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INTERVIEW e BOB ROSENBLUM

Bob Rosenblum: Arethere alot of great
jazz musicians not known by the public ?

Jimmy Heath: I'm meeting new jazz
musicians of important stature all the
time. It's not their fault really. It's the
media and who they write about. They
write about the same people all the time.
Years ago every article you read about
the saxophone, if it wasn't about Trane,
it was about Archie Shepp. And at the
same time Hank Mobley and Clifford Jor-
dan never got anything written about
them.

B.R.: Howdo you place yourself among
these people ?

J.H.: Well, for example, I've been
playing music for 35 years and I've yet to
do a blindfold test. I had an article in
Down Beat in 1959 and that was only be-
cause I was coming back from Lexington,
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Kentucky and was off narcotics, and that
was interesting to write about. I know it
couldn't be that I don't have enough back-
ground, because just the fact that I've
been living out here and performing for
this long is proof that something is hap-
pening. Somebody has to like me. I have
a student who wrote for Down Beat and
she was never allowed to write an article
on me. To be on the cover of a maga-
zine, I had to be on a magazine in England
called Jazz & Blues. Other than that I'm
the little guy that's never there.

B.R.: How are record dates set up?

J.H.: I choose my own musicians or I
don't record. I was without a contract
for a long period of time. I want control
of my music and what I'm gonna play. I
don't want a guy who's a frustrated jazz
musician to run a record company and
tell me what I got to play. I remember a
year or so ago a 25 year old guy telling

Yusef Lateef to play funky. Yusef can

play anyway he wants to and has always
been able to. The A&R men think they
know more about the music than the mus-
icians and they tell you what to play. It's
alright if they could find something dif-
ferent for you to play. But they always
want you to be like someone else. There
is still room for individuals. The audi-
ence may be smaller, but there are
people out there who appreciate someone
who is original and who has zontrol over
what they play.

B.R.: What is a typical day for you?

J.H.: Getting up around 10:00 a. m. for
a student. I have three or four students
a day. Then I work on music that I have
to write for someone and then possibly
performing that evening.

B.R.: You have often said you were
never surprised that Coltrane was a great
musician.
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J.H.: At the time Coltrane was playing
with Miles he worked just about every
week and he practiced more than anybody
I ever met. So, if he didn't play better
than anyone else he would have to be a
dumb man. I think anybody who was a
pretty good musician, who had the oppor-
tunities that Trane had would get better.

B.R.: How important is practicing?

J.H.: Istill practiceeveryday. Idon't
practice 12 hours like Trane did.

B.R.: Who are some completely un-
known musicians that you have been im-
pressed by ?

J.H.: There are always saxophone
players that come up like Jimmy Oliver
in Philadelphia, who we used to call
""Satin Doll". Benny Golson, John Col-
trane and myself used to hear him all the
time because he was the best saxophonist
in the city. When Coltrane started to ex-
periment with overtones - there was a
baritone player in Philly named John
Glenn who could play overtones. That
was his main thing. He couldn't do any-
thing else. Butpeople think Trane started
it. Cannonball said he would rather play
a concert with known people than to play
with unknowns. Because if Joe Blow
comes up and can outplay you, that looks
pretty bad. Whereas if it's Dexter Gor-
don or somebody people expect him to
play good.

B.R.: How do you feel about groups
like Herbie Hancock ?

J.H.: T don't need one person to play
like someone else. If I want to hear
music in the rock groove, I don't have to
listen to Herbie Hancock. I can listen to
James Brown or Kool and the Gang. I
don't have to hear jazz musicians play
different kinds of music. If they play
what they are playing, it's good enough
for me.

B.R.: What musicians do you prefer to
work with?

J.H.: Stanley Cowell on piano, Sam
Jones on bass, and Billy Higgins on drums
with Curtis Fuller on trombone. Higgins
has phenomenal time and he can make
people happy by playing time. He doesn't
have to drop all the bombs and drown you
out and crowd your music to make people
happy. Sam Jones plays for the soloist.
I like a soloist too, but not one who solos
right along with another soloist. Unless
it's indicated in the style that dictates it -
like Dixieland. Because when they play
free and they all improvise together it
was more chaotic. In Dixieland when
horns played together they listened to
each other and complemented each other's
ideas. Now they close their eyes and ev-
erybody plays, and nobody understands
nothing. You don't hear anything but
mass sound. Like '"Ascension' by Col-
trane. I wouldn't buy that because I
couldn't hear what was going on. It was
too much.

B.R.: Are you taking directions to ex-
pand your music?

J.H.: Sure. But with logic. I don't
believe it can be done without going
through a certainprocess. Sam Rivers is
an example who is playing music unres-
tricted to certain chords, but his music
still makes sense. Ornette also. They're

phenomenal. Not everybody can do that.
I would try to use anything that I think is
good. But I feel rhat the so called free
movement employed an element of aban-
don and excitement. If you want to create
some excitement there are certain ways
to do it, and they have cliches also. You
can't call it free when everybody jumps
up and plays the same trills and squeaks.
Illinois Jacquet put his teeth on the reed
and made squeaks before Archie or Albert
Ayler. There is no new music. Maybe
we'll have new music when we get some
new instruments. As long as we use the
same instruments we are going to get
something that has been done before.

B.R.: What about jam sessions?

J.H.: Ithink, if they had a jam session
we would have a better repertoire that
everyone would be familiar with. Like
when Miles Davis started playing Green
Dolphin Street everybody started playing
it. Now you don't have a common reper-
toire. We had Broadway standards, plus
our own jazz standards. If I go some-
where now and ask them to play Confirm-
ation, they don't even know what it is.

B.R.: What abour jam sessions as cut-
ting sessions?

J.H.: When I first went to Minton's in
the 1940's they had Dizzy, Thelonious
Monk, Leo Parker and a guy named
Demon. He never could play - he never
played changes.

At that session they played standards
and there were many rivalries. Now
Lester Young dida't like that kind of
atmosphere. He used to say, 'I never
rumble because you might dirty my
clothes.' This competition between tenor
saxophonists was brought about by con-
cert producers. We had a couple of tenor
conclaves in New York and there were
nine saxophonists on the stand. That bat-
tle thing is for the public, but I don't think
it brings out the best in them. Sonny Stitt
likes to do it. But I'm afraid if he jumps
on some of these people he better not get
off of them.

B.R.: Johnny Splawn from Philly had a
reputation for doing that.

J.H.: Somebody who does that wants to
impress. But I don't think without record
companies starting something like that it
would have ever come to pass. Like with
Dexter Gordon and Wardell Gray or Lock-
jaw and Gene Ammons. There was a kind
of respect among musicians of my era
that's not present today. Young music-
ians have an ego going and they'll jump
up with anybody. But there was a case
when I was with Howard McGhee at the
Three Deuces and Charlie Parker was
supposed to come in the next week, but
he couldn't make it. So his agent said to
me - Okay, you're Little Bird, so why
not play in his place. But I didn't have
the heart to play in Charlie Parker's
band. I didn't believe that anybody could
fill his shoes. We always had respect for
the generation just before us. I wishI
could have learned to respect those two
and three generations before us when I
was young, but it took me a long time to
do that.

They played less - they had one
chorus to tell a story. Now it takes mus-

icians more time than that to get intoa
groove, because they have to build up to
the 20th chorus.

B.R.: Do you like to play long solos?

J.H.: I find myself getting carried
away sometimes, but not as long as some
of my friends. They play long and hard.

B.R.: When you solo you seem to build
up intensity as you go along.

J.H.: Dizzy Gillespie would always tell
you hold back as long as you can. Don't
give them everything. It's like making
love - if you give them everything you
got, it's over. You got to build up toa
climax. If you play your best stuff in
your first chorus it all comes down hill.
But if youdoodle around and thenincrease
the density and play in higher registers
you can build to a climax., Guys like
Lockjaw and Blue Mitchell know how to
leave spaces. People can't digest sheets
of sound. When you are improvising you
are supposed to be talking to the people.
I heard Thad Jones' orchestra, andI
heard Billy Harper play a million notes
on the saxophone and a million choruses
and it's exciting and everything. But then
Quentin Jackson can pick up his plunger
mute and play two choruses and get just
as big a hand. It's because he's talking
to the people. People don't know if it's a
13th. They just know that either it's
coming off or it's not.

B.R.: Should they know ?

J.H.: It wouldhelp if they knew. That's
why I always advocate that schools ex-
pose their students to jazz. But when
people bring in music to a school it's
usually a string quartet.

B.R.: Can white people play jazz ?

J.H.: Environment has a lot to do with
it. But now it's so technical that you are
playing right into the scientists' hands.
When we play the blues, which some
people think is degrading - well I wish I
could play the blues like Arnette Cobb.
Itis the most communicative 12 bar form.

I asked Europeans why everybody
plays like Trane over there - and they got
it all from records. You will find most
musicians lived with other jazz musicians
or in their environment. In Europe it's
a record reading contest. In Russia they
have a duplicate of everyone. Alexander
Pitzakoff is paid by the state to study and
sound like Coltrane.

The cool school was an effeminate
kind of playing. They were the ones who
didn't try to swing hard. It was the diff-
erence between Stan Getz and Sonny Roll-
ins. Herbie Fields used to put pancake
make-up on his face to travel with Lionel
Hampton.

I don't think anybody swings any
harder than Pepper Adams. There are
exceptions. But the general rule is that
it comes from an environment of suffer-
ing. But now jazz is almost a universal
music.

Getting back to communication -
Charlie Parker didn't communicate all
over the world. Johnny Hodges had a
certain quality that allowed him to get
across to kings and queens and to the
people at the Apollo. Because he was
singing to the audience, not just playing -
it wasn't scales and sequences.
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PIANO MAN

The Story of Ralph Sutton

by James D. Schacter

Jaynar Press, P.O. Box 3141, Mer-
chandise Mart Plaza, Chicago, Ill.,
60654 U.S.A. $7.95 (plus 30¢ mailing)

Biographies of jazz musicians are becom-
ing more frequent but their relevance to
the music remains as tenuous as ever. It
is certainly encouraging that the music is
becoming established enough that the
world's presses are recognising its val-
idity - even though many of its greatest
practitioners have lived and died without
the intensive analysis which biography
prescribes. But when you examine these
books more closely you will find that, in
general, they are essentially '"fan' bio-
graphies rather than serious analyses of
the art of the music. They deal with the
parochial day to day routines of the mus-
ician rather than being intensive invest-
igations of the man's music and his influ-
ence on his contemporariesand followers.
Such is the case in this book about Ralph
Sutton.

Sutton is generally recognised as be-
ing one of the handful of musicians who
have perpetuated the Harlem stride style
perfected by James P. Johnson, Willie
The Lion Smith and Fats Waller. He is a
stylist of some importance and a music-
ian of considerable depth and integrity.
But it doesn't take 200 pages to let us
know all this - which is the principal fail-
ing of Shacter's book. He constantly reit-
erates, through the testimony of various
friends, admirers and family, that Sutton
is an inward looking, intensely artistic
musical creator whocan't stand the insin-
cerity and arrogance of theaverage night
club patron. It also doesn't take 200
pages to emphasize Sutton's intense love
of Waller and Tatum. Anyone with half
an ear would know this within five minutes
of listening to Sutton. The fact that he's
a remarkable pianist who rarely plays
badly is something which isn't commented
upon too much. In reality this book is as
much a portrait of the man and his family
and the group of admirers who have made
visible their appreciation of Sutton - the
man and his music.

There isn't enough of Sutton in this
book, despite the many hours of interviews
given to James Shacter. Perhaps in in-
terview he is as taciturn and noncommital
as he often is in general conversation.
At least the book gives the impression
that the last thing Ralph Sutton likes to do
is talk. He'd rather play the piano. In
that respect, the book is a fascinating in-
sight into the character of a man who has
obviously brought great pleasure to count-
less thousands of people. It's easily
readable and there are many Sutton ad-
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mirers who will readily enjoy this book.
It's just that it simply isn't enough to
know that Ralph Sutton loves Fats and

Tatum, has a passion for lonely walks in
the country and his St. Bernard dogs.
Perhaps that's part of the inevitable artis-
tic privacy which separates those who
create from those wholisten and analyse.

Nonetheless it is an easily readable
biography of a musician whose talent con-
tinues to grow. It is also an excellent
guidepost for those jazz devotees who
somehow forget that the most important
thing to do is listen to the music and ac-
cept what the artist has to offer you -
rather than demand the musician perform
within the framework of your perspective.

There's a discography which is ar-
ranged alphabetically rather than chron-
ologically and it's nice to see a book pub-
lished about a musician while he is still
an active part of the jazz community.

It was certainly an enjoyable exper-
ience to share apart of RalphSutton's life
through the pages of his book but to share
his music you have to listen to him in
person or on recorc. - John Norris

MODERN JAZZ 1945-70

Modern Jazz 1945-70 The Essential
Records

by Max Harrison, Alun Morgan, Ronald
Atkins, Michael James, Jack Cooke
Published by Aquarius Books, London
140 pages, softback 2,90 pounds ($7.00)

In this slender but useful volume five
British critics, the heart of the old Jazz
Monthly team, compile a basic record

library of post war jazz. Inevitably, with
a project of this scope there have been
compromises in the final choice of 200
representative records, a selection which
must, in the last resort, be somewhat
arbitrary. However, as I find that I own
some 145 of the chosen discs, I am fairly
in accord with the book's recommendat-
ions. Not surprisingly, I diverge over
the "New Thing' and "Thirdstream’ chap-
ters which account for some 33 albums.

The compilers - and the editor is
Max Harrison who, one supposes, had the
last word - have sorted out many absolute
musts, along with offbeat choices which
are, nevertheless, representative of sty-
listic facets. Here we find, in a proper
review format, detailed analysis of al-
bums by people like Sonny Clark, J.R.
Monterose, Duke Jordan, Barry Harris,
Al Haig, Tony Fruscella, Tina Brooks and
others who have made significant contri-
butions but have too often been over-
looked.

Yet, one could equally point to omis-
sions - no albums by such fine players as
Charles McPherson, Cedar Walton, Jim-
my Heath, Booker Ervin or Boyd Raeburn
are dealt with, It is true that a book of
this nature cannot be all embracing, and
there must surely be room for second and
third volumes to cover this most signifi-
cant 25 years in jazz.

I do find a few of the L,P.s picked by
the panel a trifle strange. No one could
pretend that the Jazzland L.P. ''Take
Twelve' was Lee Morgan's best effort.
Bill Evans' "Interplay' album is another
quirky choice. I was disappointed to see
that Kenny Dorham's "Quiet Kenny'' album
had been overlooked.

That said, there are some excellent
essays - Atkins on Charlie Parker, James
on Harris, Mobley and Bud Powell, the
other writers on their special favourites.
It is clear that in certain cases a member
of the team had to deal with a record he
did not particularly like. And as Editor
Harrison states, 'Alert readers will find
evidence of disagreement between the
authors, and there has been no Editorial
attempt to suppress these."

All in all a sensible, attimes pro-
vocative book which seriously attempts to
present the reader with a jumping off point
for his ownexplorations. Harrisonstrikes
the correct note when he writes, "It is of
no importance whether the reader agrees
with this or that contributor; what matters
is that he listens to this music and comes
to his own decisions.' The book is, in
fact, a handy supplement and, in some
respects, an extension of Jazz On Record.

The format is two columns per page,
the type is rather small and, in most
cases, both American and British cata-
logue numbers are given. Needless to
say reissues and deletions have already
overtaken the authors, and in certain
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instances better compilations of material
dealt with here are now available (eg. the
Phoenix collections of Gillespie's small
group and big band performances). One
must assume that the sequenced Dial vol-
umes on Spotlite were not available when
this manuscript was prepared and hence
the concentrationon the Savoy material of
that period.

A final complaint - the price of this
book strikes me as being astonishingly
high in view of the modest quality and
relatively low budget extended on produc-
tion. Indeed, the cost may well deter
many readers, and that will be a pity for
the content deserved a far better present-
ation. - Mark Gardner

RHYTHM

Rhythm - An Annotated Bibliography

by Steven D. Winick

Scarecrow Press, Metuchen, N.J. 1974
This book needs not so much criticism as
acknowledgement. Bibliographer Winick
has searched the English-language music-
alogical and pedagogical literature since
1900 to catalogue all available published
material on the phenomenology of rhythm -
its musical uses, its psychological impli-
cations, its teaching. Each entry is thor-
oughly annotated as to the general content
of each paper, consistency and thorough-
ness of preparation, and overall interest
value. This is, then, a very specialized
volume, of much import to the educator
and musicologist;and, for what it sets out
to be, well done. - Barry Tepperman

JOHN TCHICAI

John Tchicai On Disc And Tape

by Mike Hames
(Michael Hames, London, 1975)

In the past few years, the art of disco-
graphy in jazz has become infinitely more
complex, both as a result of the wide dis-
semination of the tape medium for both
recording and playback, and because of
the basic groundwork already laid by the
monumental works of Rust, Jepsen, and
others. What this means, in 1975, is that
a researcher wishing to compile a ""'name"
discography can no longer be content with
putting together a listing of commercial
recording dates; this becomesnow a sim-
ple matter of juggling another's work.
Rather, he must probe myriad sources to
uncover clandestine recordings, and the
thought of a '"complete' catalogue of re-
cordings becomes even more a fiction.
Thus we come to Mike Hames and this ex-
emplar of the new art of jazz cataloguing.
With John Tchicai, we deal with an artist
whose influenceis individually strong, but
not widely felt, and for whom the vast
majority of recordings fall into the rela-
tively inaccessible headings - ""broadcast")
"private', ''unissued', and - too often -
"'possibly recorded'.

This discography hasbeen four years
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ABBEY LINCOLN: Straight Ahead (Barnaby)..eeeeeeeeieeeieieneeecncennns 5.00
TADD DAMERON: Big 10 & Royal Roost Jam - February and December

1N o) ox: Ya (ef: (8N {215 p]06) 5 000 00 00 0080 000 000000860006 04050803050000000 7.50
JIMMY LYONS: Other AfternoonsS(BYG)eeeesese covensessssscosesssescaces 5.98
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BOBBY HACKETT: Live at the Roosevelt Grill Vol. 2 (ChiaroSCuro)eeeeeceas 6.98
GEORGE LEWIS: Jazz History - cross selection of material from the

Verve recordings - 2 1p SEL (VEIVE) v euvvrieenenreeanenssnsasnnsnnsns 13.98
JOHN COLTRANE: with Eric Dolphy - reissue of Historic Performances

Volume 1 - recorded Stockholm, Sweden 1961 (BEPPO)eeeeseevoeeaeraanans 7.50
MARY LOU WILLIAMS: Live at the Cookery (ChiarOSCUTO)eeeeveeeencnsncns 6.98
ALBERT MANGELSDORFF: The Wide Point (MPS)e e tieieiieinienennnnnns 8.50
WOODY HERMAN: 1963 and Encore 1963 - 2 individual reissues of

Herman's great band ex Philips (TTip)eceeeeeeeneenneeneeeneoneenns each 6.98
J.R. MONTEROSE: Straight Ahead w. Tommy Flanagan, Jimmy Garrlson,

Pete LaRoca - ex Jaro (Xanadu)e eeeeeeeeeeeeseeeeescessensenscnssnnans 7.50
GUNTER HAMPEL: "Peope Symphony ', "Unity Dance", "Ballet-Symphony

No 5, Symphony NO 6" (BiTth)eeeeeeeeeesseecsssscsssssscsssasnans each 7.50
BUCK CLAYTON: Jam Session Vol. 2 w. Dickenson, Konitz, Newman,

Money & Budd Johnson, Warren, Flanagan, Tate, (Chiaroscuro).....e-... 6.98
GRACHAN MONCUR: New Africa (BYG)eeeeeeoeoeoooeesnsessocscsscncennns 5.98
MICHAEL SNOW: Musics for Piano, Whistling, Microphone and tape

recorder - 2 1p set (Chatham SqQUare)..ceeeeeeeeeceeeseessescccscannnss 11.00
JOHN EATON: Solo Piano (Chi@rOSCUTO)e e e e esesescocosesessssssssssnsensns 6.98
LESTER YOUNG: In Memoriam - reissue of Pres in Paris (Metro). oo oe 7.98
CHARLIE PARKER: Bird in Sweden - 2 1p set (Spotlit€).ceeeeeeeeeneneaanns 12.00
JIMMY RANEY: The Influence w. Sam Jones, Billy Higgins (Xanadu)..ee.oo... 7.50
JOE VENUTI: and Zoot Sims w. John Bunch, Spiegal Wilcox (Chiaroscuro)....6.98
DIZZY GILLESPIE: For Musicians Only w. Getz, Stitt (Metro)...ceeeeeeeeess 7.98
WORLD'S GREATEST JAZZ BAND: plays Rodgers & Hart (World Jazz)....... 7.50
QUINCY JONES: Live at Newport 1961 (Trip)eeceesesescecessssoscssscacnsns 6.98
SONNY CLARK: Memorial Album - never previously issued informal

session in Norway 1954 (Xanadu)e..eeeeeoneeeeseeneneeneosacasaconsanas 7.50
DICK WELLSTOOD: Live at the Cookery (ChiarOSCUTYO)eeeeeeeeteeneeansaans 6.98
McCOY TYNER: Fly with the Wind (MileStone)eeeeeeeeeereeieeaceceencnnns 7.50
JOE VENUTI/EARL HINES: Hot Sonatas (ChiaroSCUTO)e e eeeeeeeeeeccasanns 6.98
BLACKBERRY JAM 1943-45: w. Ellington, Hines, Carter, Calloway and

vocals by Ethel Waters, Helen Humes, Dinah Washington (Sunbeam)....... 6.98
DON EWELL: plays King Oliver (88 Up Right)eeeieieiioieiiieienenenonns 6.98
OLIVER NELSON: Images - 2 Ip set reissue w. Eric Dolphy (Prestige)e..... 9.50
DIZZY GILLESPIE: The New Continent (Trip)e.eeeeeeieeiericieeeeneannns 6.98

The above records have been selected from our current stock and the prices include
all packing and shipping charges. We can usually supply all recordings listed in
the Schwann Catalog as well as British and Continental releases.

in the making, its tentative accuracy as-
sured by Hames' continuing correspon-
dence with his subject. For all that, it's
a frustrating document for the interested
reader - because of the inaccessibility of
most entries. (Of more than 150 sessions
listed, only 21 producedcommercially-
issued material, most of which is out of
the catalogue by now.) However, Tchicai
was a major altoist to the New Music of
the early-1960s, one whose impact was
felt particularly in developing the art in
Europe. Documentation such as this, and
Hames' forthcoming work ( a quadruple
discography of Cecil Taylor, Albert Ayler,
Sunny Murray, and Byard Lancaster) is
vital to the preservation of a heritage that
died at the hands of commerce. Well
produced, this is a thoroughly important
piece of research.

(Available for 1. 80 pounds (including pos-
tage) from the author ¢/o "New Sarum',
Pinewood Road, Ferndown, Wimborne,

Dorset BH 22 9RW, England.)
- Barry Tepperman

JAZZ, HOT AND HYBRID

by Winthrop Sargeant
Da Capo Press, New York, 1975;
302 pp., $3.45 (paper)

This is a rather annoying volume, because
of the thoroughness with which it follows
through misapprehensions. ''Jazz, Hot
And Hybrid" was the first and only de-
tailedly analytical work on 'jazz' when it
was first published in 1938; it was then
revised in 1946, reprinted in 1964, and
this new version is a verbatim repro-
duction of that last edition.

First off, I should acknowledge that,
given what available recorded information
and knowledge there was concerning Black



American custom and music (other than
stereotypy) or concerning African musics
in the mid-1930s, the original edition was
a meticulous analytic masterpiece based
around the musicalcharacteristics of what
the author was pleased to call "'jazz'. His
dissertations are detailed, well thought-
out, and lucid. Some are also outdated;
hisresearcheson African music have long
since been superceded, but still stand
well for what they were intended to be.
I do have to hang three "unfortunately''s
on that - one major (the basis of my gut
reaction to the volume) and two minor.

The minor ones first. Unfortunately
the resources available to Sargeant at the
time of original writing were limited, his
choice of materials for analysis ill-ad-
vised (as a scanning of his comments about
ragtime - which completely omits any
mention of Scott Joplin and puts great em-
phasis onone Zez Confrey - or a majority
of his other examples would indicate) -
presumably by an outside source, as the
author presents himself more as an ob-
jective observer than an enthusiast. The
second quibble is that the book has been
repeatedly reprinted, with new chapters
added here and there, since 1938 - and
nowhere has Sargeant seen fit to question
his original assumptions and stances.

These two, together, lead to the one
major problem with ""Jazz, Hot And Hy-
brid". Winthrop Sargeant has misinter-
preted the nature of the music onwhich he
chose to write. Indeed, had he only mis-
understood the essence of the art - its
social and expressive functions and moti-
vations - it would be simple to understand
his choices of examples, hisrepeated con-
fusion (unsuccessfully rationalized at
length) between jazz (in any accurate
sense) and popular music ( "hot'" vs.
"sweet'), and a few blatant oversimplifi-
cations - his reduction of form to a ques-
tion of rhythmic patterns over extended
lengths of time, for example. More than
that, though, is the fact that he has not
seen fit to retract the very wrongness of
many of his previous statements when, in
subsequent editions, time and evolution
have shown him to be in error. With later
editions he attempted to absolve himself
with dogmatic post facto statements as to
what is or is not '"jazz' to avoid admitting
error. For example, Miles Davis, Or-
nette Coleman, and Cecil Taylor are Not
Jazz; the MJQ, Bill Evans, and Sonny Rol-
lins are True Jazz; bebop is a momentary
aberration, probably degenerate. He can-
not admit to any evolution in the fields he
considers - gospel music has destroyed
rather than supplemented the music of the
sanctified church, evolutiondoes not exist
in African cultures, and, of course, ''jazz
ceased to evolve in the middle 1960s be-
cause its popularity was being contested
by the new arts of Rock and Country Mus-
ic'", This egocentric attitude is funda-
mentally inimical to the music, certainly
indicative of no defect on the part of the
music, and has no place in any serious
book on the subject.

Enough of that. What Mr. Sargeant
accomplished with the first publication of
this book was a landmark, and the results
of his analyses and researches for the

time are still valid - with some question
as to his ability to recognise the music of
which he speaks. The study is a fascin-
ating introduction to the backdrop of Afro-
American musicalexpression tothat point,
if one has healthy reservations about ac-
cepting all he says. The core is in chap-
ter four through eleven, with his remarks
on the evolution of the blue impulse and on
rhythm being particularly outstanding.
The other eight chapters are trivial. But
I would have to see anyone approach 'Jazz,
Hot And Hybrid" without a good prior
knowledge of AfroAmerican music, so as
to gauge what areas need to be taken with
pounds and pounds of salt. Mr. Sargeant
should have kept to his own business -
analysis, not evaluation.

- Barry Tepperman

JAZZ

edited by Nat Hentoff and Albert J.
McCarthy

Da Capo Press, New York, 1975; 387 pp.
$4.95

Ever since White America first interested
itself seriously in AfroAmerican music as
an indigenous art form (a ruefully late
awakening), there has been some degree
of serious sociological and musicological
commitment to the investigation of the
phenomenology of jaZz. At first the work
of strong-willed and commited individuals
(Winthrop Sargeant and a few others from
the 1930s on), these efforts slowly con-
gealed into a core mass of critical intel-
ligence, particularly in and since the
1950s. The first major work out of that
era was Hodeir's '"Jazz -Its Evolution and
Essence'" (1954)., 'Jazz - New Perspec-
tives on the History of Jazz', originally
published in 1959 and here resurrected in-
tact, was the second important such
work - a set of fourteen position papers,
hypotheses, and regorts-on-work-in-pro-
gress that both summarized the bulk of
knowledge to that date and stated future
needs of the art, to be followed (as most
have been) to the present. Artefact writ-
ten after art - like criticism - tends to
age much less gracefully than the initial
inspiration, because it depends so much
on temporal perspectives that are quickly
exhausted. But rataer than becoming an-
achronism, a grea: deal of the content of
""Jazz' has proved =nduring enough to not
only warrant the reissue (perhaps more
so than some of -he other jazz literary
treasures Da Capois in the process of re-
viving), but to merit the designation ""clas-
sic' in its own righr.

In fact, only two of the fourteen arti-
cles - Martin Williams' ""Bebop And After"
and Nat Hentoff's '"Whose Art Form? -
Jazz At Mid-Century' - prove irrelevant
after sixteen years, because both deal
with a subject wirhout being far away
enough from its time setting to gain ample
perspective. Some of these sections have
been the initial salvos for researches that
have since been carried through to fuller
publications by the same authors - Wil-
liams on Jelly Roll Morton, Paul Oliver's
blues chronology, Gunther Schuller's anal-

ysis of early Ellington music which ap-
pears almost verbatim in "Early Jazz',
and Max Harrison's discussions of Char-
lie Parker. But these original 1959 pieces
serve the 1975 reader as concise sum-
maries of all theirauthors' current theses,
precis of current masterpieces that cer-
tainly the novice to the music would do
well to broach first, and the rest of us to
keep in mind.

Others of these papers stand by them-
selves, in their mere twenty-odd pages of

print, as still the authoritative words on

their subjects. Guy Waterman's analyses
of ragtime history and structure may yet
be superseded now that (with the publicat-
ion of the complete works of Joplin and
others) current sources for research ex-
ceed his - but as yet they have not been
surpassed. Harrison's exhaustive tracing
and dissection of boogie-woogie is without
doubt the finest single treatment of the
subject. HsioWen Shih's sociological in-
sights into the big band phenomenon - '""The
Spread of Jazz and the Big Bands' -is of-
ten forgotten for being so long out of print,
but remains a touchstone for any intelli-
gent understanding of the large ensemble
musics of the 1920s and 1930s. Frank
Driggs' '"Kansas City and the Southwest"
is - for its brevity - more painstakingly
researched and more objectively written
than Ross Russell's more recent, larger,
and much-ballyhooed "'Jazz Style in Kansas
City and the Southwest'. (One wonders
when Driggs' much-promised book on the
subject will finally appear).

Ernest Borneman's ''The Roots Of
Jazz" hints at territory more thoroughly
covered since by Paul Oliver ("'Savannah
Syncopators - African Retentions in the
Blues' ) and Gunther Schuller ( "Early
Jazz'") - but remains a thoroughly valid
introductionto the field. Charles Edward
Smith's ""New Orleans and Traditions in
Jazz'"and McCarthy's "The Re-emergence
of Traditional Jazz'" cover well-flogged
territory lucidly and wisely. The only
suspect inclusion is John Steiner's piece
on Chicago, which purports to be - rather
than another discussion of Bix and the
Austin High Gang - a sociomusical history
of the city in jazz from the early years to
the present modern era. In so doing he
blissfully vaults stylistic boundaries and
completely (racistically ?) avids the Black
music establishment of Chicago through
the years (from the early ensembles dis-
cussed in '"Journal of Jazz Studies' and
Albert McCarthy's ""The Big Bands'' in the
past year, to organizations such as Sun
Ra's, whose early years certainly overlap
the time span of the paper). It's an insen-
sitive treatment of the subject, fully worthy
of beingdiscredited. And finally, the sel-
ected discography to the volume may orig-
inally have been of use, but the passage of
time, change in issues, and numerous
deletions should have made an update
mandatory.

"Jazz' was an important volume in
the awakening awareness in the music in
its day, as a proposition and manifesto
for jobs tobe done. It remains so, as a
summary and jump-off point for further
readings and researches.

- Barry Tepperman

coda 7



with Mark Gardner

One cold morning in February 1974 tenor
saxophonist Harold Vick's heart stopped
beating. He was rushed to hospital and
underwent emergency treatment. It took
11 minutes to start his heart functioning
again., He literally came back from the
dead and nobody knew if his brain would
be undamaged, let alone whether he would
ever play again. In this interview Harold
Vick describes that profound experience,
its aftermath and the way it changed his
life. Mr. Vick has all but completely
recovered, is performing and recording
again and at the age of 40 looks forward
to many more years of making music.

MARK GARDNER: How did the heart
attack happen? Were there any warning
symptoms ?

HAROLD VICK: No, there were absol-
utely no warnings. I'll tell you how it all
happened. I was at an early morning re-
cording session - 9 a.m. start - with
Shirley Scott. We were running down the
first tune and I suddenly felt sick and I
could feel my legs going. I said to the
other guys, '"Look, I don't feel well, I'll
have to sit down.'" They thoughtI was
kidding and said, '""Come on, man, we've
got work to do. " Well then they could see
I was serious. I just had time to tellthem
two things -to call my mother, I gave the
number, and get me to hospital. That
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was it - I passed out, unconscious.

It was four days before I came to in
the hospital bed and did Ifeel weak! I
was utterly helpless. Could not even
move an arm, leg or finger. It waspretty
scary. Gradually I found out what had
occurred during those four days. When
they got me to the hospital the heart had
stopped so they gave me this relatively
new treatment where they apply a tre-
mendous weight to the chest and keep
pumping it up and down, at the same time
administering shock treatments. Finally
I responded and the heart began to funct-
ion again. One side effect of the shocks
is that it burns the skin right off your
chest. So I was all bandaged up and had
drips in my arms, everywhere. Fortun-
ately the burns healed perfectly and left
no scars.

Well, I can tell you that lying in that
hospital, unable to do anything for my-
self, I had a real chance to think about
my life up to then, and I found out who my
genuine friends are - the jazz musicians.
Looking back I felt I had achieved very
little. It always seemed that I was play-
ing other people's music, working jobs
with other leaders'bands, and I'd never
properly got my own music together. So
that was the first decision - from then on
I would play only what I wanted to play,
assuming that I could play at all.

They tried to break it to me gently
but I understood what they were getting
at. When I was beginning to get a little
of my strength back, the doctors started
asking questions like, ''Can you do any-
thing else apart from working in music?"
They eventually came right out with it
and six doctors altogether told me I would
have to forget about playing; I would never
blow a saxophone again. I had my own
ideas about that but in the meantime, as I
started to feel better, I passed the time
in writing some new compositions. These
pieces had a special significance for me
because they were the product of that
whole experience and I tried to put into
them so much that I had always meant to
say but never found time to do before.

Mark: You mentioned that you found
jazz musicians were your real friends.
Why do you say that?

Harold: They were the people who rall-
ied around and got together a benefit for
me - a 12-hour concert at a place called
The Watergate on West 72nd Street at the
corner of Columbus Avenue. It was the
last presentation at that particular club.
It closed the next night. Anyway so many
wonderful musicians played at that con-
cert - Dizzy Gillespie, Shirley Scott, Roy
Brooks, Billy Taylor, McCloy Tyner,
George Coleman and so many others.

They came to the hospital and gave
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me a box full of money to pay for the
doctor bills. And many of the guys, like
Dizzy, Art Blakey and Horace Silver, put
their hands in their own pockets and con-
tributed. So many of the cats visited me
in hospital. Gene Ammons, who wasn't
too well himself, came along. About the
time I got out of hospital, Jug went in and
never came out. So, you see, it was the
Brothers who really came to my rescue
when I needed it most.

Anyway, I was finally allowed to go
home but told not to work -and no playing!
Shirley Scott stayed at my place for a
time. She kept an eye on me and she
used to get so frightened when I'd go near
the saxophone. To tell you the truth in
those first few weeks I couldn't even pick
up the instrument, leave alone play it. I
felt as though all my strength had been
dissipated. But, naturally, things got
better. I was able to hold the saxophone,
then make a few runs. Day by day I could
do more. I started taking walks, follow-
ing the doctor's orders. First a block,
then a couple of blocks. Now I'm running
two or three miles every other day. I
never thought I could do it. I was playing
the saxophone again, not in public, but
my energy was increasing.

During my convalescence I had an-
other shock. My father got seriously ill
and it soon became clear that he was dy-
ing. He had cancer. My pop loved jazz
and his twin idols were Count Basie and
Duke Ellington. His ambition was for me
to work with Basie. I did have opportun-
ities in later years to do that, but by then
I didn't want to go on the road at a salary
which just covered hotel and other ex-
penses. Dad used to get very sore when
I told him I'd turned down Basie. My
father worshipped Duke, too, and when
Duke died in May 1974, Pop, ill as he
was, insisted on going to the funeral. I
drove around to pick him up. He was
trying to dress himself and the effort was
too much., He died right there and I was
with him. I still went on to Duke's fun-
eral because I knew Dad would have
wanted that.

Mark: How did you come to start work-
ing with Shirley Scott?

Harold: Actually, just before I got sick
George Coleman was working with Shir-
ley. George and I are very good friends.
They were working in Pennsylvania and
George would have to travel every week-
end about 100 miles to go and work with
Shirley. He became tired of leaving home
every weekend. So he asked me would I
make it for awhile, would I do it to give
him a rest so I started working with Shir-
ley just to give George a rest. During
that period, that's when I got sick,
Shirley liked George very much and she
liked me. She's a person who accompan-
ies very well so whoever she's playing
with it's with them. So if she's playing
with George she plays one way. If she
plays with Stanley Turrentine who was
her husband she plays another way; she
complements what he's playing. And with
Eddie Davis...so when I started working
with her she began playing adifferent way
to complement me.

She always had this desire to get

George and me both to play together, but
then after I got sick Shirley came to New
York to stay at my apartment while I was
in the hospital because you know in New
York if you leave vour place for a period
of time whenyou gc back it'sbeen cleaned
out. So she stayec at my place the whole
time I was in hospital which was a month.
Then when I got out of the hospital I really
didn't have anybody to look out for me so
Shirley stayed with me then.

When I started to practice again,
when I really started to try to play my
horn again, Shirley just used to sit and
watch because she was very afraid for
me to play. But when she saw I was very
determined to play again, she would play
the piano for me during the day. In the
July -1 got sick in the February - actually
it was July 1st I played my first job.
Shirley had a job - the Newport Jazz
Festival 1974 - and she had a concert in
Carnegie Hall and so George and I both
played with her. That was my first date
and I wasvery nervous. I didn't know if
I was going to be able to do it. That was
another reason why George came too be-
cause - in case I wasn't strong enough.
Anyway it was the first time I played. So
then we all worked together for a little
while - about two months - with a quartet
of George Coleman, Shirley, myself and
Billy Hart. Then Ceorge came toEurope,
alone to work and he stayed about two or
three months, so while he was away Shir-
ley and I continued to work. We used
quite a few different drummers including
Billy Higgins who was on the record.
Most of the good drummers were already
obligated - Billy Higgins was working with
Cedar Walton and Sam Jones - but we
would be lucky enough to catch somebody
while they were off and they would work
with us for awhile and then they would
leave. So we used Joe Chambers, Roy
Brooks, Billy Hart, Billy Higgins - a lot
of drummers. Finally Eddie Gladden
started working with us and he wasn't
really obligated at the time so he's been
working with us ever since.

So when George left for Europe I
continued working with the trio and I was
getting stronger all the time. By the time
George came back, I think he wanted to
return to the band, but in the meantime
we had got a lot of work and jobs that we
had booked just for the trio. The contract
read trio so the money was only for a
trio. That kind of left George out. We
didn't intend it that way but we didn't know
when he was coming back. When he left
he just went on the spur of the moment.
He didn't tell us until the last minute so
we didn't know what he was going to do
and couldn't very well include him. So it
just became the trio. My health started
getting better. Actually I would rather
work that way. All respect to George but
I'm interested in trying to express my-
self. We have pretty similar concepts
but he likes to play one way and I like to
play another. So it was better to be him
or me - one of us. It's been less of a
problem, just working with a trio because
now I can play what I want to play.

Mark: Have you worked mainly in New
York or been on tours with the trio?

Harold: Oh, we've played different
places, been on tours to different cities
but mostly just concerts. We have
worked in a few clubs but in New York the
only clubs still open are the Village Van-
guard, which we worked, and the Village
Gate. There are a few small places up-
town but they are mostly neighbourhood
clubs that don't want to pay any money.
There is Boomer's in the Village but the
Half Note is closed. We've just been try-
ing to concentrate on playing concerts and
going out of town to work clubs where you
can make some money. But in New York
the club scene is very sad. We work in
Philly quite a bit