)

Shirley Scott, On a Clear Day (Impulse
9109)

Jimmy Smith, I'm Movin® On (Blue
Note 4255)

*Clark Terry Quartet with Thelonious
Monk (Jazziand 996)

*Various Artists, Alabama Country
1927-31 (Origin Jazz Library 14)
*Various Artists, Blue Roots/Mississip-

pi (RBF Records 14)

*Various Artists, = The
(Melodeon 7324)

T-Bone Walker, Stormy Monday Blues

_ (BluesWay 6008)

Joe Williams-Thad Jones-Mel Lewis,
Presenting Joe Williams and the Jazz
Orchestra (Solid State 18008)

Jimmy Witherspoon, Blues for Easy
Livers (Prestige 7475)

edekok

Vol. 1

Party Blues

Cannonball Adderley, Mercy, Mercy,
Mercy (Capitol 2664); Why Am 1
Treated So Bad? (Capitol 2617)
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Manny Albam, Soul of the City (Solid
State 18009)

Count Basie, Broadway Basie’s Way
(Command 905) ; Basie’s Beat (Verve
V/V-6-8687)

Dave Brubeck, Anything Goes! (Co-
lumbia 2602)

Dennis Budimir, Alone Together (Rev-
elation 1)

Kenny Burrell, Have Yourself a Soulful
Little Christmas (Cadet 779)

Jaki Byard, Freedom Together (Pres-
tige 7463)

Donald Byrd, Free Form (Blue Note
4118)

Jackie Cain-Roy Kral, Jackie and Roy
(Verve 8688)

Ray Charles, 4 Man and His Soul
(ABC Paramount 590X)

Don Cherry, Symphony for Impro-
visers (Blue Note BLP 4247)

*Crying Sam Collins (Origin Jazz Li-
brary 10)

Cream, Fresh Cream (Atco 33-206)

Sonny Criss, This Is Criss (Prestige
7511)

Eddie Daniels, First Prize! (Prestige
7506)

Don Ellis, Live at Monterey (Pacific
Jazz 10112)

Bill Evans, At Shelly’'s Manne-Hole
(Riverside 9487)

Ella Fitzgerald, Whisper Not (Verve
4071); Sings the Johnny Mercer
Song Book (Verve V/V6-4067)

Ella & Duke at the Cote D’Azure
(Verve 4072-2)

Erroll Garner, Campus Concert (MGM
4361)

Introducing Captain John Handy (RCA
Victor LSP-3762)

Joe Harriott-John Mayer,
Suite (Atlantic 1465)

Richard (Groove) Holmes, Bowl of
Soul (Loma 5902)

John Lee Hooker, Live at Cafe Au-Go-

Go (BluesWay 6002)

Freddie Hubbard, Blue Spirits (Blue
Note 4196)

Jazz Crusaders, The Festival Album
(Pacific Jazz 20115); Uh Huh (Pa-
cific Jazz 20124)

*Phiily Joe Jones, Drums Around the
World (Jazzland 992)

Roger Kellaway, Stride! (World Pacific
21861); Spirit Feel (Pacific Jazz
10122/20122)

Yusef Lateef, The Golden Flute (Im-
pulse 9125)

Marc Levin, The Dragon Suite (Savoy
12190)

Henry Mancini, Mancini ’67 (RCA
Victor 3694)

Herbie Mann, New Mann at Newport
(Atlantic 1471)

*Shelly Manne & Co. (Contact 4)

John Mayall-Eric Clapton, Blues Break-
ers (London 3492)

Jackie McLean, Action (Blue Note BST
84218)

Indo-Jazz

Charles McPherson, The Quintet/Live
(Prestige 7480)

Sergio Mendes, The Beat of Brazil (At-
lantic 1480)

Sunny Murray, Sunny’s Time Now
(Jihad 663)

North Texas State University Lab Band,
Lab ’67 (Century Custom Record-
ing)

Chico O’Farrill, Nine Flags (Impuilse
9135)

*Charlie Parker, Bird Wings (VSP 23)

Duke Pearson, Sweet Honey Bee (Blue
Note 4252)

Roberta Peck, Extraordinary (Colum-
bia CS 9458)

Oscar Peterson, Put On a Happy Face
(Verve 8660); *Thoroughly Modern
Twenties (Verve 8700)

Quartette Tres Bien, Where It's At!
(Decca 4822)

*The Immortal Ma Rainey (Milestone
2001)

Buddy Rich, Swingin’ New Big Band
(Pacific Jazz 10113); Big Swing Face
(Pacific Jazz 20117)

*Sonny Rollins, Jazz Classics (Prestige
7433)

Jimmy Rushing, Every Day I Have the
Blues (BluesWay 6005)

Bola Sete, At the Monterey Jazz Festi-
val (Verve 8689)

Sonny Simmons, Staying on the Watch
(ESP-Disk 1030)

Nina Simone, Sings the Blues (RCA
Victor LSP 3836)

Jimmy Smith-Wes Montgomery, The
Dynamic Duo (Verve 8678)

Lonnie Smith, Finger-Lickin’
(Columbia 9496)

Otis Spann, The Blues Is Where It’'s At
(BluesWay 6003)

Sonny Stitt, Pow! (Prestige 7459)

Ira Sullivan, Horizons (Atlantic 1476)

Good

Gabor Szabo, Spellbinder (Impuilse
9123)

Cal Tjader, Along Comes Cal (Verve
8671)

*Various Artists, The Atlanta Blues
(RBF Records 15)

*Various Artists, Classic Jazz Piano
Styles (RCA Victor LPV-543)

*Various Artists, Country Blues Clas-
sics, Vol. 4 (Blues Classics 14)

*Various Artists, The Panassie Sessions
(RCA Victor 542)

*The Immortal Chick Webb: Stompin’
at the Savoy (Columbia 2639)

Big Joe Williams, Classic Delta Blues
(Milestone 3001)

Jack Wilson, Something Personal (Blue
Note VLP 4251)

Jimmy Witherspoon, The Blues Is Now
(Verve V-5030F)

Mike Wofford, Strawberry Wine (Epic
26225)

Phil Woods, Greek Cooking (Impulse
A-9143)

Zimbo Trio, The Brazilian Sound (Pa-
cific Jazz 10114)
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YOUR OWN HOME

Save up to 55% on every record you ever want
to buy! No obligation to buy any records

The Longines Symphonette’s new service, THE CITADEL RECORD CLUB gives you any record, any artist, any label
at savings up to 55% off manufacturer’s suggested price. No obligation to buy any records * Free Record Bonus
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You've seen the ads in this and other publications: Get 10 records FREE,
they say. Then in smaller print, if you agree to buy 10 or 11 more in
just one year, they give you your choice of from 30 to 90 records...
and that is not free choice, for the Schwann Catalog lists more than
30,000 long-play records now available to you. The extra records you
have to buy (no matter what choice is given you) are part of the offer.
More records you really don't want. And did you ever try to turn down
a record club selection of the mbnth? You have to move fast. This kind
of club requires you to buy records you don’t really want.

THERE IS A BETTER WAY: The Longines Symphonette’s New Citadel Club
gives you a huge “Discount Record Store” in your own home... acts like
a “record buyers cooperative”.
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contracts, no obligation to buy any records at all, and you have your
FREE choice of any record available today at discounts of up to 55%,
with a minimum of 35% guaranteed. Here's how easy it is to start
saving on the records you buy:

1 ANY RECORD, ANY ARTIST, ANY LABEL, ANY KIND OF MUSIC! What do
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Your children can order and save. Any member of your family can order
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TYPICAL CITADEL SUPER BARGAINS!
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Semi-Acoustic
Guitar Prices
Range from
$205. to $239.50

MODEL 702, 702V
ACOUSTIC ELECTRIC

Another fine thin-body guitar,
playable with or without amp
. . . Has same features as
Model 502. In beautiful sun-
burst finish in red or brown.
A true professional instru-
ment, available with or with-
out vibrato.

MODEL 502
List Price $190.
MODEL 502V "
with Vibrato

L)
n
"

"™
]

List Price $215.

MODEL 502, 502V
ACOUSTIC ELECTRIC

This thin hallow-body guitar
can be played with or with-
out an amplifier. Rosewoad
fingerboard, reinforced neck,
two pick-ups, tone and vol-
ume controls. Red sunburst
or blonde, with and without
vibrato,

MODEL C-120
List Price $42.

This deluxe guitar for studia
work, time tested, accurate
frets. The finest steel rein-
farced adjustable neck. Ex-
cellent tone compares with
models priced higher. C-120
attractively priced at $42.00
list.

Write: information and
brochures on comelete
{ines in Imperlals various lines.
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MUSICAL INSTRUMENT COMPANY
2622 W. Fifty-Ninth Street
Chicago, lllinois 60629
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pair has recorded prolifically for a wide
variety of record labels.

Fuller, Jesse, Frisco Bound; annotated by
Philip F. Elwood (Arhoolie R-2009).
Georgia-born Fuller is a nonpareil one-
man band, playing 12-string guitar, har-
monica, kazoo, and fotdella, a pedal-oper-
ated bass of his own devising. He also is a
delightfully infectious musician with a

repertoire that ranges far beyond the blues
to embrace the full span of traditional
Negro folksong—ballads, religious songs,
and dance pieces, as well as his own inter-
esting creations on traditional models.

Howling Wolf

Additional Fuller LPs are available on
the World Song (10” and out-of-print),
Good Time Jazz, Prestige, and Folk-Lyric
labels.

Great Jug Bands, The; edited by Pete
Whelan and Bill Givens, annotated by
Samuel B. Charters (Origin Jazz Library
OJL-4).

Midway between country blues and ur-
ban jazz, the jug bands enjoyed a brief
interlude of popularity in the late 1920s
and early 30s. The blithe exuberance of
their rude ensembles, the infectiousness of
the happy-go-lucky music they produced
are well represented in this sampling of
some of the better, more blues-oriented
bands in the years 1927 to 33. Comple-
mentary reissue albums are The Jug, Jook,
and Washboard Bands (Blues Classics BC-
2) and The Jug Bands (RF Records 6).

John Lee Hooker Sings Blues (King 727).

Mississippi-born Hooker’s singing and
guitar playing are among the meost brood-
ingly powerful in the modern blues. His is
dark and somber music, with hypnotic
rhythms and singing that is ominous and
filled with smoldering intensity. This album
is among the most impassioned he has
recorded, though music of similar power
is found in Don’t Turn Me from Your
Door (Atco 33-151) and his several al-
bums on the Crown label (recently re-
issued on United-Superior), among others.
Later developments in his music are
charted on Chess and Vee Jay, while the
most recent samples may be found on the
Impulse, BluesWay, and Verve/Folkways
labels. Two earlier sets on the Riverside
label, That's My Story (RLP 12-321) and

RAY FLERLAGE

Country Blues (RLP 12-838), attempt to
document the traditions of his Mississippi
upbringing; while out of print, they are
worth looking for.

Hopkins, Sam “Lightnin’,” Country Blues;
recorded, edited, and annotated by Mack
McCormick (Tradition TLP 1035).

Heir to the Texas blues traditions of
Blind Lemon Jefferson and Texas Alex-
ander, among others, Hopkins is one blues
performer who has been singularly suc-
cessful in straddling the worlds of tradi-
tional and commercial blues. He examines
his musical heritage in this set and in the
companion albums, Autobiography in
Biues (Tradition TLP 140) and Lightnin’
Hopkins (Folkways FS-3822). His com-
mercial recordings—all of high quality—
are obtainable on a great number of al-
bums on a wide range of labels.

House, Son and J. D. Short, Blues from
the Mississippi Delta; edited and anno-
tated by Samuel B. Charters (Folkways
FA-2467; also available on Verve/Folk-
ways FV-9035).

One of the greatest performers of the
taut, anguished Mississippi blues, House’s
voice is a pain-filled cry; his powerful
guitar echoes and amplifies its mood of
insistent desolation. The six House selec-
tions were recorded by Alan Lomax for
the Library of Congress in 1942 and are
among the most forceful he has recorded.
The Short performances were recorded in
St. Louis in 1962 by Charters; they are
interesting examples of the archaic Missis-
sippi blues by a less skilled but still mov-
ing representative of the area’s music.
House may be heard on a fine recent
album, The Legendary Son House (Co-
lumbia CL 2417), while Short has re-

Skip James

corded with his cousin Big Joe Williams
on Stavin® Chain Blues (Delmark DL-
609).

Howli® Wolf, Moanin’ in the Moon-
light (Chess LP-1434).

One of the most forceful of the Chicago-
based post-war blues performers, Chester
Burnett, who uses the colorful professional
nickname Howlin’ Wolf, sings in a hoarse,
guttural manner over a heavy surging
beat. His style is greatly indebted to the
music of the Delta bluesman Charlie Pat-
ton (especially as regards vocal style),
from whom the younger Burnett learned.
Another excellent early album by this
artist is Howlin’ Wolf Sings the Blues
(Crown CLP 5240), also available in a

VALERIE WILMER




ROY BURNS proves it,
every time he plays.

Rogers gives you
PINPOINT
DEFINITION

INPOINT definition means power without distortion. You
hear each beat — even at full power. Each beat is crisp, clean.
One beat never runs into another.

The secret’s in Rogers’ amazing floating snares. They ride with
the snare head — always. So they’re always in position for your
fastest stroke. You never hear a snare slap. You never get
ahead of your snares.

Strong statements? You bet. See how right we are. Take your
drum to your dealer’s and set it next to a new Dyna-Sonic. Play
them side-by-side. Be careful though. You’ll probably like the
sound and feel of Rogers well enough to trade up.
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CBS Musical Instruments/CBS, inc.
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recent re-package as Big City Blues (United
Superior 717), while his later recordings
can be found on the Chess label, for
which he continues to record.

Mississippi John Hurt, Volume 1; edited
by Dick Spottswood and Tom Hoskins,
annotated by Dick Spottswood (Piedmont
PLP-13157).

Possessed of a lilting, graceful guitar
approach and an unaffectedly sweet, rela-
tively straightforward singing style, Hurt
is poles apart from the characteristic blues
of his native state. He is more properly
a songster whose repertoire spans the full
range of traditional Negro folksong, as
this set, recorded shortly after his redis-
covery in 1963, well demonstrates. Two
other fine Hurt sets are available, a second
one on Piedmont (PLP-13161), and one
on Vanguard (VSD-79220), recorded
shortly before his death in 1966.

In the Spirit, Volumes 1 and 2, edited
and annotated by Bernard Klatzko and
Gayle Dean Wardlow (Origin Jazz Li-
brary OJL-12 and 13 respectively).

Country religious song, sanctified con-
gregational singing, sidewalk religious per-
formances, and song-sermons from the
pre-war “race record” lists are combined
in this exemplary two-disc survey of Ne-
gro folk religious music, far and away
the best and most complete sampling of
older sacred song forms on record. The
range is broad, from archaic hymn styles
to early Gospel song, but every selection
is a gem. Only fair notes, however. A five-
disc survey of older and more recent ac-
tivities in the area is available on Ameri-
ca’s Music, distributed by Arhoolie Rec-
ords.

Jackson, Mahalia, The World’s Greatest
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Mahalia Jackson

Gospel Singer (Columbia CL 644).

The album title is accurate, for this set
contains majestic, moving singing in the
restrained Gospel style by the undisputed
queen of Negro religious song, with sym-
pathetic-backing by the Falls-Jones En-
semble. Other albums by the singer are on
the Columbia and Apollo labels.

James, Elmore, Blues After Hours (Crown
CLP-5168).

Exciting small group and large band
performances by one of the most popular
post-war  singer-guitarists. James’ slide
guitar technique, his vocal style, and much
of his repertoire are patterned on Delta
bluesman Robert Johnson, but James’
music represents a thoroughly successful
synthesis of pre-war solo and post-war
electrically amplified ensemble blues styles.
Additional James recordings may be found
on the Sphere-Sound label.

Skip James/Today!; edited by Patrick
Sky, annotated by Bruce Jackson (Van-
guard VSD-79219).

Twelve reflective blues, with guitar or
piano accompaniment, by the best-known
practitioner of the Bentonia, Miss., blues
style. James’ high, floating voice and intro-
spective guitar are almost as good here as
on his four superb selections recorded
during the 1964 Newport Folk Festival
(Vanguard VSD-79181) immediately after
his re-discovery. Another James set may
be found on the Melodeon label, Skip
James (MLP-7321).

The Legendary Blind Lemon Jefferson;
edited by Orrin Keepnews, annotated by
Pete Welding (Milestone MLP-2004).
Earliest and most influential Texas blues
artist to record, singer-guitarist Jefferson
is one of the major figures of the blues.

JIM MARSHALL

Many of the songs he was the first to
record have since gone into oral circula-
tion, becoming part of the very fabric of
the blues and being employed by countless
bluesmen since his time. This set contains
12 performances recorded in the years
1926 to 29. Two earlier sets on the River-
side label, while out of print, are worth
shopping around for; they are Blind
Lemon: Classic Folk Blues (RLP 12-125)
and Blind Lemon Jefferson, Volume 2
(RLP 12-136).

Johnson, Robert, King of the Delta Blues
Singers; edited and annotated by Frank
Driggs (Columbia CL 1654).

Powerful, apocalyptic blues perform-
ances by the greatest Mississippi blues
poet, a magnificent singer and superb
guitarist. Johnson’s intense, personal music
is unmatched in the whole of the blues
for the brilliance and force of its imagery
and the impassioned fury that drove it.
This is an essential album.

Blind Willie Johnson, 1927-1930; edited
and annotated by Samuel B. Charters
(RBF Records 10).

Some of the most affecting Negro reli-
gious music ever recorded is that of blind
street singer-guitarist Johnson and his wife
Angeline. The correspondence among his
magnificently expressive voice, that of his
wife, and his sensitive guitar support was
uncanny, as this splendid reissue of his
best performances eloquently witnesses.

King, B. B., Live at the Regal (ABC-
Paramount 509).

A superlative singer and extraordinary
guitarist, King is by all odds the most
influential and successful contemporary
blues performer. His shouting vocal de-
livery and guitar pyrotechnics have utterly




dominated the blues from the late 1950s,
with virtually every young bluesman since
having come under his sway. This in-
person recording, taken at a Chicago
theater, captures some of the excitement
King and his fine band are capable of gen-
erating. The singer has recorded a great
number of excellent albums for the Crown
and Kent labels; his most recent work is
to be found on the ABC-Paramount and
BluesWay labels, the Blues Is King set
(6001) on the last-named label being an-
other impressive “live” recording.

Knight, Marie, Songs of the Gospel
(Mercury MG 20196).

Fervent, impassioned Gospel song per-
formances by one of the consummate in-
terpreters, a former singing partner of
Rosetta Tharpe, currently leading her own
female Gospel group. Miss Knight is non-
pareil, outstripping any female shouter in
the volcanic Gospel song style. Runners-
up include Clara Ward, with excellent
LPs on a number of labels, the best being
on Savoy; Marion Williams, also on Savoy;
The Caravans, on Gospel; the Davis Sis-
ters, Savoy; the Gay Sisters, Savoy; the
Sallie Martin Singers, Vee Jay and Song-
Bird; Inez Andrcws and the Andrewettes,
Vee Jay; and the Meditation Singers, Song
Bird—among other like groups.

Ledbetter, Huddie, Leadbelly—The Li-
brary of Congress Recordings; recorded
by John A. and Alan Lomax, cdited and
annotated by Lawrence Cohn (Elektra
301/2—three-LP set).

If any one set of recordings can be
described as beginning to contain the hero-
ic measure of the Louisiana-born songster
and 12-string guitarist whose repertoire
spanned the full breadth of Negro secular
and sacred song, this set of selections from
the recordings he made for the Library of
Congress in the years 1933 to 1942 is the
one. Leadbelly was in powerful form dur-
ing the recording sessions and the 50 tracks
encompass monologucs, dance pieces, bal-
Jads, blues, worksongs, hollers, spirituals,
topical and protest songs, and Include tra-
ditional as well as personal creations. Nu-
merous other recordings by this singer are
available on the Folkways, Stinson, Capi-
tol, RCA Victor, and Musicraft labcls.

Furry Lewis; recorded, edited, and anno-
tated by Samuel B. Charters (Folkways
FS 3823).

Mississippi-born Lewis is a dramatic
singer-guitarist in the intense, introspective
manner adopted by many bluesmen of the
state. These recordings, made in Memphis
in 1959, are powerful and brooding ex-
amples of Lewis’ art at its most personal.
Additional recordings are available on the
Prestige/Bluesville label, but they are a
bit more brash and less reflective.

Lipscomb, Mance, Texas Sharecropper
and Songster; recorded by Chris Strach-
witz and Mack McCormick, annotated by
McCormick (Arhoolie F 1001).

An inventive, sensitive guitarist and
singer with the wide ranging repertoire of
the traditional Negro songster, Lipscomb
is an important link with the pre-blues of
his native Texas, the contours of which
are delineated in this and three subsequent
albums on Arhoolie and one on Reprise.
Other recently recorded songsters include
Maryland’s Bill Jackson (Testament T-
2201) and Virginia’s John Jackson (Ar-
hoolie F-1025).

The Best of Little Walter (Chess LP-
1428).

An excellent sampling of the inventive,
saxophone-like electrically amplified mod-
ern blues harmonica style developed by
the most talented post-war mouth-harp

player and close associate of Muddy
Waters. Fine modern Chicago band blues,
including several superb instrumentals.

McDowell, Fred and Annie, My Home Is
in the Delta; recorded, edited, and an-
notated by Pete Welding (Testament T-
2208).

Stunning bottleneck guitar-accompanied
blues by one of the finest Delta bluesmen
to be discovered in recent years, and fer-
vent spiritual duets with his wife. Their
singing has been compared to that of
Blind Willie Johnson and his wife. Other
important recordings by McDowell, per-
forming blues in the main, have been
issued on the Arhoolie and Milestone la-
bels.

Blind Willie McTell, 1940; recorded
by John Lomax, edited and annotated by
Dick Spottswood (Melodeon MLP 7323).

Originally recorded for the Library of
Congress, these recordings are among the
finest samples of the songster’s art. Georgia
street-singer McTell, a singular 12-string
guitarist and a compelling singer, is heard
in a far-ranging program that encompasses
superlatively performed spirituals, earthy
blues, bright dance pieces, traditional bal-
lads, popular songs, and several interesting
monologs. An essential set, one infinitely
superior in every respect to the McTell
Last Session album on Ruesville.

Memphis Minnie, Volume 2; edited by
Chris Strachwitz and Henry Vestine, an-
notated by Strachwitz (Blues Classics BC-
13).

Fourteen exuberant performances by
the finest country-cum-urban woman sing-
er and guitarist, who is here heard in duet
with her guitarist husband “Kansas Joe”
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Above: Robert
Pete Williams.
Below: Junior

Wells.

McCoy. Material dates from the period
1929-35, and the brisk interplay of the
two guitars behind Minnie’s husky expres-
sive singing is a real joy. An earlier Blues
Classics set (BC-1) concentrates on ma-
terial spanning the years 1929 to 42, and
is of a high level of achievement.

Miller, Rice, The ‘“Original” Sonny Boy
Williamson; edited by Chris Strachwitz,
annotated by Paul Oliver (Blues Classics
BC-9).

A virtuosic harmonica player, expres-
sive singer, and a composer of memorable
blues in his own right, Miller assumed the
Sonny Boy Williamson name upon the
death of the popular recording artist in
1948, using it for the balance of his per-
forming career, until his death in 1965.
His unique skills as composer and per-
former are perhaps best memorialized in
this attractive reissue of his earliest re-
cordings, from the early 1950s. Addition-
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al recordings by this important artist are
available on the Checker, Chess, and
Danish Storyville labels.

The Mississippi Blues, 1927-1940; edited
by Pete Whelan and Bill Givens, anno-
tated by Dave Evans (Origin Jazz Li-
brary OJL-5); The Mississippi Blues,
No. 2: The Delta, 1929-1932; edited by
Givens, annotated by Evans (Origin Jazz
Library OJL-11); Blues Roots/Mississip-
pi; edited and annotated by Samuel B.
Charters (RBF Records 14).

Among the most important reissue al-
bums of recent years, these three LPs
document the earliest developments and
subsequent flowering of the Mississippi
Delta blues, perhaps the most powerful,
introspective blues traditions to have
evolved in the South. Most of the idiom’s
most expressive and most important per-
formers are represented in the albums,
thus delineating the full range of the

WELDING

area’s music. Related albums are Alabama
Country, 1927-1931 (Origin Jazz Library
OJL-14), which demonstrates that musi-
cal traditions in the adjoining state were
not appreciably different, and The At-
lanta Blues (RBF Records 15), which
evinces a smoother and more sophisti-
cated handling of country materials as a
result of urban pressures. Two recently
recorded albums offer glimpses of the
survival of the Delta musical traditions:
I Have to Paint My Face (Arhoolie
F-1005) and The Sound of the Delta
(Testament T-2209).

Morton, Jelly Roll, The Library of Con-
gress Recordings; recorded by Alan Lo-
max, annotated by Martin Williams (Riv-
erside RLP 9001-9012—12 LPs).

Colorful, pungent recollections of early
jazz developments and performers, New
Orleans folkways, and his own turbulent
career as pianist, composer, and jazz band
leader spun out with charm and humor,
and illustrated with numerous examples of
his delightful playing and singing, by one
of the most creative musicians yet pro-
duced by jazz. Morton’s reminiscences,
as recorded for the Library of Congress
in 1938, formed the basis of Lomax’s
moving biography of the pianist-raconteur,
Mr. Jelly Roll. Though out-of-print, these
sets more than repay the effort of search-
ing them out. An interesting corollary al-
bum is Morton’s evocative set of piano
solos and vocals, Jelly Roll Morton (Main-
stream 56020), originally recorded in
1941, shortly before his death. Additional
recordings are on the Riverside and RCA
Victor labels.

Music from the South; recorded, edited,
and annotated by Frederic A. Ramsey
(Folkways FP 650-658, FA 2659—10
LPs).

Important field recordings of  archaic
Negro folk musical styles recorded in
1954 in Alabama, Louisiana, and Missis-
sippi in an attempt to document musical
survivals from the period 1860-1900.
Among the materials collected are post-
Emancipation-styled brass band music,
old hymn and anthem singing, hollers,
field blues, incipient Gospel music, chil-
dren’s play songs and games, song-ser-
mons and interviews, all provocative and
significant to the study of Afro-American
music.

Negro Blues and Hollers; edited and an-
notated by Marshall Stearns (Library of
Congress AFS L59).

A stimulating collection of blues, all
guitar-accompanied, two hollers and two
spirituals recorded on Mississippi and Ar-
kansas plantations in 1941 and 42. The
disc is important in documenting the per-
sistent blues traditions associated with the
Mississippi Delta and preserves several
magnificent performances in the genre,
particularly by Son House and Willie
Brown, two of the idiom’s undisputed
masters. Only fair notes, however, by the
late jazz writer.

Negro Music of Alabama; recorded,
edited, and annotated by Harold Cour-
lander (Folkways FE 4417, 4418, 4471-4
—6 LPs).

Valuable field recordings of older Ne-
gro song traditions taken by a knowl-
edgeable collector in rural Alabama in
1950, these six discs attempt to docu-
ment existent folk styles as they operate
at the practical, workaday level. Forms
surveyed are spirituals, hymns, children’s
games and songs, vocal and instrumental
blues, worksongs, calls, sermons, church
services, cante-fables, ballads and folk-
tales. Extremely interesting set of record-




ings, copiously annotated.

Negro Religious Songs and Services;
editcd and annotated by B. A. Botkin
(Library of Congress AAFS L10).

The hest single survey of Negro folk
country religious music, the recordings
comprising this LP were taken in the
field throughout the South between 1934
and 1942, and range from unaccom-
panied solo singing to rough, powerful
responsorial congre?anon singing. A more
recent sampling of rural religious song
traditions is Angola Prison Spirituals
(Louisiana Folklore Society LFS A-6,
distributed by Folk-Lyric Records), re-
corded by Harry Oster at Louisiana State
Penitentiary at Angola.

Negro Work Songs and Calls; edited
and annotated by B. A, Botkin (Library
of Congress AAFS L8); Negro Prison
Songs: recorded, edijted, and annotated by
Alan Lomax (Tradition TLP 1020).

Field recordings, primarily made in
southern penitentiaries, of songs, calls, and
hollers employed to facilitate the orderly
conduct of gang labor and to summon
workers to various activities, these two
albums are essential documents. The Tra-
ditlon disc, recorded in the Mississippi
State Penitentiary at Parchman in 1947,
is ufterly superb, containing some of the
most wildly magnificent, anguished Negro
music ever recorded. A companion set,
recorded at two Texas prison farms in
1951, is Folkways P-475, while two re-
cent recordings of the penal song tradi-
tions are Prison Worksongs (Louisiana
Folklore Society LFS A-5, distributed by
Folk-Lyric Records), recorded by Harry
Oster in the Louisiana State Penitentiary
at Angola in 1959, and Negro Folklore
from Texas State Prisons (Elektra EKS-
7296), recorded by Bruce Jackson in
1964.

The Immortal Charlie Patton, Volume
2; edited by Pete Whelan and Bernard
Klatzko, annotated by Klatzko (Origin
Jazz Library OJL-7).

Valuable reissue of 16 representative
performances, recorded between 1929 and
32, by one of the progenitors of the
Mississippi Delta blues style, an enter-
taining, authoritative singer-guitarist who
exerted a profound and lasting influence
on the music of his area. A companion
album is Origin Jazz Library OJL-1.

Rugged Piano Classice; edited by Bill
Givens and Pete Whélan (Origin Yazz Li-
brary OJL-15); Ragged Piano Classios;
edited by Bill Givens and Pete Whelan
(Origin Jazz Library OJL-16); Piano
Blues; edited and annolated by Samuel
B. Charters (RBF Records 12).
Eccentric, country-based piano styles
are investigated in the first of the two
Origin discs, while ragtime-influenced styles
are surveyed in the second, both LPs serv-
ing to indicate the breadth of stylistic or-
ientations supported by the genre, The
RBF set mixes eccentric and more regu-
larized styles and offers some stunming
keyboard blues. Related LPs include Piaiio
Blues, Volumes 1 and 2 (Brunswick BL
54014 and 54015 respectively), the
first of which contains magnificent sam-
ples of the more eccentric, individualistic
piano styles of the late 1920s, while the
second deals with more jazz-styled play-
ing styles; Honky Tonk Train (Dutch
Riverside RM 8006), Giants of Boogie
Woogie (Riverside RLP 12-106), Upright
and Lowdown (Columbia CL 685), and
Piano Blues 1927-1933 (Dutch Riverside
RM 8809). There are, in addition, indi-
vidual albums by singer-pianists Curtis
Jones (Delmark); Roosevelt Sykes (Del-
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Muddy Waters

mark, Folkways, Bluesville, and Crown);
Little Brother Montgomery (Delmark,
Folkways, and Bluesville); Otis Spann
(Testament, Candid, and Danish Story-
ville); Memphis Slim (Folkways, Candid,
Bluesville, and others); Alex Moore (Ar-
hoolie); Champion Jack Dupree (OKeh,
Atlantic, Folkways, and Audio-Lab); Rob-
ert Shaw (Almanac and Arhoolie), and
Sunnyland Slim (Bluesville), among
others.

Ragtime, A Recorded Documentary;
edited by Dick Spottswood, annotated by
Louisa Spottswood (Piedmont PLP-
13158). )
This album offers a fairly representative
cross-section of recordings of the synco-
pated dance music popular in the early
1900s and which formed one of the most
significant bases for the emergent jazz
instrumental style. The recordings, pri-
marily of banjos and pianos, the most
popular ragtime instruments, span the
years 1899 to 1929, and include several
vaudeville-styled “coon songs” and a few
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examples of orchestral ragtime playing.
Two recordings of ragtime piano roll per-
formances are The Golden Age of Ragtime
(Riverside RLP 12-110) and Ragtime
Piano Roll Classics (Riverside RLP 12-
126).

The Immeortal M: Rainey; edited and
annotated by Orrin' Keepnews (Milestone
MLP-201). ; .

Feelingful perfc#mances, with sympa-
thetic small jazz group backing, by one of
the greatest female jazz-blues singers and
a popular barnstorming tent-show artist
whose music w7s solidly based in the tra-
ditional folk blunes. Additional reissue sets
by this artist are on the Riverside (cur-
rently out-of-»rint but worth looking for)
and Dutch } iverside labels.

Really! Th$ Country Blues; edited by
Pete Whelah, annotated by Gayle Dean
Wardlow (Origin Jazz Library OJL-2).
An essential reissue album of strong
country blies performances by 12 masters
of the idio,m, most from Mississippi, this

RAY AVYERY

set was largely influential in crystallizing
attention on the archiac bluesmen and in
spurring concentrated efforts in seeking
them out. It is interesting to note that
three artists whose work is contained in
this set, Son House, Skip James, and Ish-
man Bracey, have since been rediscovered.
A corollary album is Country Blues En-
cores (Origin Jazz Library OJL-8), con-
taining 16 additional samples of the genre,
while The Country Girls (Origin Jazz
Library OJL-6), offers an equal number
of reissue performances, primarily in
country style, by 12 female blues singers.

The Bessie Smith Story, Volume 4; an-
notated by George Avakian (Columbia
CLP 858).

Superlatively emotional singing in the
so-called “classic” jazz-blues idiom by the
most moving performer the genre pro-
duced, with appropriate accompaniments
by several of the leading jazz musicians
of the late 1920s, and by the Bessemer
Singers spiritual group. The LP contains
some of Miss Smith’s finest songs as well.
Additional recordings by the singer are
the first three volumes of the important
series (Columbia CLP 855-857). Related
recordings by other female jazz-blues in-
terpreters include: Ida Cox, The Moanin’,
Groanin’ Blues (Riverside RLP 147); The
Great Blues Singers (Riverside RLP 12-
121); Jazz Sounds of the Twenties, Vol-
ume 4 (German Odeon 83 250), and
Women of the Blues (RCA Victor Vin-
tage LPV-534).

Staple Singers, Uncloudy Day (Vee Jay
LP 5000).

Haunting, modern-day religious song
performances by a Chicago family group
whose highly individual music represents
a striking fusion of older spiritual and
more recent QGospel song styles, with
moving lead singing by Mavis Staples and
rock-ribbed Mississippi-styled guitar work
by Roebuck Staples. Other albums by this
group are on the Vee Jay, Riverside, and
Epic labels, on the last of which is a par-
ticularly moving in-person recorded al-
bum, Freedom Highway (Epic LN 24163).

Tharpe, Sister Rosetta, Gospel Train;
annotated by Martin Williams (Decca DL
8782).

An important reissue of 12 prototypical
Gospel recordings from the 1940s by the
singer who was largely responsible for the
flowering of the modern Gospel style, the
influence of whose zesty, swinging music
is felt in every Gospel group since her
time. The disc contains three magnificent
duets with her former partner Marie
Knight, a significant, influential performer
in her own right. Other recordings by Miss
Tharpe may be found on the Decca, Mer-
cury, and Verve labels.

Henry Thomas Sings the Texas Blues;
edited by Bill Givens (Origin Jazz Library
OJL-3).

Reissue album of 1927-28 recordings
by an early Texas singer, guitarist, and
reed-pipes player whose repertoire, which
includes traditional ballads as well as
blues, provides important indications of
the diverse elements shaping Negro music.

T-Bone Walker (Capitol T 1958).

Germinal 1945-50 recordings by a piv-
otal figure in the development of modern
blues, these selections are illuminated by
Texas-born Walker’s fleet, well-constructed
electric guitar improvisations. Additional
samples of the performer’s work are avail-
able on the Imperial, Atlantic, and Blues-
Way labels.

‘Washboard Sam; edited by Chris Strach-
witz, annotated by Paul Oliver (Blues
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Classics BC-10).

An interesting reissue of 16 commer-
cially-issued recordings, made in Chicago
in the 1930s and 40s, by singer-washboard
player Robert Brown, whose blithe, ebul-
lient music was representative of the
swinging, jazz influenced urban blues at
its best. Among his accompanists were
several first-rank Chicago-based bluesmen,
guitarist Bill Broonzy and Willie Lacy,
and pianists Bob Call, Joshua Altheimer,
Memphis Slim, Horace Malcomb, and
Roosevelt Sykes, among others.

Waters, Muddy, Down on Stovall’s Plan-
tation; recorded by Alan Lomax, edited
and annotated by Pete Welding (Testa-
ment T-2210); The Best of Muddy
Waters (Chess LP-1427).

In 1941 and ’42, when the selections
on the Testament LP were recorded for
the Library of Congress, Waters (whose
given name is McKinley Morganfield)
was a Mississippi farm laborer in Rolling
Fork, Miss., who already had assimilated
the region’s stark, dramatic vocal and
guitar styles, as exemplified in the music
of Robert Johnson and Son House, the
younger performer’s chief influences. At
this time Waters was a superlative blues-
man, as these 13 performances attest, but
it was after moving to Chicago in 1943
and adapting this music to the electric
guitar and to small ensemble that he
achieved his major accomplishments. The
Chess album preserves some truly mag-
nificent early classic of modern blues as
well as later developments with more so-
phisticated groups. All the -performances
are excellent. Waters may be heard on
other Chess recordings, among which The
Real Folk Blues (LP-1501) is particularly
fine.

White, Bukka, Mississippi Blues; re-
corded, edited, and annotated by Ed Den-
son and John Fahey (Takoma B 1001).

Forthright, aitesting recent perform-
ances by the re-discovered White, one
of the younger and more distinctive prac-
tioners of the Delta blues, a strongly emo-
tional singer and forceful guitarist capable
of generating powerful rhythmic tension.
White is a gifted blues poet, and this as-
pect of his music is best delineated in
two albums, Sky Songs (Arhoolie F-1019
and 1020).

Wilkins, Reverend Robert, Memphis Gos-
pel Singer; edited and annotated by Dick
Spottswood (Piedmont PLP-13162).

A former country bluesman who re-
corded for the “race record” lists in the
1920s, Mississippi-born Wilkins, re-discov-
ered and recorded in 1964, here offers a
fine program of guitar-accompanied reli-
gious song that is among the most affect-
ing on record. An ordained minister based
in Memphis, Wilkins is still an exciting
singer and a consummate guitarist in
the knife-slide manner.

Williams, Big Joe, Tough Times; re-
corded, edited, and annotated by Chris
Strachwitz (Arhoolie F-1002).

Though not of the Delta, Mississippi-
born singer, nine-string guitarist Williams’
music possesses much of the brooding
urgency of that area’s music. This set of
anguished, tensile performances is among
the singer’s finest on record, comparing
most favorably with his recordings of the
1930s and 40s. In recent years Williams
also has recorded for the Delmark, Blues-
ville, Testament, Danish Sturyville, and
Milestone labels.

Williams, Robert Pete, Free Againj; re-
corded, edited, and annotated by Harry
Oster (Prestige/Bluesville 1026).

Discovered and recorded by Harry Os-
ter in Louisiana State Penitentiary at An-
gola but since released, Williams is one
of the finest newly-found performers of
the country blues. His music is somber;
reflective but full of dark, arresting power
and within the relatively small compass
of his instrumental means he creates re-
markably” free, complex music that is
wholly distinctive. Additional recordings
by Williams are on the Folk-Lyric and
Takoma labels.

Blues Classics by Sonny Boy William-
son; edited and annotated by Chris Strach-
witz (Blues Classics BC-3).

One of the most popular blues record-
ing artists of the 1930s and 40s, Tennes-
see-born Williamson exerted a formidable
influence upon the blues, both in his own

time and after. His recordings were among
the most viable produced in Chicago dur-
ing that city’s hectic blues recording ac-
tivity, and his rich, inventive harmonica
playing signalled and spurred develop-
ments on this simple instrument that oc-
curred in the modern, electrically ampli-
fied blues following his death in 1948.
These recordings, made in the period 1937-
44, are among the most memorable of a
prolific and consistently superior output.

Yancey, Jimmy, Pure Blues (Atlantic
1283).

Subtle, introspective performances by
the master of Chicago blues piano, includ-
ing sensitive accompaniments to the un-
forced singing of his wife Estelle. Addi-
tional recordings are on the Riverside and
RCA Victor labels.
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AN INDEX T0
DOWN BEAT 1967

A = Feature Article
N = News Story
P = Potpourri

RR = Record Review

ABRAMS, RICHARD A Man With
An Idea, A, Oct. 5, p. 23.

ADDERLEY, CANNONBALL Mercy,
Mercy, Mercy, RR, March 23, p. 32;
The Rikers Scene, N, May 18, p. 14;
Why Am 1 Treated So Bad?, RR,
July 13, p. 29; Standing Room Only
At Memory Lane, P, July 27, p. 13;
The Well Rounded ’Ball, A, Nov.
16, p. 17.

ADDERLEY, NAT Live at Memory
Lane, RR, May 4, p. 28.

ALBAM, MANNY Soul of the City,
RR, April 6, p. 30.

ALLEN, HENRY (RED) Trumpeter
Dies, N, June 1, p. 13; For Red,
Feather's Nest, June 1, p. 15.

ALLISON, MOSE Wild Man on the
Loose, RR, June 15, p. 32.

AMMONS, GENE Boss Soul, RR,
April 20, p. 32.

AMY, CURTIS Mustang, RR, July 13,
p. 29.

ANTHONY, RON Returns from Viet-
nam, P, March 9, p. 16.

APPLE CORES (Column) A Few
Notes on the Avant Garde, Jan. 26,
p. 10.

ARCHEY, JAMES (JIMMY) Trom-
bonist Dies, N, Dec. 28, p. 13.

AUSTIN, CLAIRE And the Great Ex-
celsior Jazz Band, RR, March 9, p.
30.

AWARDS French Academie du Jazz
Presents Awards, P, July 27, p. 13;
Veteran Band Booker, Willard Alex-
ander, Honored by Local 802, P,
Sept. 7, p. 13.

BAILEY, BUSTER Clarinetist Dies, N,
May 18, p. 13.

BAKER, CHET Comin’ On with the
Chet Baker Quintet, RR, Aug. 10, p.
30.

BAKER, DAVE Conducts Own Com-
position, P, July 13, p. 13.

BALLIETT, WHITNEY Such Sweet
Thunder, N, Jan. 12, p. 12.

BANKS, BILLY Singer Dies, N, Dec.
14, p. 10.

BASCOMB, DUD Neglected Main-
streamer, A, Jan. 26, p. 23.

BASIE, COUNT Broadway Basie’s Way,
RR, March 23, p. 32; Basie’s Beat,
RR, July 13, p. 30.

BEATLES In Perspective, A, Nov. 16,
.p. 20. '

BECHET, SIDNEY *The Blue Bechet,
RR, Jan, 12, p. 27.

BELLSON, LOUIE The Art of, A,
March 23, p. 22; Explorations, RR,
July 27, p. 30.
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BENEFITS James Moody Benefit Plans
Altered, P, May 4, p. 12; Rex Stew-
art Organizes Benefits for Watts
Workshop, P, June 29, p. 15; Benefit
for Two Ailing Musicians Held at
Village Gate, P, Oct. 19, p. 14; Leo-
nard Feather Produces Benefit-Con-
cert for Transport-A-Child Founda-
tion, P, Dec. 14, p. 10.

BENSON, GEORGE Cookbook, RR,
June 1, p. 32; Guitar in the Ascen-
dancy, A, June 29, p. 20.

BERKLEE SCHOOL A4 Tribute to
Charlie Mariano, RR, April 20, p.
32.

BETTERS, HAROLD Funk City Ex-
press, RR, June 15, p. 32.

BIG BANDS New Year’s Swings, N,
Jan. 26, p. 9; Drummers Change
Places, P, Feb. 9, p. 12; New L.A.
Big Bands—A Study in Contrasts,
N, Sept. 7, p. 13; There’s Something
Jumping in Denmark, N, Sept. 21,
p. 15; Newport Youth Band: Mar-
shall Brown’s Talent Incubator, A,
Sept. 21, p. 19.

BLAKEY, ART Japan Cancels Blakey
Tour, N, Feb. 9, p. 11; Kyoto, RR,
Feb. 23, p. 27; Like Someone in
Love, RR, Nov. 16, p. 32.

BLEY, PAUL Closer, RR, March 9,
p. 30.

BLINDFOLD TEST Don Ellis, Pt. 1,
Jan. 12, p. 36; Pt. 2, Jan. 26, p. 36;
Gabor Szabo, Feb. 9, p. 35; Sergio
Mendes, Feb. 23, p. 36; Eddie (Lock-
jaw) Davis, March 9, p. 39; Dizzy
Gillespie-Louie Bellson, March 23,
p. 40; Booker Ervin, April 6, p. 41;
Buddy Rich, April 20, p. 44; The
Rev. Tom Vaughn, May 4, p. 34;
Stanley Turrentine, May 18, p. 38;
Joe Zawinul, June 1, p. 40; Jack
Sheldon, June 15, p. 44; Wes Mont-
gomery, June 29, p. 45; Hugh Mase-
kela, July 13, p. 35; Shelly Manne,
July 27, p. 36; George Shearing, Aug.
10, p. 36; Oliver Nelson, Sept. 7, p.
35; Henry Mancini, Sept. 21, p. 38;
Joe Williams, Oct. 5, p. 40; Clare
Fischer, Oct. 19, p. 38; Cannonball
Adderley, Nov. 2, p. 34; Tony Ben-
nett, Nov. 16, p. 41; Oscar Peterson,
Nov. 30, p. 34; Bobby Hutcherson,
Dec. 14, p. 34; Michel Legrand, Dec.
28, p. 44.

BLOCK, MARTIN Pioneer Disc Jock-
ey Dies, N, Nov. 2, p. 15.

BLOOMFIELD, MIKE Blues-Rock
Band Supplies Music for Peter Fonda
Movie, N, Sept. 21, p. 13.

BLUES N’ FOLK (Record Reviews)
Various Artists, *Rare Blues of the
Twenties, Vol. 2; *Rare Blues of the
Twenties, Vol. 4; *Rare Blues of the
Twenties, Vol. 5, Jan. 12, p. 34.
*Crying Sam Collins; Various Ar-
tists, *The Mississippi Blues, Vol. 2:
The Delta, 1929-1932; Various Ar-
tists, *In the Spirit, Vols. 1 & 2,

April 6, p. 39. Blind Willie McTell,
*1940—The Legendary Library of
Congress Session; Huddie Ledbetter,
*Leadbelly—The Library of Congress
Recordings; Various Artists, *The
Party Blues, June 29, p. 41. B. B.
King, Blues Is King; John Lee Hook-
er, Live at Cafe Au-Go-Go; Otis
Spann, The Blues Is Where It's At;
The New Jimmy Reed Album; Junior
Wells, It's My Life, Baby; The Blues-
men of the Muddy Waters Band,
Aug. 10, p. 34. Various Artists,
* Alabama Country, 1927-31; Various
Artists, *Blues Roots/Mississippi;
Various Artists, *The Atlanta Blues;
Various Artists, *Blues Rediscoveries;
Various' Artists, *Country Blues Clas-
sics, Sept. 21, p. 36. The James Cot-
ton Blues Band; Eddie (Cleanhead)
Vinson, Cherry Red; Muddy Waters,
Muddy, Brass, and the Blues; Chuck
Berry, Golden Hits, Nov. 2, p. 31.
Joe Turner, Singing the Blues; T-
Bone Walker, Stormy Monday Blues;
Jimmy Reed, Soulir’; Big Mama
Thornton, The Queen at Monterey;
Various Artists, Roots: Rhythm and
Blues, Dec. 14, p. 32.

BOBO, WILLIE Juicy, RR, Aug. 24, p.
24,

BOOK REVIEWS Ain’t Misbehavin':
The Story of Fats Waller; And Sleep
Until Noon; Jazz: The Transition
Years, 1940-1960, Jan. 12, p. 37.
The Encyclopedia of Jazz in the
Sixties; Such Sweet Thunder, March
23, p. 44. Urban Blues, May 18, p.
40. Jazz Masters of New Orleans,
Sept. 21, p. 42. The Big Bands, Dec.
14, p. 35.

BOWN, PATTI Down Patti: A Profile
of, A, Oct. 19, p. 23.

BOXER, KARL Split Decision, RR,
Feb. 9, p. 28.

BRAITH, GEORGE Laughing Soul,
RR, Jan. 12, p. 27; Extension, RR,
April 20, p. 32.

BROOKMEYER, BOB Master of the
Brass Stepchild, A, Jan. 26, p. 14.
BROOKS, RANDY Trumpeter Dies in

Fire, N, May 4, p. 12.

BROOKS, ROY Unsung Hero, A, Aug.
10, p. 15.

BROWN, MARION Top Side Under-
ground, A, Feb. 9, p. 14; Marion
Brown Quartet, RR, April 20, p. 34;
Juba-Lee, RR, Nov. 16, p. 32.

BROWN, MARSHALL Newport Youth
Band: Brown’s Talent Incubator, A,
Sept. 21, p. 19.

BROWN, RAY The New Life of, A,
March 9, p. 24.

BROWN, ROBERT Blues Singer Dies,
P, Feb. 9, p. 12.

BRUBECK, DAVE Anything Goes!,
RR, June 1, p. 32; Quartet Will Dis-
band At Year’s End, N, Oct. 5, p.
14; Bravo! Brubeck!, RR, Dec. 14,
p. 28.




LTIV DY U

[
3




BRYANT, BOBBY Jazz From 9 Till
2 Only, A, Jan. 26, p. 20.

BUCKLEY, DICK Down the River,
N, June 15, p. 13.

BUDIMIR, DENNIS Alone Together,
RR, Feb. 9, p. 27.

BURRELL, KENNY Have Yourself A
Soulful Little Christmas, RR, Feb.
9, p. 27.

BURTON, GARY Leaves Getz to Free-
lance, P, Jan. 12, p. 12; Tennessee
Firebird, RR, May 4, p. 28; Duster,
RR, Dec. 14, p. 28.

BYARD, JAKI Freedom Together, RR,
March 9, p. 31.

BYAS, DON Emphatic Expatriate, A,
July 27, p. 23.

BYRD, CHARLIE Byrdland, RR, April
6, p. 30; Solo Flight; Hollywood
Byrd, RRs, June 15, p. 32; Byrd
Awarded Big Bossa Nova Payoff, N,
Aug. 10, p. 10.

BYRD, DONALD Free Form, RR,
Jan. 26, p. 28; Writing Negro His-
tory Musical, N, March 23, p. 14.

BYSTANDER (Column) Some Strange
Facts, Aug. 10, p. 12; The Same Old
Story, Sept. 7, p. 14; Some Words
for Hamp, Nov. 16, p. 15; A Modest
Proposition, Dec. 14, p. 13; A
Touchy Subject, Dec. 28, p. 15.

CAIN, JACKIE-ROY KRAL Changes,
RR, Feb. 9, p. 27; Jackie and Roy,
RR, Aug. 24, p. 26.

CAREW, ROY J. Ragtime Authority
Dies, N. Oct. 5, p. 15.

CARNEY, HARRY Boss Baritone, A,
Nov. 2, p. 20.

CARVER, WAYMAN Flutist Dies, N,
Oct. 5, p. 15.

CATLETT, SID Drummer’s Son Star
Basketball Player, P, June 29, p. 14.

CAUGHT IN THE ACT (In-person
Reviews) Ella Fitzgerald-Earl Hines;
Berlin Jazz Festival, Muddy Waters;
Prague Jazz Festival, Jan. 12, p. 23.
Buddy Rich-Jazz at the Philharmonic,
Jan. 26, p. 27. Phil Woods; Claude
Hopkins-Sammy Rimington, Feb. 9,
p. 23. Charlie Barnet; Joseph Jar-
man; From Spiritual to Swing—1967,
March 9, p. 27. Seven Ages of Jazz;
Boston Jazz Festival; Tubby Hayes;
William Russo/Phil Cohran, March
23, p. 26. Duke Ellington-London
Philharmonic Orchestra; Gabor Sza-
bo; Chicago Jazz Ensemble-Gerry
Mulligan, April 6, p. 28. Collegiate
Jazz Festival; Intercollegiate Jazz
Festival, April 20, p. 17. Stan Ken-
ton; Erroll Garner; Roger Kellaway;
Jazz at the Philharmonic, May 4, p.
23. Ornette Coleman; Albert Ayler;
Alvin Fielder/ Anthony Braxton; Jazz
from a Swinging Era; Sonny Criss,
May 18, p. 24. University of Cali-
fornia Jazz Festival; Mobile Jazz
Festival; Max Roach, June 1, p. 30.
Pianos for Ellington; Dexter Gordon;
George Van Eps; Randy Weston;
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Charles McLean/ Tommy Vig/Raoul
Romera; Marshall Brown-Lee Kon-
itz; Big Mama Thornton/Taj Mahal,
June 29, p. 26. Puebla Jazz Festival;
First Spring Jazz Festival; Los An-
geles Jazz Festival; Gary Burton, July
13, p. 26. Carmell Jones; Charles
Bell; Bill Coleman, July 27, p. 27.
Louis Armstrong; Kaleidoscope; Dol-
lar Brand; Lionel Hampton, Aug. 10,
p. 27. Claude Hopkins; Erroll Garn-
er; Roscoe Mitchell; Gabor Szabo;
Various Artists, Sept. 7, p. 27. Hor-
ace Silver; Tony Scott; William Russo;
Jeremy Steig; Coltrane Memorial;
Various Artists, Sept. 21, p. 24. Anti-
bes International Jazz Festival; Ma-
halia Jackson, Oct. 5, p. 36. Barry
Harris; John Malachi; Stan Kenton;
Arrangers’ Holiday 1967; Coltrane
Memorial, Oct. 19, p. 26. Molde
Jazz Festival, Howard McGhee; Son-
ny Criss; Lionel Hampton, Nov. 2,
p- 26. Duke Ellington; Roland Kirk;
Various Artists; Judy Roberts; Otis
Redding, Nov. 16, p. 28. New York
Jazz Repertory Orchestra; Various
Artists; Mike Westbrook, Nov. 30,
p. 36. Jimmy Cleveland-Joe Coleman;
Dexter Gordon-Sonny Grey; Milt
Jackson; Lonnie Johnson; Top Brass,
Dec. 28, p. 30.

CHAMBERS, HENDERSON Trom-
bonist Dies, P, Nov. 30, p. 15.

CHARLES, RAY A4 Man and His Soul,
RR, April 20, p. 32; Shipping Out
with Ray Charles, N, May 4, p. 11;
“Ray Charles Day” Declared in L.A.,
P, July 27, p. 13; Invites You to
FEisten, RR, Oct. 19, p. 30; Named
Chairman of Sickle Cell Disease Re-
search Foundation, P, Nov. 16, p.
14; Subject: Ray Charles—an open
letter to future interviewers, A, Nov.
30, p. 16.

CHERRY, DON Symphony For Im-
provisers_? RR, Nov. 30, p. 28.

CHITTISON, HERMAN Pianist Dies,
N, April 20, p. 13.

CLARKE, KENNY Quits Blue Note
Job, P, Jan. 12, p. 12,

CLARKE-BOLAND BIG BAND Jazz
Internationale, A, April 20, p. 22.

COLEMAN, ORNETTE To Play with
Philadelphia Woodwind Quintet, P,
March 23, p. 14; Gets Grant, N,
May 18, p. 13; To Whom It May
Concern, A, June 1, p. 19. Scheduled
for Japanese Tour, P, Oct. 19, p. 15;
'Round The Empty Foxhole, A, RR,
Nov. 2, p. 16.

COLLEGIATE JAZZ FESTIVALS
Notre Dame Festival Adds Three
Judges, N, Feb. 9, p. 11; National
College Festival Planned for Miami
Beach, N, March 9, p. 15; Notre
Dame, Villanova Winners An-
nounced, P, April 6, p. 14; North-
western Fest Cancelled, P, April 20,
p. 15; International Music Festival,

A, June 15, p. 30; Stanford Univer-
sity Presents Jazz at the Festival of
the Arts, P, Aug. 10, p. 13; Region-
als, Finals Set for Round Two of
Intercollegiate Jazz Festival, N, Nov.
30, p. 13; Notre Dame Festival Set
for March 7-9, N, Dec. 28, p. 13.

COLLIER, GRAHAM Will Teach at
the Jazz Summer School in Wales,
P, July 27, p. 13.

COLTRANE, JOHN Live at the Vil-
lage Vanguard Again, RR, Feb. 23,
p. 26; Kulu Se Mama, RR, June 15,
p. 32; Saxophonist-Composer Dies,
N, Aug. 24, p. 12; In Memoriam, A,
Sept. 7, p. 16; Man in the Middle,
A, Dec. 14, p. 15.

COMPOSITION CONTEST Prizes Of-
fered for Jazz Compositions, N, May
18, p. 13.

CONCERTS Garner for Basie in Car-
negie Series, N, Jan. 12, p. 11; NYC
Gate Theater to Sponsor Jazz Series,
P, Jan. 12, p. 12; Michigan Univer-
sities Plan Concerts, P, Jan, 26, p. 10;
U of California Opens Jazz Series,
N, Feb. 23, p. 12; Negro History
Week to Swing in Illinois, N, Feb.
23, p. 12; Promoter Makes more with
Jazz than Rock, N, April 6, p. 13;
Carnegie Jazz Series Grinds to a
Halt, N, April 6, p. 14; Roster An-
nounced for First Frisco Festival, N,
April 6, p. 14; North Texas Lab
Band Returns from State Dept. Con-
certs in Triumph, N, April 20, p. 14;
Chicago Schools Get Jazz Concerts,
N, June 15, p. 16; Never Again Says
Granz, N, June 29, p. 13; Museum
of Modern Art Concerts Continue,
P, June 29, p. 14; Concerto for Jazz
Drums and Orchestra Premiered at
Orchestra Hall, P, June 29, p. 14;

. Rex Stewart Writes Score for L.A.
Concert, P, June 29, p. 15; Dave
Baker Premieres New Composition,
P, July 13, p. 13; Cecil Taylor to
Give Concerts in Holland, P, July
13, p. 13; Jazz 'in the Garden Opens
Seventh Season, N, July 27, p. 11;
Benny Golson Gives Concert at Expo
’67, P, July 27, p. 13; Sounds of the
Orient Delight San Francisco, N,
Aug. 10, p. 10; Schlitz Salute to Jazz
Concert Held in Milwaukee, N, Aug.
10, p. 11; Jazzmobile Takes Off, N,
Aug. 24, p. 13; A First in Seattle:
Rock Meets Ballet, N, Oct. 19, p.
14; “Fatha Hines, Meet Papa Haydn
.. .% N, Oct. 19, p. 14; The Ken-
nedy Dream to be Performed in Con-
cert, P, Oct. 19, p. 15; The Philoso-
phy of the Spiritual Presented at
Brooklyn Academy of Music, P, Nov.
30, p. 15; Jazz Day Concert Per-
formed in Central Park, N, Nov. 30,
p. 15; Leonard Feather Produces
Benefit-Concert for Transport-A-
Child Foundation, P, Dec. 14, p. 10.

CONDON, EDDIE Guitarist’s Club




Closes, N, Nov. 16, p. 13.

CORYELL, LARRY Naw!, A, June
29, p. 17.

COX, IDA Blues Singer Dies, N, Dec.
28, p. 14.

CRAWFORD, HANK Mr. Blues, RR,
April 6, p. 30.

CRISS, SONNY This Is Criss, RR,
April 20, p. 34; Portrait of, RR, Dec.
14, p. 28.

CRITICISM Musings of a Jazz Critic,
A, Jan. 12, p. 20.

CULLUM, JIM Happy Jazz Band,
RR, May 4, p. 28.

CURRAN, ED Elysa, RR, Nov. 30, p.
28.

DANIELS, EDDIE First Prize,
May 18, p. 27.

DAVIS, EDDIE (I.OCKJAW) Lock,
the Fox, RR, Jan. 12, p. 28; Lock-
jaw Speaks Out, A, Sept. 7, p. 23.

DAVIS, EDDY Live at the Old Town
Gate, RR, Oct. 5, p. 30.

DAVIS, MILES Early Miles, A, April
6, p. 16; Miles Smiles, RR, June 29,
p- 28; A Double Double-Header at
the Village Gate, A, Sept. 7, p. 18.

DAVIS, WILD BILL Blue Pyramid
(Johnny Hodges), RR, Jan. 26, p.
30; In Atlantic City (Johnny Hodges),
RR, April 6, p. 30.

DAVISON, WILD BILL Rushed to
Hospital, P, Nov. 30, p. 15.

DAYLIE, DADDY-O Down the River,
N, June 15, p. 13.

DePARIS, SIDNEY Trumpeter Dies,
N, Nov. 2, p. 14.

DETROIT JAZZ CONFERENCE
Wayne State Sets Jazz Conference,
N, April 6, p. 14; Report, N, June 1,
p. 14.

D.LS.C. (Discophiles in Search of Col-
lectors) Traces Old Records for Col-
lectors, N, Sept. 7, p. 13.

DIXON, BILL Trumpeter-Composer
Commissioned to Produce Jazz Al-
bums, P, July 27, p. 13; The Jazz
Artistry of, RR, Nov. 30, p. 28.

DODDS, JOHNNY *The Immortal,
RR, March 9, p. 35.

DOROUGH, BOB Just About Every-
thing, RR, March 9, p. 32.

DOUBLE SIX OF PARIS Temporarily
Inactive, P, March 9, p. 16.

DUKES OF DIXIELAND Sunrise,
Sunset, RR, Feb. 9, p. 27.

EASTERN JAZZ CONFERENCE Jazz
Societies to Hold Regional Confer-
ence, N, Oct. 5, p. 14; First Annual
EJA, A, Nov. 30, p. 21.

EDITORIAL A Message to Our Read-
ers, June 29, p. 13; Personally Speak-
ing: Mr. Hawkins and Mr. Gleason,
Sept. 21, p. 14.

EDUCATION DB Jazz Scholarship
Winners Announced, N, April 20, p.
13; School Boycotts Classical Music,
N, April 20, p. 14; Harlem School
Boycott Pays Off with Jazz, N, May
18, p. 13; Chicago Schools Get Jazz

RR,

Concerts, N, June 15, p. 14; DB An-
nounces Scholarship Winners, N,
July 13, p. 11; Ellington Honored by
Yale University, N, July 27, p. 11;
Graham Collier’s Septet Will Teach
at the Jazz Summer School in Wales,
P, July 27, p. 13; Nancy Wilson
Named Chairman of TEACH Foun-
dation, P, Aug. 10, p. 12; Shelly
Manne Establishes Scholarship Fund,
P, Aug. 24, p. 13; New York State
Gives Grant to Jazz Interactions, N,
Sept. 7, p. 12; Guitar Teacher is Hit
on Educational TV, N, Sept. 21, p.
13; Phil Woods at Camp Ramblerny,
A, Sept. 21, p. 17; Ken Mclntyre
Joins Faculty at Central State Uni-
versity, P, Nov. 16, p. 14,

EDWARDS, JODY (BUTTERBEANS)
Singer-Comedian Dies, N, Dec. 14,
p. 10.

EDWARDS, TEDDY Ever-Ready Ted-
dy Edwards, A, July 27, p. 21; Noth-
in’ But the Truth, RR, Sept. 7, p. 30.

ELLINGTON, DUKE Sacred Music
Blasted by Baptists, N, Jan. 12, p.
11; To Conduct London Philharmon-
ic, P, Feb. 23, p. 12; The Popular
Duke Ellington; Duke Ellington’s
Greatest Hits, RRs, March 9, p. 30;
Ellington, Montgomery Win NARAS
Jazz Awards, N, April 6, p. 13; Togo
Issues Stamp Honoring Ellington,
N, May 18, p. 14; Named Doctor
of Music, N, June 15, p. 13; Ella
& Duke at the Cote D’Azure, RR,
June 15, p. 33; Two NET Specials
on Ellington Programed, P, June 29,
p. 14; *Johnny Come Lately, RR,
June 29, p. 28; Far East Suite, RR,
July 13, p. 28; Honored By Yale
University, N, July 27, p. 11; “Love
You Madly,” Portrayal of, N, July
27, p. 12; Canadian Composers Get
Ellington Touch, N, Sept. 7, p. 13;
Duke Ellington, Pianist, N, Oct. 19,
p. 15.

ELLINGTON, EDNA THOMPSON
Duke’s Wife Dies, P, March 9, p. 16.

FLLIS, DON Times for Revolution,
A, April 20, p. 25; Live at Monterey,
RR, April 20, p. 34; Live in 3-2/3
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Time, RR, Nov. 30, p. 29.

ERVIN, BOOKER Setting the Pace,
RR, Feb. 23, p. 27; Structurally
Sound, RR, May 18, p. 27.

ESPOSITO, NICK Guitarist Dies, P,
Feb. 23, p. 12.

EVANS, BILL At Shelly’s Manne-Hole,
RR, March 23, p. 32; A Simple Mat-
ter of Conviction, RR, June 15, p.
33; At Town Hall, Vol. 1, RR, Aug.
10, p. 30; Evans Film has Fresh View
of Jazz Teaching, N, Dec. 14, p. 9.

EVANS, GIL The Modulated World
of, A, Feb. 23, p. 14.

EWELL, DON, A Double Double-
Header at the Village Gate, A, Sept.
7, p. 18; Grand Piano (Willie [The
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Lion] Smith), RR, Sept. 7, p. 32.

EXPO ’67 Jazz At, N, June 15, p. 13;
Jazz Festival Held, P, July 13, p. 13;
Benny Golson Concert Performed,
P, July 27, p. 13.

FARMER, ART Barogue Sketches,
RR, April 6, p. 32; The Time and
the Place, RR, Aug. 10, p. 30.

FEATHER, LEONARD To Tape Ser-
ies of Worldwide Broadcasts, P, Nov.
30, p. 15; Produces Benefit-Concert
for Transport-A-Child Foundation,
P, Dec. 14, p. 10.

FEATHER’S NEST (Column) Black
Blues in Studio, Feb. 9, p. 13;
Charles Lloyd in Europe, March 23,
p. 15; The Worst in Jazz ’66, May
4, p. 13; For Red, June 1, p. 15; The
New Esthetic, June 15, p. 15; Weely,
July 27, p. 12; Jazz and Charts, Aug.
10, p. 13; Critics’ Poll Musings, Sept.
21, p. 16; In Sorrow and Anger,
Nov. 2, p. 15.

FESTIVALS Roster Announced for
First Frisco Festival, N, April 6, p.
14; Charles Lloyd Set for Soviet Jazz
Festival, N, April 20, p. 13; Mexico
and Airline Co-Sponsor Jazz Event,
N, April 20, p. 14; Major Jazz Fes-
tival Scheduled for UCLA, N, May
4, p. 11; Two Jazz Festivals Set for
New York, N, May 4, p. 11; First
Nashville Fest Announced, P, May
18, p. 14; Newport Jazz Festival
Performers Announced, N, June 1, p.
13; Monterey Festival Announces
Grants, N, June 1, p. 14; With K.D.
in Texas (Longhorn Jazz Festival),
A, June 15, p. 26; Schlitz Beer Backs
More Fests, P, June 29, p. 15; Fes-
tival Held at Expo ’67, P, July 13, p.
13; Newport Festival Goes Interna-
tional, N, July 27, p. 11; Randall’s
Island Reopened as Jazz Festival
Site, N, Aug. 10, p. 10; Milwaukee
Schlitz Salute Draws 32,000, N, Aug.
10, p. 11; Plans for Monterey Jazz
Festival, P, Aug. 10, p. 12; Newport
’67, A, Aug. 10, p. 20; First Annual
Monterey Pop Festival, A, Aug. 10,
p.- 23; Rain Picks on Stars at Central
Park Music Festival, N, Aug. 24, p.
13; Monterey Happenings to Include
New Works, N, Sept. 7, p. 12; First
Laurel International Jazz Festival, N,
Sept. 7, p. 12; Second Annual Pacific
Jazz Festival to be Staged in Oct., P,
Sept. 7, p. 14; Newport Echoes, A,
Sept. 7, p. 26; Muddy Waters Added
to Monterey Jazz Festival Line-up,
P, Sept. 21, p. 14; Veteran Trom-
bonist Herb Flemming Co-produced
Jazz Festival in Spain, P, Sept. 21,
p. 14; Jazz Stars, Cosby Take Time
Out for Watts (Second Annual Watts
Festival), N, Oct. 5, p. 14; Pennsyl-
vania Festival to Benefit Heart Care,
N, Oct. 5, p. 15; Ronnie Scott’s
Club Sponsors Autumn Jazz Festival,
P, Oct. 19, p. 14; Line-up Set for
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Second Annual Pacific Jazz Festival,
P, Oct. 19, p. 15; Monterey in Pic-
tures, A, Nov. 2, p. 18; Tallyho!
First Laurel Jazz Festival, A, Nov.
2, p. 23; Mellow Monterey, A, Nov.
16, p. 23; Jazz Events to Spark New
Orleans’ Birthday, N, Nov. 30, p. 13;
The Second (and last?) Pacific Jazz
Festival, A, Nov. 30, p. 26; Many
Artists Signed for International Jazz
Festival, P, Dec. 14, p. 10; London
Lowdown, A, Dec. 28, p. 17.

FISCHER, CLARE Easy Livin’, RR,
Feb. 9, p. 28; Songs for Rainy Day
Lovers, RR, Nov. 16, p. 32,

FITZGERALD, ELLA Whisper Not,
RR, Jan. 26, p. 28; Chosen One of
L.A’s Women of Year, P, Jan. 26,
p. 9; Ella & Duke at the Cote
D’Azure, RR, June 15, p. 33; Sings
the Johnny Mercer Song Book, RR,
Sept. 21, p. 31; Selected as one of
Harper’s Bazaar's “100 Women of
Accomplishment,” P, Oct. 5, p. 15;
Joins Forces with Frank Sinatra for
TV Special, P, Oct. 19, p. 15; The
Professionals, N, Dec. 28, p. 14.

FOSTER, FRANK Soul Outing, RR,
April 20, p. 36.

FRENCH ACADEMIE DU JAZZ Pre-
sents Annual Awards, P, July 27, p.
13.

FRIEDMAN, DON Metamorphosis,
RR, March 23, p. 32.

FROM THE TOP (Stage-Band Ar-
rangement Reviews) Jan. 12, p. 39;
May 18, p. 44; June 29, p. 54; Sept.
21, p. 43.

GARNER, ERROLL Campus Concert,
RR, Jan. 12, p. 28; That's My Kick,
RR, Aug. 24, p. 24; The Natural: A
Conversation with, A, Oct. 19, p. 16.

GARRISON, JIMMY After Coltrane,
A, March 9, p. 18.

GASLINI, GEORGIO “New Feelings”
Suite, RR, Jan. 12, p. 30.

GETZ, STAN With Laurindo Almeida,
RR, Feb. 9, p. 28; Sweet Rain, RR,
Sept. 21, p. 31.

GIBBS, TERRY Music Director of
New TV Show, N, June 15, p. 14.
GILBERTO, ASTRUD A Certain Smile,
A Certain Sadness (Walter Wander-

ley), RR, April 6, p. 32.

GILLESPIE, DIZZY A Double Double-
Header at the Village Gate, A, Sept.
7, p. 18.

GILSON, JEF New Call from France,
RR, April 6, p. 32.

GOLDKETTE, JEAN The Jean Gold-
kette Band, A, April 20, p. 30.

GOLSON, BENNY Gives Concert at
Expo ’67, P, July 27, p. 13.

GOVERNMENT Congressman Berates
Woody Herman Tour Expenses, P,
Jan. 12, p. 12; Nancy Wilson Per-
forms for LBJ; North Texas State
University Lab Band Entertains King
of Thailand, N, July 27, p 11; Jimmy
Lyons Gets California Arts Post, N,

Sept. 21, p. 13; College Combo to
Tour Africa for State Dept., N, Nov.
30, p. 13.

GRANZ, NORMAN Never Again, N,
June 29, p. 13.

GRATEFUL DEAD, The Grateful
Dead, RR, Sept. 21, p. 32.

GRAVES, MILFORD The Graves-
Pullen Duo (Don Pullen), RR, April
20, p. 36.

GREEN, GRANT Street of Dreams,
RR, Nov. 16, p. 35.

GREENE BURTON Quartet,
April 20, p. 40.

GREER, SONNY The Roots of the
Duchy, A, July 13, p. 21.

GRIFFIN, JOHNNY Little Giant—Big
Feeling, A, May 18, p. 18.

GUARALDI, VINCE Live at El Mata-
dor (Bola Sete), RR, Jan. 12, p. 33.

GUESNON, CREOLE GEORGE

Echoes from New Orleans, RR, Sept.
7, p. 30.

GULDA, FRIEDRICH Music for 4
Soloists and Band No. 1, RR, April
6, p. 32.

GUTHRIE, WOODIE Folk Singer Dies,
P, Nov. 16, p. 14.

HACKETT, BOBBY Creole Cookin’,
RR, Dec. 14, p. 28.

HADEN, CHARLIE From Hillbilly to
Avant Garde, A, March 9, p. 20.
HALL, EDMOND Two Jazz Veterans
Die on Same Day, N, March 23, p.

13.

HAMILTON, CHICO The Dealer, RR,
May 18, p. 27; The Flexible, A,
June 15, p. 18.

HAMPTON, LIONEL Plays with King
of Thailand, P, Feb. 9, p. 12; Jazz-
man for All Seasons, RR, June 1, p.
32.

HANCOCK, HERBIE Blow-Up, RR,
Jupe 1, p. 32.

HANDY, CAPTAIN JOHN Introduc-
ing, RR, Aug. 24, p. 24.

HANDY, JOHN The Second John
Handy Album, RR, Feb. 9, p. 29;
May Lose Two Key Canadians, N,
Feb. 23, p. 12; And the Blues, A,
May 4, p. 16; New View!, RR, Nov.
16, p. 35.

HARRIOTT, JOE Indo-Jazz Suite
(John Mayer), RR, Jan. 12, p. 28.

HARRIS, BARRY Luminescence!, RR,
Dec. 14, p. 29.

HARRIS, EDDIE Groupless Leader,
A, June 15, p. 20; The Tender Storm,
RR, July 13, p. 31.

HARTMAN, JOHNNY [ Love Every-
body, RR, May 18, p. 27.

HAWKINS, COLEMAN Collapses in
Toronto, P, April 6, p. 14; Personally
Speaking: Mr. Hawkins and Mr.
Gleason, Editorial, Sept. 21, p. 14;
Pioneer Days, A, Oct. 5, p. 20.

HAWKS, BILLY The New Genius of
the Blues, RR, July 27, p. 30.

HAYES, CLANCY Live at Earthquake
McGoon’s, RR, June 1, p. 34.

RR,




HECKMAN, DON The Don Heckman-
Ed Summerlin Improvisational Jazz
Workshop, RR, Oct. 19, p. 30; The
New Jazz—A Matter of Doing, A,
Dec. 14, p. 18.

HERMAN, WOODY The Jazz Swinger,
RR, Jan. 26, p. 28; Woody Live
East and West, RR, Dec. 28, p. 32.

HEYWOOD, DONALD Composer
Dies, P, March 23, p. 14.

HIGGINBOTHAM, J. C. Higgy Goes
Home, N, Feb. 9, p. 11; Higgy Comes
Home, RR, Nov. 2, p. 28.

HILL, ANDREW Compulsion, RR,
June 1, p. 34.

HINES, EARL Here Comes Earl
“Fatha” Hines, RR, Feb. 9, p. 29;
*Life with Fatha, RR, Feb. 23, p.
27; Opening Draws UN Diplomats,
N, May 18, p. 14; Signs Lifetime
Contract, N, June 29, p. 13.

HIRT, AL Soul in the Horn, RR, Dec.
14, p. 29.

HODGES, JOHNNY Blue Pyramid
(Wild Bill Davis), RR, Jan. 26, p.
30; In Atlantic City (Wild Bill
Davis), RR, April 6, p. 30; Blue
Notes, RR, July 13, p. 32.

HOEFER, GEORGE Jazz Historian-
Critic Dies, N, Dec. 28, p. 13.

HOLLOWAY, RED Red Soul, RR,
Jan. 12, p. 30.

HOLMES, RICHARD (GROOVE)
Bowl of Soul, RR, Jan. 26, p. 28;
Misty, RR, Feb. 9, p. 30; Spicy, RR,
July 13, p. 32.

HOPE, ELMO Pianist Dies in New
York, N, June 29, p. 14.

HOPKINS, LIGHTNIN’
Blue, RR, July 27, p. 30.

HORN, PAUL Monday, Monday, RR,
Jan. 12, p. 30.

HOVDE, RIEBER A4nd Associates, RR,
Aug. 24, p. 26.

HUBBARD, FREDDIE Blue Spirits,
RR, April 20, p. 40.

HUCKO, MICHAEL (PEANUTS)
Clarinetist Marries Singer Louise
Tobin, P, Aug. 10, p. 13.

HUGHES, LANGSTON Dies, N, July
13, p. 12.

HUTCHERSON, BOBBY Components,
RR, Jan. 12, p. 30; Happenings, RR,
March 23, p. 33; Expands Group for
It Club Date, P, Dec. 28, p. 14.

IMMERMAN, CONNIE Club Owner
Dies, N, Dec. 14, p. 10.

INTERNATIONAL JAZZ CRITICS
POLL Results, Aug. 24, p. 15.

JACKSON, FRANZ More Traditional
Sounds for Vietnam, N, July 13, p.
11.

JACKSON, MILT Quintet Live at the
Village Gate, RR, June 29, p. 28.
JACKSON, OLIVER The Versatile

Swinger, A, Dec. 14, p. 26.

JACKSON, WILLIS Soul Night, RR,
April 6, p. 34.

JAZZ The Future of . . . On the Rocks?,
A, June 15, p. 17.

Something

JATP (Jazz at the Philharmonic) To
Ride Again, N, March 9, p. 15;
Never Again Says Granz, N, June
29, p. 13.

JAZZ AND ART Jazz and the Plastic
Arts, A, July 27, p. 15.

JAZZ AND RELIGION Religious TV
Show Programs Jazz, N, Jan. 12, p.
11; San Francisco Yuletide Service,
P, Feb. 9, p. 12; End of a Love
Affair?, N, Feb. 23, p. 11; Pope Paul
Announces Modernization of Music
Rules, P, May 4, p. 12.

JAZZ CLUBS New Orleans Jazz Club
Celebrates 2nd Anniversary, P, Aug.
10, p. 13.

JAZZ CORPS Under the Direction of
Tommy Peltier Featuring Roland
Kirk, RR, Oct. 19, p. 30.

JAZZ CRUSADERS Talk That Talk,
RR, Jan. 12, p. 31; The Festival Al-
bum, RR, May 18, p. 28; Uh Huh,
RR, Nov. 2, p. 28.

JAZZ EXPO ’67 London Lowdown, A,
Dec. 28, p. 17.

JAZZ FAN 1967, Pt. 1, A, April 6, p.
26; Pt. II, May 4, p. 14; Pt. III,
June 1, p. 27.

JAZZ IN AFRICA Randy Weston in
Africa, A, July 13, p. 16; Mark
Murphy in South Africa, N, Aug. 10,
p. 11; College Combo to Tour Africa
for State Dept., N, Nov. 30, p. 13.

JAZZ IN EUROPE Southwest German
Radio Sponsors Jazz Concert, P, Feb.
9, p. 12; Charles Lloyd Set for Soviet
Jazz Festival, N, April 20, p. 13;
Polish Jazz Federation Announces
Contest, P, April 20, p. 15; Cecil
Taylor Gives Concerts in Holland,

P, July 13, p. 13; Switzerland Estab-
lishes It’s First Music Conservatory,
P, July 13, p. 13; There’s Something
Jumping in Denmark, N, Sept. 21,
p- 15.

JAZZ IN JAPAN Japan Cancels Blakey
Tour, N, Feb. 9, p. 11; Ornette
Coleman Scheduled for Japanese
Tour, P, Oct. 19, p. 15.

JAZZ IN THE MOUNTAINS, A, Nov.
16, p. 26.

JAZZ IN RUSSIA Charles Lloyd in
Russia—OQvations and Frustrations,
A, July 13, p. 15; Surprise in Mos-
cow: Session with Gerry Mulligan,
N, Sept. 7, p. 12.

JAZZ INTERACTIONS Celebrates
Second Birthday, P, April 20, p. 15;
Receives Grant from New York
State, N, Sept. 7, p. 12; To Hold
Regional Conference, N, Oct. 5, p.
14; Co-sponsors “Jazz Day” with
City of New York, N, Oct. 19, p. 13;
Presents Jazzhattan Suite 1967 in
Concert for Jazz Day in New York,
N, Nov. 30, p. 15; Hosts First An-
nual Eastern Jazz Conference, A,
Nov. 30, p. 21.

JAZZMOBILE Gets Award, N, May
18, p. 14; Preview of ’67 Concert
Season, N, Aug. 24, p. 13.

JAZZ MUSICIANS ASSOCIATION
NY Jazzmen Organize with AFM
Endorsement, N, Oct. 5, p. 14.

JAZZ ON CAMPUS (Column) Feb. 9,
p- 36; April 6, p. 42; Nov. 30, p. 40.

JAZZ VIOLIN A Tough Row to Hoe
with a Bow, A, Feb. 9, p. 16.

JEFFERSON, BLIND LEMON At
Last, Blind Lemon’s Grave is Kept
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- Clean, N, Nov. 30, p. 14.

JENKINS, GEORGE Drummer Dies,
N, July 13, p. 12.

JOBIM, ANTONIO CARLOS A4 Cer-
tain Mr. Jobim, RR, Nov. 2, p. 28.

JOHNSON, FREDERIC (KEG) Trom-
bonist Dies, N, Dec. 14, p. 9.

JOHNSON, PETE Pianist Dies, N,
May 4, p. 12.

JONES, ELVIN West Coast Enjoys
Jazzmen Explosion, N, April 6, p. 13.

JONES, ETTA Sings, RR, July 27, p.
30.

JONES, HANK Happenings (Oliver
Nelson), RR, Aug. 10, p. 31.

JONES, JONAH Sweet with a Beat,
RR, March 9, p. 32.

JONES, THAD Presenting Joe Williams
and the Jazz Orchestra (Mel Lewis),
RR, Jan. 26, p. 32; Monday Night at
the Village Vanguard, A, Nov. 30,
p- 19.

KEEPNEWS, ORRIN Inside the Re-
cording Booth, A, Jan. 12, p. 14.
KELLAWAY, ROGER Stride!, RR,
May 4, p. 28; Spirit Feel, RR, Dec.

14, p. 30.

KELLY, WYNTON Full View, RR,
Nov. 30, p. 29.

KENTON, STAN Forms National Com-
mittee for the Recording Arts, P,
July 13, p. 13; Kenton Tour Winds
Up on Happy Note, N, Aug. 24, p.
13; Conducts Two Stage Band Clin-
ics, Sept. 21, p. 13.

KING, B. B. The Anatomy of, A,
July 27, p. 17.

KIRBY, JOHN Biggest Little Band in
the Land, A, June 15, p. 23.

KIRK, ROLAND Tapes TV Program
in London, P, March 23, p. 14; Here
Comes the Whistleman, RR, May 4,
p. 29; Tells It Like It Is, A, May 18,

p. 16.
KLOSS, ERIC Grits & Gravy, RR,
Sept. 7, p. 30.

KUHN, JOACHIM & ROLF U.S.
Visit Pays off for German Brothers,
N, Nov. 2, p. 13.

KUHN, STEVE October Suite (Gary
McFarland), RR, Oct. 5, p. 30.

LANCE, HERB The Comeback, RR,
July 27, p. 30.

LANE, MORRIS Tenor Saxophonist
Dies, N, Oct. 5, p. 15.

LANG, IAN British Jazz Critic Dies,
P, Aug. 24, p. 13.

LATEEF, YUSEF The Golden Flute,
RR, May 18, p. 30.

LAUREL JAZZ FESTIVAL Jazz at
the Races: A Festival First, N, Sept.
7, p. 12; Tallyho!, A, Nov. 2, p. 23.

LAWS, HUBERT Flute By-Laws, RR,
June 15, p. 34.

LEFT BANK JAZZ SOCIETY Balti-
more’s Left Bank Society has Off-
spring in Washington, D.C., N, Sept.
7, p. 13.

LEVIN, MARC The Dragon Suite, RR,
Nov. 16, p. 36.
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LEWIS, MEL Presenting Joe Williams
and the Jazz Orchestra (Thad Jones),
RR, Jan. 26, p. 32; Big-Band Man, A,
March 23, p. 20; Monday Night at
the Village Vanguard, A, Nov. 30,
p- 19.

LINER NOTES An Apologia, A, Jan.
12, p. 18.

LIVING JAZZ The Soul of Brazil, RR,
June 15, p. 34.

LLOYD, CHARLES In Europe, Feath-
er's Nest, March 23, p. 15; Set for
Soviet Jazz Festival, N, April 20, p.
13; Forest Flower, RR, June 1, p.
35; In Russia: Ovations and Frus-
trations, A, July 13, p. 15; Love-In,
RR, Sept. 21, p. 32; Is Discouraged
by U.S. Jazz Scene, N, Nov. 30, p.
14.

LONGHORN JAZZ FESTIVAL With
K.D. in Texas, A, June 15, p. 26.
LOPOSER, AVERY Trombonist Dies

on Stand, P, May 18, p. 14.

LYONS, JIMMY Gets California Arts
Post, N, Sept. 21, p. 13.

MALTZ, BOB Collection Given to N.Y.
Library, P, March 9, p. 16.

MANCE, JUNIOR Harlem Lullaby,
RR, July 27, p. 31.

MANCINI, HENRY Mancini ’67, RR,
May 4, p. 30.

MANN, HERBIE New Mann at New-
port, RR, Feb. 9, p. 30; Impressions
of the Middle East, RR, June 29, p.
30; The Beat Goes On, RR, Nov. 2,
p. 30.

MANNE, SHELLY Boss Sounds, RR,
Jan. 12, p. 32; Sounds (Jack Mar-
shall), RR, Jan. 26, p. 30; *4nd Co.,
RR, Feb. 9, p. 30; Establishes Schol-
arship Fund, P, Aug. 24, p. 13.

MANONE, WINGY Veteran Trum-
peter Journeys to Copenhagen, P,
Dec. 28, p. 14.

MARSHALL, JACK Sounds (Shelly
Manne), RR, Jan. 26, p. 30.

MASTER, JOE The Jazz Mass, RR,
May 4, p. 30.

MAURO, GEORGE Ferryboat Dixie-
land Band, RR, April 6, p. 34.

MAYER, JOHN Indo-Jazz Suite (Joe
Harriott), RR, Jan. 12, p. 28.

McCANN, LES From the Top of the
Barrel, RR, July 27, p. 31; Protests
Atlanta Racial Snub, N, Aug. 10,
p. 10.

McCOY, FREDDIE Funk Drops, RR,
Feb. 23, p. 27.

McDUFF, JACK Tobacco Road, RR,
April 20, p. 42.

McFARLAND, GARY Confessions of
a Non-Purist, A, Sept. 21, p. 22;
October Suite (Steve Kuhn), RR,
Oct. 5, p. 30.

McGRIFF, JIMMY Cherry, RR, Feb.
23, p. 28.

MCcINTOSH, TOM The Youngest 40-
Year-Old in Jazz, A, Feb. 23, p. 20.

MCcINTYRE, KEN Multi-Instrumental-
ist, Composer-Arranger Joins Fac-

ulty at Central State University, P,
Nov. 16, p. 14.

McLEAN, JACKIE Action, RR, Nov.
30, p. 29.

McPARTLAND, MARIAN Forms
Own Record Company and Publish-
ing Company, P, Oct. 5, p. 15.

McPHERSON, CHARLES The Quin-
tet/Livel, RR, July 13, p. 32.

McRAE, CARMEN In Person/San
Francisco, RR, May 4, p. 31.

McSHANN, JAY McShann’s Piano,
RR, May 4, p. 31.

MENDES, SERGIO The Great Arrival,
RR, Jan. 12, p. 32; The Beat of
Brazil, RR, Tuly 27, p. 32.

MERIWETHER, ROY The
Truth, RR, May 4, p. 31.

MERRILL, HELEN The Feeling is
Mutual, RR, Nov. 16, p. 37.

METCALF, LOUIS At the Ali Baba,
RR, April 20, p. 42.

MILLER, GLENN Trombone to Air
Force Museum, P, Jan. 26, p. 10.
MILLER, PUNCH Portrait of a New
Orleans Jazzman, A, Feb. 9, p- 20;
Oh! Lady Be Good, RR, Aug. 24,

p. 26.

MINGUS, CHARLES And Landlord
Have N.Y. Go-Round, N, Jan. 12,
p. 11.

MITCHELL, BLUE Bring It Home to
Me, RR, May 4, p. 32.

MITCHELL, ROSCOE Blowing Out in
Chicago, A, April 5, p. 20; Sound,
RR, June 15, p. 34.

MOBLEY, HANK 4 Caddy for Daddy,
RR, Dec. 28, p. 32.

MODERN JAZZ QUARTET Encount-
er (Swingle Singers), RR, June 15,
p. 36.

MOFFETT, CHARLES Gettin’ Out
There, A, May 4, p. 18.

MONK, THELONIOUS Straight, No
Chaser, RR, June 29, p. 30.

MONTEREY JAZZ FESTIVAL An-
nounces Grants, N, June 1, p. 14;
Plans Announced, P, Aug. 10, p- 12;
Monterey Happenings to Include
New Works, N, Sept. 7, p. 12; Mud-
dy Waters Added to Line-up, P,
Sept. 21, p. 14; Monterey in Pictures,
A, Nov. 2, p. 18; Mellow Monterey,
A, Nov. 16, p. 23.

MONTEREY POP FESTIVAL Cover-
age of First, A, Aug. 10, p. 23.

MONTGOMERY, GENE Saxophonist
Dies, N, Dec. 28, p. 14.

MONTGOMERY, WES Guitar on the
Go, RR, Feb. 23, p. 28; Ellington,
Montgomery Win NARAS Jazz
Awards, N, April 6, p. 13; Cali-
fornia Dreaming, RR, May 18, p.
28; The Dynamic Duo (Jimmy
Smith), RR, Dec. 14, p. 31.

MOODY, JAMES Stricken with Jaw
Paralysis, N, March 23, p. 14; Bene-
fit Plans Altered, P, May 4, p- 12.

MORGAN, LEE Cornbread, RR,
March 23, p. 33.

Stone




MOVIE REVIEW Sweet Love, Bitter,
March 9, p. 17.

MULLIGAN, GERRY Session in Mos-
cow, N, Sept. 7, p. 12.

MURPHY, MARK In South Africa,
N, Aug. 10, p. 11.

MURRAY, SUNNY Controlled Free-
dom Is the Thing This Year, A,
March 23, p. 16; Sunny’s Time Now,
RR, March 23, p. 33.

MUSSULLI, BOOTS Alto Saxophonist-
Teacher Dies, N, Nov. 2, p. 14,

NANTON, JOE (TRICKY SAM) A
Tribute to, A, Jan. 26, p. 17.

NANTON, MORRIS Soul Fingers, RR,
July 27, p. 32.

NATIONAL ACADEMY OF RE-
CORDING ARTS AND SCIENCES
Ellington-Montgomery Win NARAS
Jazz Awards, N, April 6, p. 13.

NATIONAL COMMITTEE FOR THE
RECORDING ARTS (NCRA) Lob-
bys for Musicians’ Rights, P, July
13, p. 13.

NATIONAL LEAGUE OF MUSI-
CIANS WIVES To Raise Musicians-
Home Funds, N, June 29, p. 14.

NATIONAL STAGE BAND CAMPS
Held Another Season of Summer
Clinics, N, Sept. 21, p. 13.

NEGRO HISTORY Week to Swing in
Illinois, N, Feb. 23, p. 12; Donald
Byrd Writing Negro History Musical,
N, March 23, p. 14; Roots, Second
Chorus, April 6, p. 15.

NELSON, OLIVER West Coast En-
joys Jazzmen Explosion, N, April 6,
p. 13; Sound Pieces, RR, July 13, p.
33; Happenings (Hank Jones), RR,
Aug. 10, p. 31; The Kennedy Dream,
RR, Oct. 5, p. 30; To Perform The
Kennedy Dream in Concert, P, Oct.
19, p. 15.

NEWPORT JAZZ FESTIVAL Perform-
ers Announced, N, June 1, p. 13;
Goes International, N, July 27, p.
11; Newport 67, A, Aug. 10, p. 20;
Newport Echoes, A, Sept. 7, p. 26.

NEW YORK ART QUARTET Mo-
hawk, RR, Jan. 12, p. 32.

NEW YORK TRADITIONAL JAZZ
SOCIETY Formed, N, Nov. 2, p. 14.

NIGHT CLUBS Dancing Jazz Comes
to Life in New York, N, March 9,
p. 15; “Visual and Aural Serendipity”
Night at Donte’s, P, Aug. 10, p. 12;
A Double Double-Header at the Vil-
lage Gate, A, Sept. 7, p. 18; Both/ And
Club Sponsors Self-Help Fund for
San Francisco Jazzmen, N, Sept. 21,
p. 14; Taps for Five Spot: Exit Jazz,
Enter Food, N, Oct. 5, p. 15; Bene-
fit for Two Ailing Musicians Held at
Village Gate, P, Oct. 19, p. 14; Ron-
nie Scott’s Club Sponsors Autumn
Jazz Festival, P, Oct. 19, p. 14; New
York City Repeals Infamous Cabaret
Card, N, Nov. 2, p. 13; Frisco’s Jazz
Workshop Gets New Management,
N, Nov. 2, p. 13; Ex-musician Opens

New Manhattan Jazz Oasis, N, Nov.
2, p. 14; Eddie Condon’s Clyb Closes,
N, Nov. 16, p. 13; Jazz in an Irish
Pub: U.S. Gift to Old Sod, N, Nov.
30, p. 14; Monday Night at the Vil-
lage Vanguard, A, Nov. 30, p. 19;
Dr. Joseph Noble Plans to Open
Club in Beverly Hills, P, Dec. 14,
p. 10.

NORTH TEXAS STATE UNIVER-
SITY LAB BAND Concert Swings
in Texas, N, Jan. 12, p. 11; Lab
Band Returns in Triumph, N, April
20, p. 14; Feted in Washington, N,
‘May 4, p. 12; Performs for the King
of Thailand, N, July 27, p. 11; Lab
’67, RR, Sept. 21, p. 34.

NORVO, RED A Tale of a Pioneer,
A, Sept. 7, p. 21.

O’FARRILL, CHICO The Well-
Rounded Writer, A, Feb. 23, p. 22;
Spanish Rice (Clark Terry), RR,
Feb. 23, p. 32; Nine Flags, RR, July
27, p. 32.

OLAY, RUTH Soul in the Night, RR,
June 29, p. 30.

OLD WINE—NEW BOTTLES (Rec-
ord Reviews) Cannonball and Nat
Adderley, Them Adderleys; The Best
of Jonah Jones; Ramsey Lewis,
Swingin’; Richard (Groove) Holmes;
Chico Hamilton; Roland Kirk, Funk
Underneath; Miles Davis’ Greatest
Hits, Jan. 26, p. 33. Clark Terry
Quartet with Thelonious Monk; Chet
Baker, Polka Dots and Moonbeams;
Blue Mitchell, Blue Soul; Philly Joe
Jones, Drums Around the World,
March 23, p.-38. Lester Young-Nat
(King) Cole-Buddy Rich, Giants 3;
Charlie Parker, Bird Wings; Various
Artists, The Art of the Ballad, Vol.
2; Sonny Rollins, Jazz Classics; Rol-
lins, Tenor Titan; More of James
Moody’s Greatest Hits, May 18, p.
34. Johnny Griffin, The Little Giant;
Ray Barretto-Eddie (Lockjaw) Davis,
Alma Alegre; Eddie (Lockjaw) Da-
vis-Johnny Griffin, The Breakfast
Show; Herbie Mann-Machito, Afro-
Jazziac; John Handy, Quote, Un-
quote; Handy, Jazz, June 1, p. 38.

ORIGINAL SALTY DOGS The Or-
iginal Salty Dogs, RR, Oct. 5, p. 32.

ORTEGA, ANTHONY New Dancel,
RR, Dec. 14, p. 30.

OUR VITAL ELDERS, A, Nov. 16,
p. 16.

PACIFIC JAZZ FESTIVAL Second
One to be Staged in Oct., P, Sept.
7, p. 14; Line-up Set, P, Oct. 19, p.
15; The Second (and last?), A, Nov.
30, p. 26.

PAGE, BILL Ampliphonic Orchestra
Debuts at Valley Music Theater, P,
Aug. 10, p. 13.

PARKER, CHARLIE Estate Sells 24
Compositions, P, Feb. 23, p. 12.
PASS, JOE Simplicity, RR, May 18, p.

29.

PATTERSON, DON The Boss Men
(Sonny Stitt), RR, Feb. 23, p. 28.

PATTON, JOHN Let ’Em Roll, RR,
June 1, p. 35. '

PEARSON, DUKE Sweet Honey Bee,
RR, June 1, p. 37.

PECK, ROBERTA Extraordinary, RR,
Nov. 2, p. 30.

PERSON, HOUSTON Underground
Soul, RR, March 9, p. 32.

PETERSON, OSCAR Put on a Happy
Face, RR, Jan. 12, p. 33; Rests After
Knee Operation, P, Jan. 26, p. 10;
Blues FEtude, RR, Feb. 9, p. 32;
Something Warm, RR, June 1, p. 37;
*Thoroughly Modern Twenties, RR,
Oct. 19, p. 32.

PICHON, WALTER (FATS) Pianist
Dies, P, April 6, p. 14.

POINDEXTER, PONY :Annie Ross
And, RR, March 23, p. 34.

POPE, BYRON Canadian Saxophonist
Becomes Member of International
Society of Artists, P, March 23, p.
14.

POWELL, BUD *The Jazz Legacy of,
RR, March 9, p. 32.

POWELL, TEDDY Promoter Makes
More with Jazz Than Rock, N, April
6, p. 13.

PULLEN, DON The Graves-Pullen
Duo (Milford Graves), RR, April
20, p. 36.

QUARTETTE TRES BIEN Where It's
At, RR, June 1, p. 38.

QUOTET, A, Nov. 30, p. 18.

RADIO Down the River, N, June 15,
p. 13; There’s Something Jumping in
Denmark, N, Sept. 21, p. 15.

RAINEY, MA *The Immortal, RR,
March 9, p. 35.

RAWLS, LOU Too Much!, RR, July
13, p. 34; That's Lou, RR, Nov. 2,
p. 31.

READERS POLL Results, Dec. 28, p.
20.

RECORD INDUSTRY Inside the Re-
cording Booth, A, Jan. 12, p. 14;
Liner Notes—Apologia, A, Jan. 12,
p. 18; Record Industry Hikes Mono
Prices, N, July 27, p. 11; “Mini-Cut”
Jazz LPs Especially Designed for
DJ Use, N, July 27, p. 11; Creed
Taylor Forms Own Record Co., P,
July 27, p. 13; Joel Dorn Joins At-
lantic Records, P, Aug. 24, p. 13;
ABC Records Acquires Riverside
Catalog, N, Oct. 5, p. 14; Marian Me-
Partland Forms Own Record Com-
pany, P, Oct. 5, p. 15; Milestone
Records Expands Operations, N, Oct.
19, p. 14; Fantasy Records Sold; No
Policy Change Seen, N, Nov. 2, p.
13; Decca Launches Major Jazz Re-
issue Project, N, Nov. 16, p. 13; Jam
Session Cooked Up by Solid State
Label, N, Nov. 16, p. 14; Atlantic
Records Sold in Multi-Million Deal,
N, Nov. 30, p. 13; Record Pirates
Busted in NYC Raid, N, Dec. 14, p.
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9; Fine Recording Studio is Scene of
Lively Session, P, Dec. 14, p. 10;
Delmark Records Unearths Record-
ings by Frank Melrose, P, Dec. 28,
p. 14.

REEL JAZZ (Tape Reviews) May 18,
p- 36.

REESE, DELLA One More Time, RR,
May 18, p. 29.

RICH, BUDDY Swingin® New Big
Band, RR, March 23, p. 34; Rich
Band Summer Sub for Gleason TV
Show, N, April 20, p. 13; The Nou-
veau Rich, A, April 20, p. 19; Big
Swing Face, RR, Oct. 19, p. 32;
Drums in the Afternoon, A, Dec. 14,
p. 14.

RICHARDS, JOHNNY Aqui Se Habla
Espanol, RR, Aug. 24, p. 30.

RIVERS, SAM Contours, RR, April 6,
p. 36.

ROACH, FREDDIE The Soul Book,
RR, Feb. 23, p. 28.

ROACH, MAX And Friends Hold
Swinging Drum-In, N, Sept. 21, p.
15.

ROBERTS, HOWARD A!l-Time Great
Instrumental Hits, RR, Jan. 26, p.
30; Howard Roberts’ Binary Bag, A,
June 29, p. 23.

ROBINSON, JIM Big Jim’s Little Six,
RR, Feb. 9, p. 32.

ROCK The World of, A, July 13, p.
18; Conversation with Lenny, A,
Sept. 7, p. 20; C&W: The Nashville
Story, A, Oct. 5, p. 27; A First in
Seattle: Rock Meets Ballet, N, Oct.
19, p. 14; The Beatles In Perspective,
A, Nov. 16, p. 29.

ROCK "N’ POP (Record Reviews) The
Yardbirds, Little Games; John May-
all-Eric Clapton, Blues Breakers;
Cream, Fresh Cream; The Who,
Happy Jack; Zoot Money, Big Roll
Band at Klook’s Kleek; The Bee
Gees' First, Oct. 19, p. 35.

ROLLINS, SONNY East Broadway
Rundown, RR, June 29, p. 34.

ROSS, ANNIE And Pony Poindexter,
RR, March 23, p. 34.

RUDD, ROSWELL Everywhere, RR,
March 9, p. 34.

RUSHING, JIMMY Every Day I Have
the Blues, RR, July 27, p. 33.

RUSSELL, GENE Takin’ Care of
Business, RR, April 6, p. 37.

RUSSELL, PEE WEE Mary, Wife of
Clarinetist, Dies, P, July 27, p. 13.

RUSSO, WILLIAM Jazz Operas Set
for Chicago, N, Jan. 26, p. 9.

SANTAMARIA, MONGO Mongo Ex-
plodes, RR, March 23, p. 35; Mongo-
mania, RR, Aug. 10, p. 31.

SASH, LEON I Remember Newport,
RR, Sept. 7, p. 32.

SCOTT, SHIRLEY Soul Sister, RR,
April 6, p. 37; On A Clear Day, RR,
May 18, p. 29.

SECOND CHORUS (Column) Roots,
April 6, p. 15; Don’t Mourn, Or-
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ganize!, May 18, p. 15; Unify the
Underground, June 29, p. 15.

SETE, BOLA Autentico!, RR, Jan. 12,
p. 33; Live at El Matador (Vince
Guaraldi), RR, Jan. 12, p. 33; At the
Monterey Jazz Festival, RR, Sept.
21, p. 35.

SEVERINSEN, DOC Live! The Doc
Severinsen Sextet, RR, March 23, p.
36; Replaces Milton DeLugg as Con-
ductor on Tonight Show, P, Nov. 16,
p. 14.

SHANK, BUD Brazil, Brazil, Brazil,
RR, April 6, p. 37; Instruments
Stolen, P, July 13, p. 13; Music From
Today’s Movies, RR, July 27, p. 34;
A Spoonful of Jazz, RR, Dec. 28,
p- 32.

SHEARING, GEORGE New Look,
RR, March 23, p. 36; Cheers for
Shearing, A, Oct. 19, p. 21.

SHEPP, ARCHIE Live in San Fran-
cisco, RR, Jan. 26, p. 30; Mama Too
Tight, RR, Nov. 30, p. 30.

SHORTER, WAYNE The All-Seeing
Eye, RR, Feb. 23, p. 30.

SILVER, HORACE The Jody Grind,
RR, May 18, p. 30; Disbands for
Rest and Relaxation, N, Dec. 14, p.
9.

SIMMONS, SONNY Staying on the
Watch, RR, May 4, p. 32.

SIMONE, NINA High Priestess of
Soul, RR, March 23, p. 37; Sings
the Blues, RR, Oct. 5, p. 34.

SIMS, ZOOT Waiting Game, RR, May
18, p. 30.

SINATRA, FRANK The Professionals,
N, Dec. 28, p. 14.

SITTIN’ IN (Column) Snow Job, April
20, p. 16; Muggsy, May 18, p. 23;
Looking at Red, Aug. 10, p. 18.

SMITH, BESSIE Empress of the Blues,
A, Aug. 24, p. 22,

SMITH, JIMMY Peter and the Wolf,
RR, March 9, p. 34; Tour of Japan
Set, P, May 18, p. 14; The Dynamic
Duo (Wes Montgomery), RR, Dec.
14, p. 31; I'm Movin’ On; Respect,
RRs, Dec. 28, p. 32.

SMITH, JOHNNY Johnny Smith, RR,
Aug. 10, p. 32,

SMITH, JOHNNY (HAMMOND)
Love Potion #9, RR, June 29, p. 37.

SMITH, STUFF Jazz Violinist Dies,
N, Nov. 16, p. 13.

SMITH, WILLIE Saxophonist Dies in
Los Angeles, N, April 20, p. 13;
Epitaph for, Pt. 1, A, May 18, p.
20; Pt. 2, June 1, p. 24.

SMITH, WILLIE (THE LION) A
Double Double-Header at the Village
Gate, A, Sept. 7, p. 18; Grand Piano
(Don Ewell), RR,.Sept. 7, p. 32;
Music on My Mind, RR, Dec. 28, p.
34.

SOLAL, MARTIAL Solal, RR, Dec.
28, p. 34.

SOUL STIRRINGS (Record Reviews)
Kossie Gardner, Modern as Tomor-

row; Freddie McCoy, Peas ’'n’ Rice;
Trudy Pitts, Introducing the Fabu-
lous; Freddie Roach, Mocha Motion;
Lonnie Smith, Finger-Lickin’ Good,
Nov. 30, p. 31.

SOUNDS AND SILENCES (Column)
The New Jazz—A Matter of Doing,
Feb. 9, p. 24.

SPANIER, MUGGSY Two Jazz Vet-
erans Die on Same Day, N, March
23, p. 13.

SPIVAK, HERB Philly Promoters on
the Move, P, June 29, p. 14.

SPIVEY, VICTORIA Victoria Spivey,
RR, Feb. 23, p. 30.

STARR, KAY Named to Advisory
Board of L.A. Indian Center, P, Dec.
28, p. 14.

A STATE OF MIND (Column) A
Couple of Good Clubs, Jan. 12, p.
13; The Excellence of Ornette, March
9, p. 16; Big Bands of a Different
Kind, April 20, p. 15; Fun Night at
NARAS, June 15, p. 16; Disaster
Area, July 27, p. 13; A Different
Drummer, Oct. 5, p. 16.

STEARNS, MARSHALL Dies, N, Jan.
26, p. 9.

STEWART, REX Cornetist Dies, N,
Oct. 19, p. 13; Rex Stewart’s Music,
A, Nov. 30, p. 22.

STITT, SONNY The Boss Men (Don
Patterson), RR, Feb. 23, p. 28; Pow,
RR, March 23, p. 36; Deuces Wild,
RR, June 1, p. 38; I Keep Comin’
Back, RR, June 15, p. 35.

STRAYHORN, BILLY A Matter of
Inspiration and Interpretation, A,
Feb. 23, p. 18; Dies, N, July 13, p.
11; Eulogy For Sweet Pea, N, July
13, p. 11.

STROZIER, FRANK In Automobile
Accident, P, July 13, p. 12.

SULLIVAN, IRA Horizons, RR, Oct.
5, p. 35.

SUMMERLIN, ED The Don Heck-
man-Ed Summerlin Improvisational
Jazz Workshop, RR, Oct. 19, p. 30.

SWANSON, CHRIS Composer’s Con-
certo Played by Chicago Symphony,
P, June 29, p. 14.

SWINGLE SINGERS Encounter (Mod-
ern Jazz Quartet), RR, June 15, p.
36.

SWOPE, ROB Washington Trombonist
Dies, P, Feb. 23, p. 12.

SYMS, SYLVIA For Once in My Life,
RR, Dec. 28, p. 34.

SYNANON Swings, N, July 13, p. 12.

SZABO, GABOR Spellbinder, RR, Jan.
26, p. 31; Jazz Raga, RR, May 18,
p- 32; In Automobile Accident, P,
July 13, p. 12; Jazz and the Chang-
ing Times, A, Oct. 5, p. 17.

TAYLOR, CECIL Unit Structures,
RR, Feb. 23, p. 31; Gives Concerts
in Holland, P, July 13, p. 13.

TAYLOR, CREED Forms Own Record
Co., P, July 27, p. 13.

TELEVISION Religious TV Show Pro-




grams Jazz, N, Jan. 12, p. 11; Gibbs
Music Director of New TV Show,
N, June 1§, p. 14; “Love You Mad-
ly,” Portrayal of Duke Ellington, N,
July 27, p. 12; 29 Composers Resign
Over Emmy Awards, N, Aug. 10, p.
10; Guitar Teacher is Hit on Edu-
cational TV, N, Sept. 21, p. 13; Doc
Severinsen Replaces Milton DeLugg
as Conductor on Tonight Show, P,
Nov. 16, p. 14; The Professionals
(Frank Sinatra-Ella Fitzgerald), N,
Dec. 28, p. 14.

TERRY, CLARK Spanish Rice (Chico
O’Farrill), RR, Feb. 23, p. 32; A
Happy Man, A, June 1, p. 16.

THIELE, BOB Thoroughly Modern
Bob Thiele, RR, June 29, p. 37.

THIGPEN, ED On the Move, A,
March 23, p. 18; West Coast Enjoys
Jazzmen Explosion, N, April 6, p.
13.

THREE SOUNDS Vibrations, RR,
April 6, p. 38.

TIMMONS, BOBBY Soul Food, RR,
June 15, p. 36.

TIADER, CAL Along Comes Cal, RR,
Sept. 7, p. 33.

TORRES, JOE Latin Con Soul, RR,
Aug. 10, p. 32.

TOURS Japan Cancels Blakey Tour,
N, Feb. 9, p. 11; Weston Off to Af-
rica for U.S. State Dept., N, Feb. 9,
p. 11; Jazz Goes to Vietnam, N,
April 6, p. 14; North Texas State
Lab Band Returns in Triumph, N,
April 20, p. 14; More Traditional
Sounds for Vietnam, N, July 13, p.
11; Newport Tour A Hit in Europe;
London is SRO, N, Dec. 28, p. 13.

TREADWELL, GEORGE Trumpeter-
Manager Dies, N, July 13, p. 12.

TURRENTINE, STANLEY Let It Go,
RR, May 18, p. 33.

VALENTINE, KID THOMAS 4nd
His Algiers Stompers, RR, Feb. 23,
p. 34; Red Wing, RR, April 6, p. 38.

VARIOUS ARTISTS *Women of the
Blues, RR, Feb. 9, p. 34; *Bennie
Moten’s Kansas City Orchestra, 1923-
29; *Chicago: South Side; *Collec-
tor’s Items, 1922-30, RRs, June 15,
p. 83; Encyclopedia of Jazz (in the
'60s) Vol. 1, The Blues, RR, June 15,
p. 36; *The Panassie Sessions, RR,
June 29, p. 38; Dedicated to Eric
Dolphy, RR, July 27, p. 35; Violin
Summit, RR, Aug. 10, p. 32; *Es-
quire’s All-American Hot Jazz, RR,
Sept. 7, p. 33; *Classic Jazz Piano
Styles, RR, Oct. 19, p. 34.

VAUGHAN, FATHER TOM Corn-
bread, RR, June 29, p. 40.

VAUGHAN, SARAH Sassy ’67, A,
July 27, p. 18.

VICK, HAROLD The Caribbean Suite,
RR, March 23, p. 37; Straight Up,
RR, July 27, p. 35.

WALDRON, MAL Sweet Love, Bitter,
RR, Aug. 24, p. 30.

WALLER, FATS *Fractious Fingering,
RR, April 20, p. 43.

WANDERLEY, WALTER A Certain
Smile, A Certain Sadness (Astrud
Gilberto), RR, April 6, p. 32.

WARWICK, CARL (BAMA) The
Rikers Scene, N, May 18, p. 14.

WATERS, MUDDY Added to Monte-
rey Festival Line-up, P, Sept. 21, p.
14.

WEBB, CHICK *The Immortal Chick
Webb: Stomping at the Savoy, RR,
June 15, p. 41.

WEBER, LAURA Guitar Teacher is
Hit on Educational TV, N, Sept. 21,
p- 13.

WEBSTER, BEN The Frog and Me, A,
June 1, p. 20; “Big Ben” Webster is
Subject of Dutch Film, N, Nov. 30,
p- 13.

WELLSTOOD, DICK The Life Flight
of a Surrealistic Bent Eagle, A, April
6, p. 22.

WESTON, RANDY Off to Africa for
U.S. State Dept., N, Feb. 9, p. 11;
With Randy Weston In Africa, A,
July 13, p. 16.

WHITE, CHRIS The Advantages of
Gregariousness, A, March 9, p. 22.

WILLIAMS, BIG JOE Classic Delta
Blues, RR, April 6, p. 38.

WILLIAMS, COOTIE The Immutable,
A, May 4, p. 20.

WILLIAMS, JOE Presenting Joe Wil-
liams and the Jazz Orchestra (Thad
Jones-Mel Lewis), RR, Jan. 26, p.
32.

WILLIAMS, MARTIN Takes Up Act-
ing, P, Aug. 10, p. 13.

WILSON, DON Washington Pianist
Dies, P, Feb. 23, p. 12.

WILSON, GERALD Live and Swing-
ing, RR, Dec. 28, p. 38.

WILSON, JACK Something Personal,
RR, Nov. 16, p. 39.

WILSON, NANCY Sings for President
Johnson, N, July 27, p. 11; Named
Chairman of the TEACH Founda-
tion, P, Aug. 10, p. 12.

WINDING, KAI Penny Lane & Time,
RR, Aug. 10, p. 33.

WITHERSPOON, JIMMY There’ll Al-
ways Be Blues, A, July 13, p. 23; The
Blues Is Now, RR, Nov. 30, p. 31;
Blues for Easy Livers, RR, Dec. 28,
p. 41.

WOFFORD, MIKE Strawberry Wine,
RR, May 18, p. 33.

WOLF, HOWLING “I Sing for the
People,” A, Dec. 14, p. 20.

WOODS, PHIL At Camp Ramblerny,
A, Sept. 21, p. 17; Greek Cooking,
RR, Sept. 21, p. 35.

YOUNG, LARRY Of Love and Peace,
RR, Dec. 28, p. 42.

ZEITLIN, DENNY Body & Soul: The
Total Experience of, A, Oct. 19, p.
19.

ZIMBO TRIO The Brazilian Sound,
RR, May 4, p. 33.

THE
STAGE BAND
MOVEMENT

Down Beat led the way in
the development of the
Stage Band Movement.
The largest segment of
Down Beat Readership is
Student Musician. Down
Beat will continue to lead
in the development of a
strong Stage Band move-
ment e e e °
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I REMEMBER "TRANE

By Randi Hultin

Coltrane signs
autograph for

a fan at the 1965
Antibes Jazz
Festival in

France.
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RAND! HULTIN

J ohn Coltrane’s music made an indel-
ible impression on the entire jazz world,
and his sudden passing came as a shock
and a personal loss to all music lovers,
whether they had the pleasure of know-
ing him, or merely had admired him at
a distance.

Any encounter with Coltrane—the
first time I met him was before his con-
cert in Oslo in October, 1963—sufficed
to realize that he was a deeply impres.
sive human being. At that first meeting,
he talked warmly about music, forget-
ting all about time, “Music shouldn’t be
easy to understand,” he said. ““You have
to come to the music yourself, gradual-
ly. Not everything must be received
with open arms.”

He was interested in Norwegian folk
music, and talked much about Indian
music. His great desire then was to
meet Ravi Shankar.

Those who were present at the Oslo
concert surely remember how Coltrane
waited calmly in the wings while Elvin
Jones, who was late, set up his drums.
It was typical of Coltrane—never any
visible reaction, no. sign of irritation.
On the other hand, he played a lot of
clinkers afterwards. He admitted that
Elvin had caused him many a tense
moment—but not until we met for the
second time, at Antibes in 1965.

During the Oslo visit he had almost
seemed a bit shy, not talking much
about himself as a musician, but want-
ing to hear about others. I remember
one thing in particular: Coltrane had
visited my house for a few hours after
the concert. We had some herring,
some goat cheese, listened to Norwegian
folk music, and looked at my guest
books, in one of which he discovered
Cecil Taylor. As he was about to leave,
he asked me if he could say hello to
Taylor for me. “That will give me an

excuse to talk to him. I haven’t spoken
with him, but I listen to him as often
as I have the opportunity. His music is
always a refreshing experience. I be-
lieve in Taylor; one day he’ll get the
recognition he deserves.”

In Antibes, where Coltrane was the
star attraction that year, he was royally
treated at the Grand Hotel. Nobody
was allowed to bother him, except a
couple of French radio people and in-
terviewers. When I came to his room
the first day, two French journalists sat
waiting quietly, while Coltrane, back
turned, stood there with his tenor and
tape recorder. He could practice for
hours on end, and liked to listen to the
playbacks at regular intervals.

I had brought him a Norwegian folk
music record, and he rented a record
player to be able to listen to it right
away. There was a harmonica part
which he played over several times. The
French interviewers asked, after an-
other half hour’s quiet waiting, if they
could start in with some questions. “Go
on.” Coltrane could appear somewhat
unapproachable, but he could also be
chatty and full of humor—simple,
friendly, and contagiously relaxed.

After the first concert in Antibes,
where he played A Love Supreme for
48 minutes, aggressively, at times charg-
ing like an angry bull with his tenor,
he first asked me if he’d played long
enough—and then added that he had
played very badly. “I have to give a
better concert tomorrow,” he said. I
knew from the Oslo visit that Naima
was his favorite composition, and asked
him if he couldn’t play that, or, for in-
stance, My Favorite Things. “We’ll see,”
he answered. But it was quite a feeling
the next day when he opened the con-
cert with Naima and concluded it with
Favorite Things.

L




BILL ABERNATHY

C oltrane talked for hours after the
concert, among other things about him-
seif as a musician—and about how dis-
satisfied he was. “I'm in need to learn
more,” he said, “there is so much I
want to express, but I feel I have to go
back to school.” “Have you ever thought
about what a responsibility you have as
the world’s leading tenorist?” I asked.
“If you were to play a certain little lick
in your solos, for instance, tenorists
around the world would start copying
it.” “I’ve never thought ot myself as
the leading tenor player . . . what I'm
most afraid of is losing the musicians I
have with me. Especially Elvin, in spite
of his unpredictability,” Coltrane said.

When I attended his Paris concert,
right after Antibes, I saw proof of this.
Elvin became irritated at something
about his foot pedal, kicked the drums,
and left the stage. Coltrane and Tyner
had been laying out off stage, so Jimmy
Garrison was left alone with the audi-
ence, while Elvin emptied a big trunk
of drum equipment backstage, making
a thunderous noise. Meanwhile, Col-
trane stood calmly in the wings. Even
when the audience began to chant “We
want Coltrane,” he didn’t react. “It’s
very rude of them; they couid listen to
Garrison,” was all he said. Coltrane

brought the concert to an early con-
clusion and didn’t seem to care that the
public squawked. “I know French audi-
ences. Last time I was here, they threw
tomatoes on stage.”

I had to catch a morning plane to
Oslo, and suggested that we make the
rounds of Paris jazz clubs to say hello
to friends. We started at Jazzland, where
Johnny Griffin and Art Taylor were
playing, and they were pleasantly sur-
prised to see Trane. Several customers
reverently offered Coltrane their seats,
but he preferred to stand in the back.
Griffin went with us to the Chat Qui
Peche, where Don Cherry was playing
with his international quintet. Here we
were seated right up against the band-
stand, and Cherry was very happy
about the visit. Coltranc was enthusi-
astic about the new group.

In the morning hours, we found our-
selves at a Japanese restaurant. No one
could interpret the menu—aside from
omelettes—so that was what we ordered.
Coltrane laughed: here we were, in an
authentic Japanese restaurant, with at-
tentive waitresses ready to serve us,
and Japanese music in the background,
eating plain omelettes.

Coltrane had put on quite a bit of
weight since his Oslo visit, and he said
this was his main worry. “It’s not good

to gain weight; it slows down the will
and the body, and a musician should
always be physically fit.” Coltrane was
a man of moderation. No beer, no
liquor. “I cut that out long ago,” he
said. “But there was a time when I
used it too much.”

In his hotel room, both in Antibes
and in Paris, he hung a photograph of
Eric Dolphy on the wall. Dolphy’s
death had hit him hard, and I know
that he regularly kept in touch with
Eric’s parents in Los Angeles. When
the Watts riots began, Coltrane immedi-
ately phoned Eric’s parents to see if
all was well with them. It was typical
of him to think of others—friends and
musicians. He helped many a young
musician, and also older players who
thought they could use his aid to make
a comeback. He was always open to
new impressions, and had made pians
for a trip to Africa to study the native
musics.

It is difficult to accept that he is gone.
Though he accomplished much at a
young age and earned almost unequaied
respect during his lifetime, he still had
much to give that would have been
new and exciting. John Coltrane was
unique—as a musician and as a human
being.

(Translated by Dan Morgenstern)

MUSIC '68 O 105






S

Abbreviations
Record labels:
Atl Atlantic
BN Blue Note
Bth Bethlehem
Cap Capitol
Co Columbia
DG Dee Gee
Imp Impulse
)zl Jazzland
Jzt Jazztone
Lml Limelight
Mdsvl Moodsville
Mer Mercury
NJ New Jazz
Nrg Norgran
Prst Prestige
Rgn Regent
Rvs Riverside
Svy Savoy
U-A United Artists
Vrv Verve
Instruments:
as alto saxophone
b string bass
bars baritone saxophone
bgo bongo(s)
cga conga
cl clarinet
dr drums
fl flute
fig fluegelhorn
frh French horn
g guitar
p piano
sop soprano saxophone
tb trombone
tp trumpet
ts tenor saxophone
vbs vibraharp
vcl vocal
(All recordings made in New York City, unless otherwise stated.)

DIZZY GILLESPIE AND HIS ORCHESTRA:
Dizzy Gillespie (tp, vcl), Don Slaughter, Elmon Wright, Willie
Cook (tp), Matthew Gee, Sam Hurt, Charles Greenlea (tb),
Jimmy Heath, Coltrane (as), Jessie Powell, Paul Gonsalves (ts),
Al Gibson (bars), John Acea (p), John Collins (g), Al Mc-
Kibbon (b), Specs Wright (dr), Tiny Irvin (vcl).

November 21, 1949
4316 Say When Cap 57797, F428
4317 Tally Ho Cap 57839
4318 You Stole My Wife (dg) Cap 57797
4319 I Can’t Remember (ti) Cap 57839
Floyd Smith (g) for Collins. Add Carlos Duchesne (cga), Fran-
cisco Pozo (bgo), Joe Carroll (vcl). January 9, 1950
4330 Coast To Coast Cap 15852, H326, TBO1970
4331 Carambola Cap 15611, 57892, H235, T667, T796
4332 Qo-La-La (jc) Cap 15849, H325
4333 Honeysuckle Rose (jc) Cap 57892

DIZZY GILLESPIE SEXTET:

Dizzy Gillespie (tp), Coltrane (ts), Milt Jackson (p, vbs), Ken-
ny Burrell (g), Percy Heath (b), Kansas Fields (dr), Fred
Strong, The Calypso Boys (vcl). March 1, 1951

4000 Love Me (fs) DG 3600 S
4010 We Love To Boogie (fs, tcb) DG 3600, EP4005, Rgn
MG6043

4015 Tin Tin Deo DG 3601, EP4002, LP1000, Svy MG12047
4020 Birks Works DG 3601, EP4002, LP1000, Svy MG12047

EARL BOSTIC AND HIS ORCHESTRA:

Gene Redd (tp, vbs), Joe Mitchell (tp), Earl Bostic, Pinky Wil-
liams (as), Coltrane (ts), Joe Knight (p), Jimmy Shirley (g),
Ike Isaacs (b), Specs Wright (dr). Cincinnati, April 7, 1952
K8200 V‘I".II‘;?I‘S 6Sunset King 4356, EP203, LP295-72, LP503,
K8201 Moonglow King 4550, EP205, LP295-72, LP503
K8202 Linger Awhile King 4356, EP202, LP295-72, LP503
K8203 Ain’t Misbehavin’ King 4550, EP207, LP295-72, LP525
Harold Grant (g) for Shirley. Los Angeles, August 15, 1952
K9170 Y‘I),u SG‘S) To My Head King 4568, EP203, LP295-72,

P52
K9171 The Hour Of Parting King 4568, EP206, LP295-72

K9172 Smoke Gets In Your Eyes King 4570, EP206,
LP295-72, LP503
K9173 For You King 4570, EP205, LP295-72, LP503

GAY CROSSE AND HIS BAND:

Tommy Turrentine (tp), Coltrane (as, ts), Gay Crosse (ts, vcl),

Stash O’Laughlin (p), Alvin Jackson (b), Oliver Jackson (dr).
Nashville, 1952

unknown titles unknown label

note: there is a possibility that the titles recorded at this session

are ll’S‘li(tstersweel/Fat Sam From Birmingham, issued on Goth-

am X

JOHNNY HODGES AND HIS ORCHESTRA:

Harold Baker (tp), Lawrence Brown (tb), Johnny Hodges (as),

Coltrane (ts), Cal Cobbs (p), John Williams (b), Louis Bell-

son (dr). Los Angeles, August 5, 1954

1860 Burgundy Walk Nrg 122, EPN65, MGN1061, Vrv
MGV8151

1861 Sunny Side Of The Street Nrg 131, EPN65, MGN1009,
MGN1060, Vrv MGV8150

1862 Sweet As Bear Meat Nrg 124, EPN65, MGN1060, Vrv
MGV8150

1863 Used To Be Duke Nrg 145, MGN1060, Vrv MGV8150

1866 All Of Me Nrgi131, EPN65, MGN1060, MGN1009, Vrv
MGN8150

1867 Skokiaan Nrg 124, MGN1009

THE NEW MILES DAVIS QUINTET:

Miles Davis (tp), Coltrane (ts), Red Garland (p), Paul Cham-
bers (b), Philly Joe Jones (dr). October 27, 1955
CO054130 Ah-lue-cha Co CL949
CO054133 Budo Co CL1020

814 Stablemates Prst LP7014, LP7254

815 How Am I To Know? Prst LP7014, LP7254

816 Just Squeeze Me Prst LP7014, LP7254

818 Miles’ Theme (The Theme) Prst LP7014, LP7254
819 S’Posin’ Prst LP7014, LP7254

PAUL CHAMBERS SEXTET:
Curtis Fuller (tb), Coltrane (ts), Pepper Adams (bars), Roland
Alexander (p), Paul Chambers (b), Philly Joe Jones (dr).
Detroit, November 1955
Trane’s Strane Transition LP30

PAUL CHAMBERS QUARTET:
Coltrane (ts), Kenny Drew (p), Paul Chambers (b), Philly Joe
Jones (dr). Los Angeles, March 1956
Dexterity JazzWest LP7, Imperial 9183, LPS1283
East Bound JazzWest LP7, Imperial LP9246, LPS2246
Easy To Love JazzWest LP7
J.P. Jones JazzWest LP7
Visitations JazzWest LP7, Imperial LP9246, LSP2246
Stablemates JazzWest LP7, Imperial LP9246, LSP2246
all titles from this session also on Score LP4033, Imperial
LP9182, LPS12182.

ELMO HOPE SEXTET:

Donald Byrd (tp), Hank Mobley, Coltrane (ts), Elmo Hope
(p), Paul Chambers (b), Philly Joe Jones (dr). May 7, 1956
884 Weejah Prst LP7043

885 Polka Dots And Moonbeams Prst LP7043

886 On It Prst LP7043

887 Avalon Prst LP7043

MILES DAVIS QUINTET:

Miles Davis (tp), Coltrane (ts), Red Garland (p), Paul Cham-

bers (b), Philly Joe Jones (dr). May 11, 1956

888 In Your Own Sweet Way Prst LP7166

889 Diane Prst 45-248, LP7200, Mdsvl LP37, Status LP8319

890 Trane Blues Prst LP7166

892 It Could Happen To You Prst LP7129

893 Woody’n You Prst LP7129, LP7373

895 Surriy 3¥ith The Fringe Prst 45-248, LP7200, Mdsvl
P

898 Salt Peanuts LP7200, LP7373

899 Four Prst LP7166

900 The Theme, I Prst LP7166

901 The Theme, II Prst LP7166

note: Coltrane is not present on the remaining four titles from

this session.

SONNY ROLLINS QUINTET:

Sonny Rollins, Coltrane (ts), Red Garland (p), Paul Chambers
(b), Philly Joe Jones (dr). May 24, 1956
906 Tenor Madness Prst LP7047

MILES DAVIS ALL STARS:

Miles Davis (tp) for Rollins. June 5, 1956
CO056090 Dear Old Stockholm Co CL949, CS8649

CO056091 Bye Bye Blackbird Co CL949, CS8649

CO056092 Tadd’s Delight Co CL949, CS8649
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Coltrane with Dizzy Gillespie, ailtoist Jimmy Heath, drummer
Specs Wright, and vocalist Fred Strong, conga.

(FOUR TENOR SAXES):

Coltrane, Al Cohn, Hank Mobley, Zoot Sims (ts), Red Garland
(p), Paul Chambers (b), Art Taylor (dr). September 7, 1956
975 Just You, Just Me Prst 7074, LP7249

976 Tenor Conclave Prst 7074, LP7249

977 How Deep Is The Ocean Prst 7074, LP7249

978 Bob’s Boys Prst 7074, LP7249

MILES DAVIS ALL STARS:

personnel: same as June 5, 1956. September 10, 1956

CO56584 All Of You Co B2491, CL949, CS8649

CO56585 Sweet Sue (1) Co CL919

CO056586 'Round Midnight Co 4-33037, B2491,
CS8649

(1) add Leonard Bernstein (narrator).

PAUL CHAMBERS SEXTET:
Donald Byrd (tp), Coltrane (ts), Horace Silver (p), Paul Cham-
bers (b), Kenny Burrell (g), Philly Joe Jones (dr).

September 21, 1956

CL949,

Just For Love BN BLP1534
Nita BN BLP1534
We Six BN BLP1534
note: Coltrane is not present on other titles from this session.

MILES DAVIS QUINTET:
Miles Davis (tp), Coltrane (ts), Red Garland (p), Paul Cham-
bers (b), Philly Joe Jones (dr). October 26, 1956
995 If 1 Were A Bell Prst 45-123, LP7129, LP7457

996 Well You Needn’t Prst LP7200, LP7373

997 'Round About Midnight LP7150, LP7373

998 Half Nelson Prst LP7166, LP7373

999 You’re My Everything Prst LP7129

1000 1 Could Write A Book Prst LP7129, Mdsvl LP32, 45-195
1001 Oleo Prst LP7129, LP7373

1002 Airegin Prst 7094, LP7373

1003 Tune Up Prst 7094, LP7373

1004 When Lights Are Low Prst 7094

1005 Blues By Five Prst 7094

TADD DAMERON QUARTET:

Coltrane (ts), Tadd Dameron (p, arr), John Simmons (b),
Philly Joe Jones (dr). November 30, 1956
1025 Mating Call Prst LP7070, LP7247

1026 Soultrane Prst LP7070, LP7247

1027 Gnid Prst LP7070, LP7247

1028 Super Jet Prst LP7070, LP7247

1029 On A Misty Night Prst LP7070, LP7247, LP7426

1030 Romas Prst LP7070, LP7247

(TWO TRUMPETS AND TWO TENORS):

Webster Young, Idrees Sulieman (tp), Bobby Jaspar, Coltrane
(ts), Mal Waldron (p), Kenny Burrell (g), Paul Chambers (b),
Art Taylor (dr). March 22, 1957
1163 Anatomy Prst LP7112, LP7341

1164 Interplay Prst LP7112, LP7341

1165 Light Blue Prst LP7112, LP7341

1166 Soul Eyes Prst LP7112, LP7341

1167 C.T.A. (1) Prst LP7117, LP7299

(1) omit Sulieman, Young, Jaspar, Burrell. First issued under
Art Taylor’s name.
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DON OSTENSOW

JOHNNY GRIFFIN:
Lee Morgan (tp), Johnny Griffin, Hank Mobley, Coltrane (1s),
Wynton Kelly (p), Paul Chambers (b), Art Blakey (dr).

April 6, 1957
The Way You Look Tonight BN BLP1559
Ball Bearing BN BLP1559
All The Things You Are BN BLP1559
Smoke Stack BN BLP1559

THELONIOUS MONK QUARTET:
Coltrane (ts), Thelonious Monk (p), Wilbur Ware (b), Shadow
Wilson (dr). April 16, 1957
Monk’s Mood (no dr) Rvs RLP12-235, RLP12-284
Nntty Jzl JLP(S9)46
Ruby My Dear Jzl JLP(S9)46
Trinkle Trinkle Jzl JLP(S9)46

(THE CATS):
Idrees Sulieman (tp), Coltrane (ts), Tommy Flanagan (p),
Kenny Burrell (g), Doug Watkins (b), Louis Hayes (dr).

April 18, 1957
1194 Eclypso NJ LP8217
1195 Solacium NJ LP8217
1196 Minor Mishap NJ LP8217
1198 Tommy’s Time NJ LP8217

MAL WALDRON SEXTET:

Bill Hardman tp), Jackie McLean (as), Coltrane (ts), Mal
Waldron (p), Julian Euell (b), Art Taylor (dr). April 19, 1957
1199 Potpourri Prst LP7111, LP7341

1200 J.M.’s Dream Doll Prst LP7111, LP7341

1201 Don’t Explain Prst LP7111, LP7341

1202 Blue Calypso Status LP8316

1203 Falling In Love Status LP8316

PRESTIGE ALL STARS/JOHN COLTRANE ALL STARS:
Coltrane (ts), Cecil Payne, Pepper Adams (bars), Mal Waldron
(p), Doug Watkins (b), Art Taylor (dr). April 20, 1957
1208 Dakar Prst 45-315, LP16-6, LP7280, 1.P7313

1209 Mary’s Blues LP16-6, LP7280, LP7313

1210 Route 4 LP16-6, LP7280, LP7313

1211 Velvet Scene LP16-6, LP7280, LP7313

1212 Watches’ Pit LP16-6, LP7280, LP7313

1213 Cat Walk LP16-6, LP7280, LP7313

MAL WALDRON SEXTET:
Idrees Sulieman (tp), Sahib Shihab (as, bars), Coltrane (ts),
Mal Waldron (p), Julian Euell (b), Ed Thigpen (dr).

May 17, 1957
1267 The Way You Look Tonight Prst LP7111, LP7341
1268 From This Moment On Prst LP7111, LP7341
1269 One By One Prst LP7111, LP7341

JOHN COLTRANE-PAUL QUINICHETTE:

Coltrane, Paul Quinichette (ts), Mal Waldron (p), Julian Euell
(b), Ed Thigpen (dr). May 17, 1957
1270 Cattin® Prst LP7158

1271 Anatomy Prst LP7158

1272 Vodka Prst LP7158

1273 Sunday Prst LP7158

1274 Tea For Two unissued

1275 Exactly Like You Prst LP7158

Coltrane with Earl Bostic’s band. The trumpets are Gene Redd
and Joe Mitchell;

Pinky Williams is the baritone saxist.
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TED WILLIAMS
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TRANE AND MILES

JOHN COLTRANE SEXTET:

John Splawn (tp), Coltrane (ts), Sahib Shihab (bars), Red

Garland (p), Paul Chambers (b), Al Heath (dr). May 31, 1957

1292 Straight Life Prst LP7105

1293 While My Lady Sleeps Prst LP7105, Mdsvl LP2

1294 Chronic Blues Prst LP7105

1295 Bakai Prst LP7105, NJ LP8292

1296 Violets For Your Furs (no tp, bars) Prst LP7105,
LP7426

1297 Time Was (no tp, bars) Prst LP7105, 45-107

1298 I Hear A Rhapsody (no tp, bars) LP7188

THELONIOUS MONK SEPTET:
Ray Copeland (tp), Gigi Gryce (as), Coltrane, Coleman Hawk-
ins (ts), Thelonious Monk (p), Wilbur Ware (b), Art Blakey
(dr). June 26, 1957
Epistrophy Rvs RLP12-242, RSLP1102
Epistrophy (alt. take) Jzl JLP(S9)46
Crepescule With Nellie Rvs RLP12-242, RSLP1102
Well You Neednt Rvs RLP12-242, RSLP1102
Off Minor Rvs RLP12-242, RSLP1102
Abide With Me (no p, b, dr) Rvs RLP12-242, RSLP
1102
Off Minor (alt. take) JzI JLP(S9)46
Blues For Tomorrow Rvs RLP12-243

JOHN COLTRANE TRIO:

Coltrane (ts), Earl May (b), Art Taylor (dr). August 16, 1957
1334-1 Trane’s Slow Blues Prst LP7188, LP7378

1334-2 Toni’s Dance unissued

1335 Like Someone In Love Prst LP7188, LP7426

1336 I Love You Prst 45-249, LP7188

JOHN COLTRANE with RED GARLAND TRIO:

Coltrane (ts), Red Garland (p), Paul Chambers (b), Art Tay-
lor (dr). August 23, 1957
1337 You Leave Me Breathless Prst LP7123, LP7426

1338 Bass Blues Prst LP7123

1339 Soft Lights And Sweet Music Prst LP7123

1340 Traneing In Prst 45-119, LP7123

1341 Slow Dance Prst LP7123

JOHN COLTRANE SEXTET:
Lee Morgan (tp), Curtis Fuller (tb), Coltrane (ts), Kenny
Drew (p), Paul Chambers (b), Philly Joe Jones (dr).

September 15, 1957
Blue Train BN 45-1691, BLP1577
Moments Notice BN 45-1718, BLP1577
I'm Old Fashioned BLP1577
Lazy Bird BLP1577
Locomotion BLP1577

PRESTIGE ALL STARS:
Coltrane, Paul Quinichette (ts), Frank Wess (ts, fl), Mal Wal-
dron (p), Doug Watkins (b), Art Taylor (dr).

Stepember 20, 1957
1348 Dealin’ Prst LP7131, Status 8316
1349 Wheelin® Prst LP7131, Status 8316
1350 Robbin’s Nest Prst LP7131
1351 Thiilgs ?lin’t What They Used To Be Prst 45-122,
P71

SONNY CLARK SEXTET:
Donald Byrd (tp), Curtis Fuller (tb), Coltrane (ts), Sonny
Clark (p), Paul Chambers (b), Art Taylor (dr). October 9, 1957
Sonny’s Crib BN 45-1697, BLP1576
Speak Low BN 45-1719, BLP1576
Softly BLP1576
With A Song In My Heart BLP1576
Come Rain Or Come Shine BLP1576
News For Lulu BLP1576

WINNERS CIRCLE:
Donald Byrd (tp), Frank Rehak (tb), Gene Quill (as), Coltrane
(ts), Al Cohn (bars), Eddie Costa (p), Freddie Green (g),
Oscar Pettiford (b), Philly Joe Jones (dr).

Not So Sleepy Beth BCP6024, BCP6066
omit Quill and Green, Ed Thigpen (dr) for Jones, same date

Love And The Weather Beth 11051, BCP6024, BCP

6066

Turtle Walk (add Quill) BCP6024, BCP6066

Strictly Instrumental Jzt J1245

If ’'m Lucky Beth BCP6024, BCP6065, BCP6066

RED GARLAND QUINTET:

Donald Byrd (tp), Coltrane (ts), Red Garland (p), George
Joyner (b), Art Taylor (dr). November 15, 1957
1392 Our Delight Prst LP7130

1393 They Can’t Take That Away Prst LP7130

1394 Woody’n You Prst LP718i

1395 I Got It Bad Prst LP7181

1396 Undecided Prst LP7209, Status LP8305

1397 Soul Junection Prst LP7181

1398 What Is There To Say Prst LP7209, Status LP8305
1399 Birks Works Prst LP7181

1400 Hallelujah Prst LP7181

1401 All Morning Long Prst LP7130, Bluesville LP1009

same December 13, 1957
1405 Billie’s Bounce Prst LP7229

1406 Solitude Prst LP7209, Status LP8325

1407 Two Bass Hit Prst LP7209, Status LP8325

1408 Soft Winds Prst LP7209, Status LP8325

1409 Lazy Mae Prst LP7229

RAY DRAPER QUINTET: .

Ray Draper (tuba), John Coltrane (ts), Gil Coggins (p),
Spanky DeBrest (b), Larry Richie (dr). December 20, 1957
1410 Under Paris Skies NJ LP8228

1411 Clifford’s Kappa NJ LP8228

1412 Filide NJ LP8228

1413 Two Sons NJ LP8228

1414 Paul’s Pal NJ LP8228

1415 1 Hadn’t Anyone NJ LP8228

1416 This Is No Laughing Matter unissued
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ART BLAKEY BIG BAND:

Donald Byrd, Idrees Sulieman, Bill Hardman, Ray Copeland.

(tp), Melba Liston, Frank Rehak, Jimmy Cleveland (tb), Sahib
Shihab, Bill Graham (as), Coltrane, Al Cohn (ts), Bill Slapin
(bars), Walter Bishop (p), Wendell Marshall (b), Art Blakey
(dr). December 1957

Midriff Beth BCP6027

Ain’t Life Grand Beth BCP6027

El Toro Valiente Beth BCP6027

The Kiss Of No Return Beth BCP6027

Late Date Beth BCP6027

The Outer World Beth BCP6027

Tippin’ (1) Beth BCP6027, BCP6065

Pristine (1) Beth BCP6027
(1) only Byrd, Coltrane, Bishop, Marshall, Blakey.

W

b} =3-/ |3
Recording with Miles Davis and Cannonball Adderley. Miles
is playing fluegelhorn.

GENE AMMONS AND HIS ALL STARS:

Jerome Richardson (fl), Coltrane (as, ts), Gene Ammons, Paul

Quinichette (ts), Pepper Adams (bars), Mal Waldron (p),

George Joyner (b), Art Taylor (dr). January 3, 1958

1426 Ammons’ Joy Prst LP7201

1427 Groove Blues Prst LP7201

1428 The Real McCoy Prst LP7132

1430 It Might As Well Be Spring LP7201

1431 Cheek To Cheek Prst LP7132

1432 Jug Handle Prst LP7201, LP7306

1433 Blue Hymn Prst 45-121LP7132, LP7306, Bluesville
LP1010

JOHN COLTRANE QUARTET:

Donald Byrd (tp), Coltrane (ts), Red Garland (p), Paul Cham-
bers (b), Louis Hayes (dr). January 10, 1958
1434 Lush Life Prst 45-249, LP7188

1435 The Believer Prst 45-315, LP7292

1436 Nikatini Seremade LP7292

1437 Come Rain Or Come Shine LP7378

1438 Lover LP7378

JOHN COLTRANE with RED GARLAND TRIO:

Coltrane (ts), Red Garland (p), Paul Chambers (b), Art Tay-
lor (dr). February 7, 1958
1460 Russian Lullaby Prst LP7142

1461 Theme For Ernie Prst LP7142

1462 You Say You Care Prst LP7142

1463 Good Bait Prst 45-139, Prst LP7142

1464 1 Want To Talk About You 45-177, Prst LP7142

KENNY BURRELL-JOHN COLTRANE:

Coltrane (ts), Tommy Flanagan (p), Kenny Burrell (g), Paul
Chambers (b), Jimmy Cobb (dr). March 7, 1958
1476 Lyresto NJ LP8276

1477 Why Was I Born NJ LP8276

1478 Freight Train NJ LP8276

1479 1 Never Knew NIJ LP8276

1480 Big Paul NJ LP8276

WILBUR HARDEN QUINTET:
Wilbur Harden (flg), Coltrane (ts), Tommy Flanagan (p),
Doug Watkins (b), Louis Hayes (dr). March 13, 1958
Wells Fargo Svy MG12127
West 42nd Street Svy MG12127
W.F.F.P.H. Svy MG12127
Rhodomagnetics Svy MG12127
Snuffy MG12127
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JOHN COLTRANE with RED GARLAND TRIO:

Coltrane (ts), Red Garland (p), Paul Chambers (b), Jimmy
Cobb (dr). March 26, 1958
1488 Rise And Shine LP7213
1489 1 See Your Face Before Me
1490 If There Is Someone Lovelier
1491 Little Melonae LP7213

1492 By The Numbers LP7213

MILES DAVIS SEXTET:
Miles Davis (tp), Cannonball Adderley (as), Coltrane (ts),
Red Garland (p), Paul Chambers (b), Philly Joe Jones (dr).

April 2, 1958
CO60199 Two Bass Hit Co CL1193, CS9428
C060201 Straight No Chaser Co CL1193, CS9428
C060202 Milestones Co CL1193, CS9428

same April 3, 1958
C060203 Dr. Jekyll Co CL1193, B11931, CS9428
C060204 Sid’s Ahead Co CL1193, CS9428

JOHN COLTRANE QUINTET:

Donald Byrd (tp), Coltrane (ts), Red Garland (p), Paul Cham-
bers (b), Jimmy Cobb (dr). May 23, 1958
1513 Black Pearls Prst LP7316

1514 Lover Come Back To Me Prst LP7316

1515 Sweet Sapphire Blues Prst LP7316

MILES DAVIS SEXTET:
Miles Davis (tp), Cannonball Adderley (as), Coltrane (ts), Bill
Evans (p), Paul Chambers (b), Jimmy Cobb (dr).

May 26, 1958
CO61165 Green Dolphin Street Co 4-33059, CL1268
CO61166 Put Your Little Foot Out CL1268
CO61167 Stella By Starlight CL1268

MICHEL LEGRAND AND HIS ORCHESTRA:

Miles Davis (tp), Jerome Richardson (cl, bars), Phil Woods
(as), Coltrane (ts), Herbie Mann (fl), Betty Glamann (harp),
Eddie Costa (vbs), Bill Evans (p), Paul Chambers (b), Kenny
Dennis (dr), Michell Legrand (arr, cond). June 25, 1958
CO61067 Wild Man Blues Co CL1250, CS8079

C061068 Round Midnight Co CL1250, CS8079

CO61069 The Jitterbug Waltz Co CL1250, CS8079

MILES DAVIS SEXTET:
Miles Davis (tp), Cannonball Adderley (as), Coltrane (ts), Bill
Evans (p), Paul Chambers (b), Jimmy Cobb (dr).

Newport Jazz Festival, July 3, 1958
CO81844 Ah-Leu-Cha Co CL2178, CS8978
CO81845 Straight No Chaser Co CL2178, CS8978
CO81846 Fran-Dance Co CL2178, CS8978
CO81847 Two Bass Hit Co CL2178, CS8978

JOHN COLTRANE QUINTET:

Wilbur Harden (flg), Coltrane (ts), Red Garland (p), Paul
Chambers (b), Jimmy Cobb (dr). July 11, 1958
1541 Spring Is Here Prst LP7243, LP7322, Mdsv LP32
1542 Invitation Prst LP7243

1543 I'm A Dreamer Prst LP7353

1544 Love Thy Neighbor (1) Prst LP7268

1545 Don’t Take Your Love Away Prst LP7243

1546 Stardust Prst LP7268, LP7298

1547 My Ideal Prst LP7353

1548 I’ll Get By Prst LP7243

(1) Art Taylor (dr) for Cobb.

WILBUR HARDEN SEXTET:
Wilbur Harden (flg), Curtis Fuller (tb), Coltrane (ts), Tommy
Flanagan (p), Alvin Jackson (b), Art Taylor (dr).
August 18, 1958

Dial Africa Svy MG12131, ST13004

Domba Svy MG12131, ST13004

Gold Coast Svy MGI12131, ST13004

Tanganyika Strut Svy MG12136, ST13005

Howard Williams (p) for Flanagan August 25, 1958
B.J. Svy MG12136, ST13005
Anedao Svy MG12136, ST13005
Once In A While Svy MG12136, ST13005

GEORGE RUSSELL AND HIS ORCHESTRA:

Doc Severinsen, Art Farmer, Ernie Royal (tp), Bob Brook-
meyer, Frank Rehak, Tommy Mitchell (tb), Hal McKusick (as),
Coltrane (ts), Sol Schlinger (bars), Bill Evans (p), Barry Gal-
braith (g), Milt Hinton (b), Charlie Persip (dr), Jon Hendricks
(narrator). September 12, 1958
105626 Manhattan Decca DL(S7)9216

CECIL TAYLOR QUINTET/JOHN COLTRANE QUINTET:
Kenny Dorham (tp), Coltrane (ts), Cecil Taylor (p), Chuck
Israels (b), Louis Hayes (dr). October 13, 1958

LP7213
LP7213




Shifting Down U-A UAL4014, UAS5014, UAJ14001,
UAS15001

Like Someone In Love U-A UAL4014, UAS5014,
UAJ14001, UAS15001

Just Friends U-A UAL4014, UAS5014, UAJ14001,
UAS15001 :

Double Clutching U-A UAL4014, UAL3333, UAS
5014, UAS6333, UAJ14001, UAS15001

RAY DRAPER QUINTET:

Ray Draper (tuba), Coltrane (ts), John Maher (p), Spanky
DeBrest (b), Larry Ritchie (dr). late 1958
Essil’s Dance Jubilee JLP1009, Josie LP(S)3504

Doxy Jubilee JLP1009, Josie LP(S)3504

I Talk To The Trees Jubilee JLP 1009, Josie LP(S)3504
Yesterdays Jubilee JLP1009, Josie LP(5)3504

Oleo Jubilee JLP1009, Josie LP(S)3504

Angel Eyes Jubilee JLP1009, Josie LP(S)3504

JOHN COLTRANE ALL STARS:

Coltrane (ts), Red Garland (p), Paul Chambers (b), Art Tay-
lor (dr). December 26, 1958
1696 Do I Love You (1) Prst LP7292

1697 Then I’ll Be Tired Of You (1) LP7268

1698 Something I Dreamed Last Night (2) LP7353

1699 Bahia LP7353

1700 Goldsboro Express LP7353

1701 Time After Time (2) LP7268

(1) add Freddie Hubbard (tp); (2) Jimmy Cobb (dr) for Tay-
lor.

MICHEL LEGRAND AND HIS ORCHESTRA:
big band including Coltrane (ts), strings, Latin percussion.

1958-19597
Besame Mucho Co CL1139
note: in this entirely commercial album, Coltrane is featured on
this title alome, according to Legrand, who told collector Kurt
Mohr that the recording was made during a Legrand visit to
New York.

JOHN COLTRANE-MILT JACKSON QUINTET:
Coltrane (ts), Milt Jackson (vbs), Hank Jones (p), Paul Cham-
bers (b), Connie Kay (dr). January 15, 1959

HENK VISSER
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The Quartet, at a concert in Rotterdam. McCoy Tyner, piano; Jimmy Garrison, bass; Elvin Jones, drums.

Bags And Trane Atl LP(SD)1368

Three Little Words Atl LP(SD)1368

The Night We Called It A Day Atl LP(SD)1368
Be-Bop Atl LP(SD)1368

The Late, Late Blues Atl LP(SD)1368

CANNONBALL ADDERLEY QUINTET:
Cannonball Adderley (as), Coltrane (ts), Wynton Kelly (p),
Paul Chambers (b), Jimmy Cobb (dr).
Chicago, February 3, 1959
18094 Grand Central Mer MG20449, SR60134, Lml LM
82009, LS86009

18095 ThfSSleeper Mer MG20449, SR60134, Lml LM82009,
86009
18096 Wabash Mer MG20449, SR60134, Lml LM82009,
LS86009
18097 Weaver Of Dreams (no as) Mer MG20449, SR60134,
Lml LM82009, LS86009
18098 Limehouse Blues Mer 71712, Mer MG20449, SR60134,
Lml LM82009, LS86009

MILES DAVIS SEXTET:

Miles Davis (tp), Cannonball Adderley (as), Coltrane (ts),

Wynton Kelley (p), Paul Chambers (b), Jimmy Cobb (dr).
March 2, 1959

C062290 Freddie Freeloader Co CL1355, CS8163

Bill Evans (p) for Kelly

C062291 So What Co CL1355, CS8163

C062292 Blues In Green (no as) Co CL1355, CS8163

same April 22, 1959
C062293 Flamenco Sketches Co CL1355, CS8163
C062294 All Blues Co CL1355, CS8163

JOHN COLTRANE QUARTET:
Coltrane (ts), Tommy Flanagan (p), Paul Chambers (b), Art
Taylor (dr). May 4-5, 1959
A3469 Cousin Mary Atl 5003, LP(SD)1311

Giant Steps Atl LP(SD)1311

Count Down Atl LP(SD)1311

Spiral Atl LP(SD)1311

Syeda’s Flute Song Atl LP(SD)1311

Mr. P.C. Atl LP(SD)1311

Coltrane (ts), Wynton Kelly (p), Paul Chambers (b), Jimmy
Cobb (dr). November 24, 1959
Little Old Lady Atl LP(SD)1354
I’ll Wait And Pray Atl LP(SD)1354

same December 2, 1959
A3896 Naima Atl 5003, LP(SD)1311

Harmonique Atl LP(SD)1354

My Shining Hour Atl LP(SD)1354

Fifth House Atl LP(SD)1354

Like Sonny Atl LP(SD)1354

Some Other Blues Atl LP(SD)1354

Coltrane (ts), McCoy Tyner (p), Steve Davis (b), Billy Hig-
gins (dr). 1960
Exotica Roulette (S)R52094, RB-2
One And Four Roulette (S)R52094, RB-2
Simplt; Like Roulette (S)R52094, RB-2, Vee Jay
VI2501

JOHN COLTRANE & DON CHERRY:
Don Cherry (tp), Coltrane (ts, sop), Charlie Haden (b), Ed
Blackwell (dr). c. July, 1960
Cherryco Atl LP(SD)1451
The Blessing Atl LP(SD)1451
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Percy Heath (b) for Haden
Focus On Sanity Atl LP(SD)1451
The Invisible Atl LP(SD)1451
Bemsha Swing Atl LP(SD)1451

JOHN COLTRANE QUARTET:

Coltrane (sop, ts), McCoy Tyner (p), Steve Davis (b), Elvin

Jones (dr). October 21, 1960
Atl LP(SD)1354

Village Blues

AS5400 My Favorite Things Atl 5012, LP(SD)1361

same October 24, 1960
Summertime Atl LP(SD)1361
Blues To Elvin Atl LP(SD)1382
Blues To Bechet Atl LP(SD)1382
Blues To You Atl LP(SD)1382
Mr. Day Atl LP(SD)1382
Mr. Syms Atl LP(SD)1382
Mr. Knight Atl LP(SD)1382
Central Park West Atl LP(SD)1419
Body And Soul Atl LP(SD)1419
Satellite Atl LP(SD)1419

same October 26, 1960
But Not For Me Atl LP(SD)1361
Everytime We Say Goodbye Atl LP(SD)1361
Liberia “Atl LP(SD)1419
The Night Has A Thousand Eyes Atl LP(SD)1419
Equinox Atl LP(SD)1419

MILES DAVIS QUINTET:

Miles Davis (tp), Hank Mobley, Coltrane (ts), Wynton Kelly

(p), Paul Chambers (b), Jimmy Cobb (dr). March 20, 1961

CO66500 CSSorm;agay My Prince Will Come Co CL1656,
84

omit Mobley
C066505 Teo Co CL1656, CS8456

JOHN COLTRANE AND HIS ORCHESTRA:

Booker Little (tp), Britt Woodman (tb), Carl Bowman (eupho-
nium), Julius Watkins, Donald Corrado, Bob Northern, Robert
Swisshel (frh), Bill Barber (tuba), Eric Dolphy (as, b-cl, fl),
Coltrane (ts), Laurdine Patrick (reeds), McCoy Tyner (p),
Reggie Workman and Art Davis (b), Elvin Jones (dr).

May 23, 1961
Greensleeves Imp A(S)-6

Freddie Hubbard (tp), Eric Dolphy (as, 1), Coltrane (s, sop),
McCoy Tyner (p), Reggie Workman and Art Davis (b), Elvin
Jones (dr). May 25, 1961
Ole Atl LP(SD)1373
Dahomey Dance Atl LP(SD)1373
Aisha Atl LP(SD)1373
as May 23, 1961
Africa Imp A(S)-6
Blues Minor Imp A(S)-6

March 21, 1961

June 7, 1961

TRANE AND SHEPP
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HERB SNITZER

TRANE AND DOLPHY

JOHN COLTRANE QUARTET/QUINTET:
Eric Dolphy (b-cl), Coltrane (ts, sop), McCoy Tyner (p), Reg-
gie Workman (b), Elvin Jones (dr).
Village Vanguard, November 2, 3 & 5, 1961
10556 India (1) Imp A(S)-42
10557 Spiritual Imp A(S)-10
10572 Softly As In A Morning Sunrise Imp A(S)-10
10576 Chasin The Trane (no p) Imp A(S)-10
(1) omit Dolphy, add Jimmy Garrison (b).
(2) omit Dolphy. Jimmy Garrison (b) replaces Workman.

JOHN COLTRANE QUARTET:

Coltrane (sop, ts), McCoy Tyner (p), Jimmy Garrison (b),
Elvin Jones (dr). December 21, 1961
10669 Greensleeves Imp 203

10670 Iv’s Easy To Remember Imp 203, A(S)-32

same April 11 & 12, 1962
10874 The Inch Worm Imp A(S)-21

10875 Big Nick Imp A(S)-99

10876 Soul Eyes Imp A(S)-21

same June 21, 1962
10984 Miles’ Mode Imp A(S)-21

same June 29, 1962
10992 Tunji Imp A(S)-21

10993 Out Of This World Imp A(S)-21

10994 Up ’Gainst The Wall rejected

same September 18, 1962

11092 Naney Imp 212, A(S)-32

11093 What’s New Imp 212, A(S)-32

11094 Up ’Gainst The Wall Imp 212, A(S)-32

note: the original and most used release of 212 was the coupling
11092/11094. Approximately 1000 pressings exist of 212 where
1193 is coupled with 11094,

DUKE ELLINGTON & JOHN COLTRANE:

Coltrane (sop, ts), Duke Ellington (p), Aaron Bell (1) or
Jimmy Garrison (2) (b), Elvin Jones (4) or Sam Woodyard
(3) (dr). September 26, 1962
11114 Stevie (1, 3) Imp A(S)-30

11115 In A Sentimental Mood (1, 4) Imp A(S)-30

11116 Angelica (2, 4) Imp A(S)-30

11117 Big Nick (2, 4) Imp A(S)-30

11118 My Little Brown Book (1, 3) Imp A(S)-30

11119 The Feeling Of Jazz (1, 3) Imp A(S)-30

11120 Take The Coltrane (2, 4) Imp A(S)-30
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JOHN COLTRANE QUARTET: )
Coltrane (sop, ts), McCoy Tyner (p), Jimmy Garrison (b),
Elvin Jones (dr). November 13, 1962
11161 Too Young To Go Steady Imp A(S)-32

11162 All Or Nothing At All Imp A(S)-32

11163 1 Wish I Knew Imp A(S)-32

11164 They Say It’s Wonderful unissued

11165 You Don’t Know What Love Is Imp A(S)-32

11166 Say It Over And Over Again Imp A(S)-32

add Johnny Hartman (vcl) March 6 & 7, 1963
11400 They Say I’s Wonderful Imp A(S)-40

11401 Lush Life Imp 218, A(S)-40

11402 My One And Only Love Imp 218, A(S)-40

11403 Antumn Serenade Imp A(S)-40

11404 Dedicated To You Imp A(S)-40

11405 Vilia (no vcl) Imp A(S)9101

11406 You Are Too Beautiful Imp A(S)-40

Coltrane (ts, sop), McCoy Tyner (p), Jimmy Garrison (b),
Roy Haynes (dr). April 29, 1963
11466 After The Rain Imp A(S)-42

11467 All The Things You Are unissued

11468 Dear Old Stockholm Imp A(S)-100

Elvin Jones (dr) replaces Haynes Birdland, October 8, 1963
90002 The Promise Imp A(S)-50
90003 I Want To Talk About You Imp A(S)-50

(11405) Afro-Blue Imp A(S)-50
same

90017 Your Lady Imp A(S)-50

90018 Alabama Imp A(S)-50

same

90081 Crescent Imp A(S)-66

90082 Lonnie’s Lament Imp A(S)-66
90083 The Drum Thing Imp A(S)-66
90084 Wise One Imp A(S)-66

90085 Bessie’s Blues Imp A(S)-66
note: some of the titles from this session were probably re-made
on June 1, 1964.

same December 9, 1964
90243 A Love Supreme, Part I Imp A(S)-77
90244 A Love Supreme, Part II Imp A(S)-77
90245 A Love Supreme, Part III Imp A(S)-77
90246 A Love Supreme, Part IV Imp A(S)-77
add Archie Shepp (ts), Art Davis (b).
unknown titles unissued

November 18, 1963

April 27, 1964

Coltrane (ts, sop), McCoy Tyner (p), Jimmy Garrison (b),
Elvin Jones (dr). February 17 & 18, 1965
90253 Nature Boy (1) Imp A(S)-85

Brazilia Imp A(S)-85
90255 Chim Chim Cheree Imp A(S)-85

Song Of Praise Imp A(S)-85
(1) add Art Davis (b).

same Village Gate, March 28, 1965
90374 Nature Boy Imp A(S)-90
same June 28, 1965

90312 Welcome Imp A(S)-9106

90319 Vigil Imp A(S)-9106

add Freddie Hubbard, Dewey Johnson (tp), Marion Brown,
John Tchicai (as), Archie Shepp, Pharoah Sanders (ts), Art
Davis (b), same date.

90321 Ascension, I Imp A(S)-95

90322 Ascension, I Imp A(S)-95

note: Two different versions of Ascension I/II have appeared on
Impulse A(S)-95, with no indication which is which.

Coltrane (ts, sop), McCoy Tyner (p), Jimmy Garrison (b),
Elvin Jones (dr), The Rev. Norman O’Connor (narrator).

Newport Jazz Festival, July 2, 1965
90350 One Down, One Up Imp A(S)-95

Coltrane, Pharaoh Sanders (ts), Donald Garrett (b-cl, b), Mc-
Coy Tyner (p), Jimmy Garrison (b), Elvin Jones and Frank
Butler (dr), Juno Lewis (vcl, percussion).

Los Angeles, October, 1965
90676 Kulu Se Mama Imp A(S)9106

Unknown title His Masters Voice CLP(CSD)3617

note: the “unknown” title was issued in Britain as Kulu Se
Mama but is quite a different piece of music. The record was
withdrawn shortly, and new copies released with the “correct”
Kulu Se Marna.

Coltrane, Sanders (ts), McCoy Tyner (p), Jimmy Garrison (b),
Elvin Jones and Rashied Ali (dr). Noveniber 23, 1965
90413 The Father And The Son And The Holy Ghost Imp
A(S)9110

90414 Compassion Imp A(S)9110

Consequences Imp A(S)9110

Serenity Imp A(S)9110

Love Imp A(S)9110

Coltrane (ts, sop, b-cl), Pharaoh Sanders (ts, fl), Alice McLeod
Coltrane (p), Jimmy Garrison (b), Rashied Ali (dr), Emanuel
Rahim (percussion). Village Vanguard, May 28, 1966
Naima Imp A(S)9124
My Favorite Things Imp A(S)9124

Pharaoh Sanders (fl, ts), Coltrane (ts, fl), Alice Coltrane (p),
Jimmy Garrison (b), Rashied Ali (dr). February 15, 1967
90769 To Be Imp A(S)9120

90770 Offering Imp A(S)9120

same March 7, 1967
90776 Expression Imp A(S)9120 _
90777 Ogunde Imp A(S)9120 db)

The last group: Rashied Ali, drums; Jimmy Garrison, bass; Alice Coltrane, piano; Pharaoh Sanders, tenor.
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NOTES ON CONTRIBUTORS

JACK BRADLEY became a professional photographer
through his interest in jazz. His photographs have appeared
in many jazz publications throughout the world. He is the
New York correspondent for Coda, and the president of the
New York Traditional Jazz Society.

STANLEY DANCE has been writing on jazz for more
than three decades. He moved to the U.S. from his native
Britain several years ago, and resides in Connecticut. He has
produced many records, notably the Mainstream Jazz series
on Felstead, and has contributed to innumerable publications
here and abroad. He is the author of The Jazz Era.

LEONARD FEATHER is perhaps the most widely known
of all jazz writers. British-born, he has lived in the U.S.
since 1939. He has been active in all branches of the music:
as a&r man, in radio and television, as a songwriter (both
music and lyrics), concert producer, etc. His books include
the invaluable Encyclopedia of Jazz series; The Book of
Jazz; Inside Bebop, and others.

IRA GITLER, New York editor of Down Beat, has been a
prominent jazz critic and reporter since the early 50s. In
addition to writing innumerable articles, he supervised many
key recording sessions for Prestige, and has been active as a
concert producer and radio commentator. His Jazz Masters
of the Forties was published by Macmillan in 1966. He is
an avid ice hockey player, coach, and fan.

ROD GRUVER’s field is literature, with a special affinity
for the blues. His essay A4 Closer Look at the Blues appeared
in Music *67.

DON HECKMAN is first of all a musician—an alto saxo-
phonist and composer, and co-leader of the Heckman-Sum-
merlin Improvisational Ensemble. His criticism and musico-
logical studies have appeared in many publications, and he
is a regular Down Beat contributor.

GEOR(_;E HOEFER, whose death last November is a great
lpss to jazz scholarship, was one of the first and most pro-
lific of jazz historians and researchers. A Down Beat con-

tributor since 1939, he was the magazine’s New York editor
for several years.

RANDI HULTIN is Down Bear’s Norwegian correspondent
and one of that country’s most active jazz journalists. Mrs.
Hultin is also a photographer.

JORGEN GRUNNET JEPSEN is one of the world’s fore-
most jazz discographers. The eighth volume of his Jazz
Records, 1942-62 has just been published, and his numer-
ous name discographies have appeared in many publications,
as well as in a series of booklets published in his native
Denmark.

GUS MATZORKIS is a regular Down Beat contributor.
He conducts a program of public affairs commentary on
Los Angeles radio station KPFK-FM.

DAN MORGENSTERN is the editor of Down Beat. In
addition to his journalistic work, he has been active as a
concert producer and radio commentator.

BOB PERLONGO, a former associate editor of Metronome,
teaches journalism at the University of Iowa. He has pub-
lished poetry and short fiction, and recently completed his
first novel.

BILL QUINN, assistant editor and designer of Down Beat,
is also active on the Chicago jazz scene as a professional
drummer.

PETE WELDING is one of the leading authorities on the
blues. Currently at work on a doctoral thesis in folklore
studies at the University of California, he is a former
assistant editor of Down Beat and operates his own record
label, Testament.

down beat

has a worldwide news-
gathering organization
of 43 people keeping
its readers informed
of music news wherever
it happens.
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'NO ONE ELSE. ONLY KING HAS MASTERED THE ART.

Solid Sterling Silver Bells call for the highest standards
of patient craftsmanship
But the warmth and richness they add to tonal guality is hard to hetieve
...until you play a KING instrument yourself. 1
" Once you do, you'll know why so many of the world’s ‘
leading artists choose King.
You'll also know the full meaning of KING excellence.
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