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KIX-1: FLOYD DIXON: ’Opportunity Blues”. KIX-5: CHARLES BROWN: ”Sunny Road”.
;L»oqmunv‘;;z: Texas-Westcoast R&B and Blues . 1A

Texas-Westcoast Club Blues
featuring Charles with Johnny
Moore’s Three Blazers, and
New Orleans R&B (1945-60)
"Without a doubt Route 66

‘| Records releases the very best
Blues-reissues right now. 16
matchless recordings. Probably

Floyd Dix

(1949-61)

“This is the first issue from
ROUTE 66, and they couldn’t
have made a better start”’
(Talking Blues-England)

"This LP is everything a vintage
reissue should be” (Shout-

England) the company’s most superior
release.” (Lennart Persson -
Arbetet - Sweden)
KIX-2: ROY BROWN ’Laughing But Crying”. -6: ROY BROWN: "Good Rocking Tonight”
T 7 /4 New Orleans/Texas-Westcoast : Legendary Recordings vol. 2
cf-::n | R&B and Blues (1947-59) (1947-54)
i !  "”Both in terms of theme and 16 hot Blues and R&B tunes

from Mr "Good Rocking’ him-
self, including the original
""Good Rocking Tonight” (1947)
{ on B.B. King, Bobby Bland, "The musicians here are excel-
James Brown and others, but X : lent. Fronted by Brown’s unique
remarkable in his phrasing. ; &gfﬁ',‘ww shouting, crying vocals the com-
Absolutely recommended”’ bination is dynamic.” (Blues
(Living Blues-USA) Unlimited - England)

4 lyrics Roy Brown was an origi-
.| nal songwriter. As a vocalist he
was not only a major influence

KIX-3: WYNONIE HARRIS: ’Mr Blues Is Coming
o Town”. ) KIX-7: AMOS MILBURN ”’Just One More Drink”

Blues and R&B by supreme Texas-Westcoast R&B, fea-
Blues-shouter (1946-54) turing the most outrage-

It all cooks like crazy. Harris is ously rocking piano of

| always in command and his post-war blues (1946-54)

.| boastful delivery is full of hu- . there’s plenty of solid R&B
| mour, warmth, roughn_ess and to be found here backed up by
flair. Harris who died in -69 B the usual superlative Route 66
would have been proud of it. production . .."”

(New Kommotion-England) (Blues Unlimited-England)

KIX- 4 IVORY JQE HUNTER: ’7th Street Boogie”. KIX-8: PAUL GAYTEN & ANNIE LAURIE: ”Creole Gal”

Westcoast Jump Blues and = Pﬂﬂﬂﬂm‘ Jump Blues, Boogies and
Boogie (1945-50) Pt A ‘| Ballads of the distinct New
’100%o the real thing. Packaging Orleans brand (1947-57)

is the ultimate in reissues-fine A glorious set.”

photos, comprehensive notes (Meloc'y Maker-England)
with full session dates and per-
sonnel plus complete lyric trans-
cription. Such is the quality of
performance among variations
in mood and tempo that selec-
tion of high or low points is
impossible”. (Black Echoes-
England)

GET YOUR KICKS ON ROUTE 66..........

THE HIGHWAY TO R&B. Also now available: KIX-9: ROY HAWKINS “Why Do Everything Happen To Me’" (West
Coast blues, 1949-54). KIX-10: LITTLE WILLIE LITTLEFIELD “It's Midnight" (Texas Blues and Boogies, 1949-57).
KIX-11: FLOYD DIXON ‘“Houston Jump’ (Texas-Westcoast Jump and Blues, 1947-60). And look out!... for other
great forthcoming releases by: BILLY WRIGHT, Atlanta’s hottest gospel-styled shouter.... EDDIE BOYD, Chicago’s
most reputable blues lyricist, singer & pianist.... BULL MOOSE JACKSON, the great balladeer and blues shouter.

IT'S FINGERPOPPIN’ TIME! — Mr. R&B Records proudly presents the very best of ‘560s R&B, Doo-Wop and black
Rock & Roll!l R&B-100: NAPPY BROWN ““That Man’ (1954-61). R&B-101 BOBBY MITCHELL & THE TOPPERS
“I’'m Gonna Be A Wheel Someday’’. Available from your ROUTE 66 dealer.

WORLDWIDE EXPORT (Wholesale and Retail) BY:
JONAS ““Mr. R&B’* BERNHOLM - HALSINGEGATAN 14 A - 113 23 STOCKHOLM - SWEDEN.

Listings of thousands of old or new LPs, 45s and 78s supplied on request (send 2 I.R.C.'s); blues, R&B, rockabilly.




The finest TREND in jazz & blues

THE STEEPLECHASE JAZZ LABEL, BASED IN DENMARK, IS NOW BEING ISSUED IN NORTH AMERICA, STARTING
WITH ITS MOST RECENT RELEASES. STEEPLECHASE HAS AN INTERNATIONAL REPUTATION FOR ITS IMPECCABLE
PRODUCTION AND RECORDING QUALITY. IT HAS A MOST IMPRESSIVE ROSTER OF MUSICIANS INCLUDING
DEXTER GORDON * BUD POWELL * ANDREW HiLL * TETE MONTOLIU * SHEILA JORDAN * ARCHIE SHEPP *
JACKIE McLEAN * KENNY DREW * BUCK HILL * LOUIS SMITH TO NAME ONLY A FEW. TREND IS HAPPY TO
ANNOUNCE THE CANADIAN DISTRIBUTION OF THIS HIGH QUALITY LABEL. HERE ARE A FEW NEW RELEASES

ON STEEPLECHASE * * * * % * % * x * See page 21 of this issue for a more complete listing of records on this label

DEXTER GORDON QUARTET

Something Different

Philip Catherine Billy Higgins
Niels-Henning @rsted Pedersen

hnny Dyani Quartet

SteepleChase $C§ 1136

SteepleChase 5C§ 1109

SteepleChase SCS 1109: JOHNNY DYANI - “Song For Biko’* with Don SteepleChase SCS 1136: DEXTER GORDON - ““Something Different”

Cherry, Dudu Pukwana & Makaya Ntshoko. Song For Biko/ Wish You
Sunshine/ Confession Of Moods/Jo’Burg — New York. Qne of Europe’s
finest bassists leads his all-star quartet through some of the most vital,

with Philip Catherine, Niels-Henning Orsted Pedersen & Billy Higgins.
Freddie Freeloader/ When Sunny Gets Blue/ Invitation/ Winther’s
Calling/ Polkadots and Moonbeams/ Yesterday’s Mood. Dexter's

freely-swinging music heard in recent years. first-ever record with a guitarist, made in Copenhagen 1975.

GHET BAKER

The Touch
of Your Lips

Doug Raney
Nieis-Hesning @rated
Fadecson

DUKE JORDAN Tr
SteepleChase SCS 1135

JIMMY RANEY-DOUG RANEY
SteepleChase SCS 1134

CHET BAKER
SteepleChase SCS 1122

LEE KONITZ Nonet
SteepleChase SCS 1119

Exclusive Canadian Distributors For: ADVENT - ALLIGATOR - AVIVA - BEEHIVE - BLIND PIG - BRIKO -
BULLFROG - CONTEMPORARY - CRYSTAL CLEAR - DELMARK - DENON - DISCOVERY - DREAMSTREET -
FANFARE - FLYING FISH - FOUR LEAF CLOVER - GATEMOUTH - HONEYDEW - IMPROVISING ARTISTS -
INDIA NAVIGATION - INTERPLAY - JAMEY AEBERSOLD - JAZZ ARCHIVES - JAZZ CHRONICLE - JAZZ
GUILD - JCOA - MATRIX - MNM - MPS - MUSE - MUSIC MINUE ONE - MUSICRAFT - MUSKADINE - NESSA -
ONARI - OUTSTANDING - PBR - PHILLY JAZZ - PHOENIX - PROGRESSIVE - PUMPKIN - SACKVILLE -
SHOESTRING - SPOTLITE - STASH - STEEPLECHASE - TREND - WATT - ZIM.

TREND RECORDS & TAPES LTD. 1655 Sismet Rd., Unit 25, Mississauga, Ont. L4W 124  ph. (416) 624-3463 » Exclusive Canadian Distributors

CODA 1



(=]
(e ¥
"_' TAX: m-8000 THE ALTERNATIVE LESTER YOUNG / m-8001 DUKE ELLINGTON / m-8003 JIMMIE
@ LUNCEFORD / m-8005 COOTIE WILLIAMS / m-8009 THE TERRITORY BANDS 1935/37 / m-8010 DUKE
'i ELLINGTON *‘Braggin’ in Brass’ / m-8011 COOTIE WILLIAMS, volume 2 / m-8012 DUKE ELLINGTON
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MORTON volume 5 / CJM 7 MORTON volume 6 / CJM 8 MORTON volume 7 / CJM 9 MORTON

1/CJM 17 CLARENCE WILLIAMS volume 4 / CJM 21 KING OLIVER volume 3 / CJM 22
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NOONE volume 1 / CJM 37 JOE ROBECHAUX 1933. JAZZ SOCIETY: AA 502 BENNY
CARTER 1943/46 / AA 505 COUNT BASIE, The V-Discs volume 1 / AA 508 BENNY GOOD-

MAN 1946 / AA 509 BENNY GOODMAN, The V-Discs / AA 510 BENNY GOODMAN, The
War Years / AA 511 TRUMPET TIME w. Armstrong, Eldridge, Clayton etc. / AA 520/521
&)

DUKE ELLINGTON FARGO 1940, 2-Ip set / AA 522/523 ESQUIRE ALL STARS 1944, 2-
Ip set. SWING CLASSICS: ET 2 CLAUDE HOPKINS / ET 3 Fletcher HENDERSON 1931,
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Made in Sweden

TAX - CLASSIC JAZZ MASTERS - JAZZ SOCIETY - SWING CLASSICS

GOOD NEWS: Now you can order these well known collector’s
labels directly from the producer in Sweden. Prices: SKr. 36: per
Ip, SKr. 15: extra for postage & packing. AIR MAIL delivery:
SKr. 10: extra per Ip. Send a// payments via International
Money Orders, please!
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E BY JACK WINTER

This interview was done in Denver, Colorado
on March 26, 1972.

JACK WINTER: We!ve just been talking about
how Roy Eldridge has been an active jazzman
for 47 years now, and about how jazz can be
brought to a wider audience, specifically young
people. Roy was telling me about some gigs
last summer, working at shopping centres....

ROY ELDRIDGE: The first one we played was
in Paramus, New Jersey. There were a lot of
young kids around there, and they looked at me
and looked at Richie Kamuca and the organ
player, C.C. Williams and Eddie Locke, and |
heard some say, "What are these old men gonna
do?”’ A couple of them came up and asked me
for some of the rock tunes and | said, ""Well, we
don’t play them.” ""What kind of music do you
play?” "Well, you just have to wait and see.”
So we hurried and got set up, and we went and
found the closest bar, because we were just
sure we were going to be in for a bad time.
But we went on and we played, and we had our
first break, and these kids came over and said,
“"What kind of music do you call that?”’ |
said, “"Well, it's just music.”” “"Well, we like it.
We never heard it before.”” So to me that's a
whole story. They never get a chance, they're
never exposed to it, so they don’t know what it
is, you know? We were playing standard
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tunes, arrangements that Coleman Hawkins and
| used to play: Bean And The Boys, Stuffy,
Stomping At The Savoy and the little songs |
sing, School Days, Saturday Night Fish Fry,
things like that. They liked it, and we had this
same situation everywhere we played. They'd
always say, What are those old men gonna do?
and put us down before we’'d made a note, but
once they heard it, everything was all right.
Where I'm working now is a dixieland joint
in New York, Jimmy Ryan’s, and when | first
started working there you got the older crowd,
some of the people that remembered, and some
of the people that really dig the dixieland thing,
which is not my schtick, but | just play whatever
my job calls for. Well I've been there almost
two years, and since |’'ve been there more
younger people have been coming in. And
they’ve been coming back. So | think if you
get a chance to play before them, they will
dig what was happening. And | have quite a
few opportunities to do that. Radio’s the
thing that’s going to get them, you know?
And records. But my friends and | made an
album and it was nominated for a Grammy,
| didn’t win it but at least | was nominated. It
was a good album, but nobody can buy it. |
don’t even have a copy. ‘“‘The Nifty Cat’ with
Benny Morton on trombone, Budd Johnson,
Oliver Jackson, Ray Brown on bass and Nat

Pierce on piano [originally on Master Jazz Re-
cordings] .

Recently | played a college with Slam
Stewart, up in Binghamton. And | did some
of those concerts with the Jazzmobile. Those
are good, in fact the last one we did was a sen-
sation, it really surprised me. We did this up in
Harlem, the streets were packed and what made
it so beautiful, some lady from an apartment
cooked up a lot of chicken, and brought some
Coca-Colas and a salad down for the band.
They really dug it, and the kids were around
there, they had a ball. It was so nice. Even the
guy that drives it around came up and con-
gratulated the band, he said it was the first
one he'd been on that he really enjoyed. So |
think if we would get the chance to play the
right places and play something that could get
to the people, it would be a different story.
Jack: You've stayed pretty close to the heart of
mainstream jazz for all of yourrecording career;
never playing anything too commercial.

Roy: Well, |'ve played like | play, you know?
Jack: Was it a situation where, when you were a
kid you decided you were going to be ajazzman
and that was it, and you weren’t going to
compromise?

Roy: No. In the first place, | didn’t want to be
no jazzman, | didn't want to play music,
period! My father owned a lot of trucks - this

photograph of Roy Eldridge by Valerie Wilmer



was in Pittsburgh - and | really wanted to drive
one of those trucks. But | had no eyes for mus-
ic. My brother Joe was the one that did all the
studying. | used to play drums, and he had
my parents get me a trumpet for Christmas, and
| wasn’t really interested in it. But finally |
ran away from home with a little band, that
used to play for basketball games. And we
got stranded after the first night. I was
ashamed to write home for the money to come
back so |'ve just been here ever since.

But | think the way | play is the way | feel.
I've never set up anything in my mind, ""Well,
I'm going to play thisway.”" If I'm going to play
good, I'm going to play the way | feel. I've made
a lot of record dates where they've said, "Well,
Harry James did this and it sells....”" but I'm
not Harry James. Or ""Jonah Jones did this...."”
Well, I'm not Jonah. | have to play myself, and
it's nothing that I've set out to do — it's the
only way | can play.

Jack: What have been the most satisfying
records you’'ve done — the things with Cole-
man Hawkins?

Roy: Yes, and Rocking Chair that | made with
Gene Krupa, which | think is one of the best
things | ever made. And the things with Chu
Berry, | like those too.

Jack: Recently | played the version of Body
And Soul that you did with Chu Berry. |
think that it was probably the first time
anybody double-timed Body And Soul, on that
recording. And in 1938 that was an amazing
thing. | read somewhere that when Charlie
Parker hitchiked to New York in 1939, he
went to some kind of a breakfast dance and
asked if he could sit in. He went up and played
Body And Soul and tried to doubletime it, and
he got laughed off the bandstand. That's when
he went back to Kansas City and woodshedded
for a while. And | thought at the time, “"Well,
Body And Soul is not the kind of a tune that
you can play up tempo.” And then a couple
of years after that | got hold of that Chu
Berry recording that you did, and you did it
very successfully.

Roy: | used to play all those tunes, like /
Surrender Dear — we called it long meter, that
doubling up — The Man | Love, Lover Come
Back To Me.

Jack: How do you feel about some of the
showcase numbers you did with Gene Krupa,
like After You‘ve Gone?

Roy: Well | think it was good for the time, to
have a little comedy in the front of the thing....
Jack: But a magnificent solo.

Roy: Yes the solos were good and it was up
tempo and it was an exciting thing for that
time.

Jack: When | first got interested in jazz as a kid,
| couldn’t get enough of that record. |
couldn’t buy the record because it was during
the war, and records like that were pretty
much unavailable. | had to just take what |
could get on the radio, and every time I'd
hear that on the radio I'd run over and stick
my head in it. | just couldn’t get my fill
of that music, and it still sounds awfully good.

| talked to you in about 1950 or so in New
York and asked you about the state of the jam
session. You were pretty down at the time and
you said, ““Well, nobody wants to jam any
more.””  There's been some confusion as to
why there’s no such thing among jazz musicians
as a jam session any more. Didn’t the musicians
union at one time try to dissuade people from
having them?

Roy: No, what the musicians union did was,

for instance if we were on a job, and we were
supposed to have five pieces, and you’'d look
up and there's ten pieces, so the owner's
getting ten musicians for the price of five.
That's what they stopped, but jam sessions
weren’t run like that. They were after hours,
and that's where the hitch is — there are no
after hour places. There was always some
place like Monroe's Uptown House in New
York, there used to be a lot of joints that
stayed open all night and guys used to go in
and jam, but there’s no place like that now. If
you go to somebody’s house and jam, they’ll
call the law on you and you get stopped there.
So there’s just no place to go and play.

Jack: Do you feel, as | do, that the jam session
was one of the most valuable things that
contributed to the growth of jazz? It let young
players sit in with established people, like
Lester Young and Coleman Hawkins, it let them
learn from these masters. And the idea of the
cutting contest, two tenors standing up and
seeing who could play the best, don't you
think that was a healthy thing for jazz?

Roy: Well, sure, | think it was the greatest
thing. That's why everything got so separated.
Now, like the guys who are playing what you
call avant garde music, they’ve had nothing to
go with because they don’t jam with the cats
who were playing some of these things, so
they've just gone their own way.

Jack: Of course that was true to some extent
back in, say, the early '40s when Diz and Bird
and Monk and Bud Powell and those people
were getting together to form bebop, they
excluded, say, traditional musicians from sitting
in with them....

Roy: No they didn't, | used to sit in with them.
Jack: Yes, I've read that there were certain
people who did sit in with them, but mostly
they wanted to keep musicians who weren’t
thinking along the same lines as them off the
bandstand. Somebody would try to sit in with,
say, Monk or Bird and they would kick off an
impossible tempo or they would play changes
that this cat just couldn’t dig. | don’t know
how true that is, maybe you can tell us a little
about it.

Roy: Well, let me explain that to you. That
didn’t only happen with bebop when bebop
started. When me and Chu Berry used to go
around and jam, we used to have a piano player,
Garland Wilson. And if anybody came and sat
in with us, we would always take a break and
put that thing in so fast that they couldn’t get
around to jt no kind of way. Or else putitina
key that they couldn’t play in. So it's always
been like that, you know.

Jack: Cannonball Adderley was telling me that
when he first came to New York he had an
opportunity to sit in with Oscar Pettiford’s
group. And O.P. didn't want ringers on the
bandstand, so they kicked something off at a
tremendous tempo and Adderley handled it, he
was able to cut it with them. So all of a sudden
he was welcomed into the inner circle. So |
guess this finds out who can make it, who's got
the chops and everything.

Roy: And years ago they were a bit more mus-
ical than they are today. For instance if we
played a tune, and you wanted to sit in with
us years ago, you had to know that tune in
every key. So if you played Tea For Two,
they'd always start off in G instead of A flat.
Or start the piece off in A flat, then change it
to G. When it comes time for you to play, if
you could make it in G they'll keep on chang-
ing it, until somewhere you've got to falter.

So that’s the advantage they used to take of
cats sitting in.

Jack: Do you think that the general level of
musicianship among younger jazz musicians is
lower than it was with the older jazz musicians?
Do you think these people are less equipped
than some of the older cats?

Roy: Well, in a way for creating | think they
are, but they've learned a lot of music, they've
come a long way. But the only thing | can’t
understand is that the majority of them play
the same thing. And this wasn’t so with good
musicians way back.

Now someone might try to play like Col-
trane, or Miles. And when bebop started, the
guys that were playing bebop would play the
same solos, the same lines and everything. But
back in the old days, you would play like you
would play and | would play like | would play.

Charlie Parker was great. Another thing
that a lot of people don’t know about Bird,
Bird had those roots. |'ll never forget, in 1950
when | was living in Paris, and they sent for
me to come up to the Scandinavian countries to
do a concert tour with Bird. We were playing
in Copenhagen, and Bird said to me, '‘Hey,
Jazz, let's get some of those Kansas City riffs
going.” He had those roots, where these young-
er cats don't.

Jack: And you're talking about blues of course,
which is the root of all jazz. Maybe there's one
of the problems — a young cat who's grown up,
say, in Columbus, Ohio, he wants to play jazz
and he says to himself, “Well, | know that
blues is the root of all jazz, but my father has
a pretty good job, we didn’t want for anything,
and how do | get the blues?”’

Roy: | don't think that has anything to do with
it. One of the hardest things for me to learn
how to play was the blues, and it wasn’t on
account of any sorrows or anything, | don't
think that has anything to do with it. You see,
by me practicing so much, and coming up dur-
ing the time when nobody was playing fast on
the trumpet, | never got around to getting to
the blues. So any time they'd play a bluesin a
slow tempo, | couldn’t get to it; I'd have to do
what they‘re doing now, double it up or triple it
up or something. Some people just have the
feeling for the blues, like Lips Page | think
could play the blues on the trumpet better than
any trumpet player | ever heard.

So | couldn’t tell you how a young kid now
could learn to play the blues, unless he listens..
I don’t know how to explain it, it's really like |
said: to play the blues, really play the blues. It's
no easy thing. It's much easier to play some-
thing up tempo, like Cherokee, something like
that.

| don’t believe that, once you get on the
bandstand, you relate to the troubles that you
have. If you do that then you're in trouble
because you aren’t going to be able to play
nothing. Take myself for example: that first
set | play is always a rough set for me, getting
warmed up and everything, but once | get
warmed up | don’t think about tomorrow or
what happened yesterday, you get involved in
what you're playing, and the troubles you've
had are gone, out the window. So | can never
see why people say, “The only way you can
play the blues is if you've suffered.”” Come on,
| don't believe that.

I've seen this happen when |'ve had many a
band. I've seen guys have a fight with their
old lady, and they come to work and bring that
on the bandstand. And it shows in their play-
ing. You can’t think about two things and
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play. You can’t think about what trouble you
have and play.

Jack: What do you think about the younger
players who play what has been termed ““angry
jazz'"?

Roy: Well, that's a little above me, I'm a little
bit too far back to know what they mean by
that.

Jack: But the idea of just getting up, and letting
it all out on your horn and to me what they
have done is not really music.

Roy: To me too, that's why | say it's beyond
me. Actually I've heard some things that |
could actually play myself like that — | have a
saxophone, and in fact | can play that way!... if
| have to, but to me it just wouldn’t be making
any sense.

Jack: Well, if you're working in a club and the
atmosphere is something that you could get up-
tight about, maybe there are people there who
are rude or who you know don’t dig jazz, does
any of this feeling ever come out on your horn?
Roy: No, | just go on and play. Especially if
you're working in a place where they sell whis-
key, just let them go ahead if they want to
be noisy. | don’t get into that hostility bag.
Then that starts affecting your playing. The
one thing that is important is that if I'm up
on the bandstand, | like to like the cats I'm
working with — for example, these cats are
nice that I'm working with now here in Denver.
And if people see that you’ve having a good
time, they don’t know why but you‘re having a
good time, | think it takes the pressure off
of you. But if you're up there and every-
body’s not speaking to each other....

Jack: How long have you done that version of
Let Me Off Uptown, where you do Anita
O’'Day’s part?

Roy: | did it for kicks one night — people
kept on asking for Let Me Off Uptown and |'d
say, Well, Anita’s not here. "Oh, you can do it
without her!” 1I'd say, look, the only part |
sang was that last part, ""Anita, Anita’... be-
sides the talking. But just one night for kicks |
tried it. And they liked it! So | said, I'm
gonna keep it in. Right away a cat said, "You
should get a wig!"" | said, I'm not going through
that!!! So my version takes the place of what
went on on the record.

A couple of years ago Anitaand | worked in
New York at the Half Note together. But we
did nothing together. She didn’t play on my
set, | would do a set and then she had her trio
play for her. That's why they hired her, they
thought that we would do something together,
but she had no eyes for it. People would ask
and she’'d say, ""Oh, Mr. Eldridge doesn’t want
to play it.” Which was not true. One night |
got off earlier than her and | was getting ready
to go home and these people were at the bar and
they said, "Anita, why don’t you do Let Me
Off Uptown?" So she said, "'Oh, Mr. Eldridge
is going home."*

| said, look, | don’t have to go home. Sol
took my horn and laid it on the bar. She went
up for her set... and she never called me. | sat
there until the joint closed!

Jack: Of all the major figures in jazz over the
years, who has given you the most pleasure?

Roy: Art Tatum, Coleman Hawkins, Benny
Carter. Bobby Stark, he was one trumpet
player that was overlooked. | used to like
Joe Smith too, he had a wonderful sound.
Rex Stewart | liked. Strange as it may seem, |
used to like Red Nichols. Would you believe |
used to play like him? | dug Red, but | didn’t
dig Bix Beiderbecke too much. | played with
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Bix once, in Detroit in 1928 when he was with
Goldkette. | know he was a fine musician, but
to me he seemed a little stiff.

I like Miles Davis. And | liked Fats Navarro,
he could play. There's a young cat playing now
that | like very much: Freddie Hubbard. He
did a tour with us once in Europe and | had a
lot of chances to hear him play, | used to go
out into the audience and listen to him.

Jack: How healthy do you think jazz is right
now?

Roy: Well, everybody says it's looking up. |
know one thing, I've been working in this joint
now for two years and business has been fan-
tastic. Bigger on Mondays, Tuesdays and Wed-
nesdays than on weekends. They say it's looking
up but I'm going to Europe soon, and that's
where they really dig jazz. At least up to a
point. Anywhere you go: Hong Kong, Tokyo,
South America, anywhere you go they're more
appreciative. One of the reasons | think this is
true is because they weren’t exposed to it as
much as people are here. Over there they study
it, and they're much more serious about it; here
you’'ll get somebody who remembers every
record | ever made — but they won’t go so
far as to remember what time | did it, who
was on the date, | seemed like | was a little
tired on the fourth chorus or something —
which, when | think about it, | was! | lived
in Europe for two years, and 1'd talk to some of
the jazz fans and they have their discographies
and they have meetings when they get a new
record and they sit and discuss this thing, play
it and they know everything that happened on
the date.

Jack: And in Europe, it seems like everything

draws a big audience.

Roy: Except Coltrane didn't draw good in
Europe.

Jack: Do you think maybe they just weren’t
ready for him?

Roy: | don’t know. Now | have to explain
something to you about that. You see, they
have two factions. The places where you've got
to watch out are France and Germany. Like in
Germany, Ornette Coleman has his fans, and
when he starts to play it almost turns into a
riot, with the guys that don’t dig him and
the guys that do. Then in France there are
Louis Armstrong fans... and Sidney Bechet is
like God over there. | went there with Benny
Goodman, and all over Europe, everywhere |
went |I'd meet disc jockeys, and they’'d insist |
come up to the station and hear Sidney Bechet
play, because they thought Benny was too
cool.

Jack: Have you seen Ben Webster lately, by
the way?

Roy: The last time | saw Ben was in 1967. |
was with ““Jazz from the Swinging Era’’ and he
was in Brussels and we all went out to where he
was opening up that night, a place called the
Blue Note. That was the last time |'ve seen
him. | forgot to mention him and Lester Young
as being among my favourite musicians. You
see, |I've played with all these cats, you know
what | mean? Everyone that | named | had
personal experience playing with them and play-
ing with them is just like... you can’t wait to
get to work. And when you get away from
work you can’t wait to see if you can get some
of the things that they’'ve been putting down,
you know?

graph of Roy Eldridge by Lou Koebbel
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INTERVIEW AND PHOTOGRAPHY BY VALERIE WILMER

According to A. B. Spellman in “"Four Lives in
the Bebop Business,” Ornette Coleman had al-
ready formulated his concept when he arrived in
New Orleans in 1949 and was befriended by the
late Melvin Lastie, a trumpeter of some repute.
Spellman has written that the drummer Edward
Blackwell and clarinettist Alvin Batiste were
among the receptive ears, but this is not strictly
accurate. For both men, their baptism of fire
came later, out on the West Coast. Blackwell
started playing with Ornette in the early fifties,
Batiste spent a summer there in 1956. The New
Orleans tenor saxophonist, Plas Johnson, who
works in the Hollywood studios, says that Cole-
man was cold-shouldered by all the New Orleans
musicians at first, Blackwell among them. The
drummer, he said, refused to play with Coleman
because he was "“out of time."”’

While a great deal of attention has been
focused on the New Orleans rhythm-and-blues
bands of the 1950s, the more creative scene of
the period has been overlooked. In these inter-
views with Ellis Marsalis and Alvin Batiste, two
of Blackwell’'s contemporaries, there is an at-
tempt to shed a little light on their music world.
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Despite the different spelling of their names,
Batiste is a distant cousin of saxophonist, pian-
ist, arranger and composer, Harold Battiste, who
has been active in the Los Angeles recording and
television industry for the past few years inclu-
ding undertaking such tasks as musical director
for Sonny and Cher. It was Harold Battiste,
however, who formed AFO (All for One), the
first musicians’ cooperative in New Orleans hist-
ory, in an attempt to put more money into the
pockets of the music’s creators. He has recently
released a boxed album set which is a compre-
hensive collection of the music played by jazz
groups in New Orleans in the fifties.

Both Marsalis and Batiste work in education.
Batiste is head of Black Music Studies at South-
ern University in Baton Rouge, La., and has
visited several African countries under the aus-
pices of the U.S. State Department. Marsal-
is continues to lead his own group, the ELM
Music Quintet, generally featuring the ebullient
James Black on drums. Now read on........

ELLIS MARSALIS:
It was in 1956 that Edward (Blackwell)

received a ticket from Ornette to go back to
Los Angeles to do some more playing. At the
time, Blackwell, Harold Battiste, Alvin Batiste
and myself had a group together called the
American Jazz Quintet. We’'d work whenever
we could find work, and did a lot of playing at
my house, at Edward’s, Alvin's or anywhere. |
wasn’'t doing anything that summer, so | decided
to go to LA with Edward. The three of us --
Harold, Edward and me -- drove up to LA in
Harold’s car. It was the first time | met Ornette,
and on meeting him, he was playing some very
unfamiliar kinds of music. | asked Edward
about it and he said "I don’t know what he's
doing because he wasn’t playing like that when
| left, he was playing like Bird.”” Ornette was
studying on his own with a very conventional
harmony book, and | remember one of the
things he said to me, looking in the harmony
book. He said ““This is a C chord, but it's really
not a C chord. It's something else.”” Four or
five years later | realised that what he meant
was that in the scheme of things that he was
trying to develop, this conventional Cchord was
something that he didn’t have a name for. This
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was the manner in which he used to study on
his own, which is probably the kind of thing
that everybody goes through if they're develop-
ing an original concept.

| had a unique experience with Ornette, and
Harold had the same kind of experience, play-
ing with him. Both of us were playing piano.
We were playing somewhere and | started a
cycle of 7th chords, just moving ‘em up the
scale, up the piano chromatically, and Ornette
said ““That's it! That's it! Keep playing that!"’
So | just kept playing it and | said "What was
it?”” | didn't really understand what | was
doing, it's just that whatever it was, Ornette
related to it.

Eventually it kind of disturbed Edward be-
cause | had forsaken the rhythmic responsibility
of the group in favour of trying to play harmon-
ically what Ornette was hearing and trying to
hear for myself what was going on.

Some years later in New York | talked to Or-

nette. This was in the latter sixties, and | said
that since that time | had listened to his music
and learnt a few things and was curious as to
just how accurate | was about a description of

his music. Ornette plays segments of little musi-

cal motifs and they're very specific kind of
statements which he sometimes develops. Like
a phrase, he will develop that over and over
again, and at other times he would play other
little short motifs and connect them in a way
that transcended the concept of Western form.
It didn’t make any difference as to whether it
was 32 bars or 12 bars or any conventional
type of form of Western music, Ornette’s music
would transcend it.

One day Edward was playing with Ornette,
just the two of them in Ornette’s living room.
Edward was very adept at playing in the West-
ern form. On playing the 32-bar song, he would
usually play a press-roll on the turnaround and
start at the top of the song again. And this one
time he did it and Ornette stopped and said,
“"Why did you end my phrase?’’ which was to
say, "If I'm playing a phrase and you come to
the end of the song, play out the phrase - don’t
just adhere to the form of the song.”

It was very interesting to hear Ornette and
Edward play, just the two of them, because the
things that they would do accentuated a certain
kind of rhythmic importance and a rhythmic
emphasis that was in Ornette’s music, and in
which the lack of a certain conventional kind of
harmony - that is, the harmony that comes from
piano, bass, guitars or whatever, was not even
missing. Ornette’s music was sufficient enough,
especially with Edward, that he didn’t need that.

How much influence do you think Black-
well had on Ornette?

It was tremendous, astronomical. But then
Edward Blackwell had an influence on every-
body that played with him. For example, when
| was growing up in New Orleans, he called me
one day and asked me would | come over to his
house and sitin with him and a saxophone play-
er named Clarence Thomas and just jam. Well, |
knew of Edward Blackwell and | had heard him
play, and it was flattering to me that he would
want me to come and play because at the time |
didn’t really think of myself as a piano player.
| was really still struggling and trying to learn.

| went over to his house and it was the first
time |'d ever heard a drummer play a solo on a
ballad with mallets. And Edward, even to this
day, is the most melodic drummer |'ve heard.
And after listening to him play - | think the
name of the song was The Nearness of You - in
his living room, there was no precedent for me.

Before Edward Blackwell there were just drum-
mers who would play and | had no relationship
to drums. | was from the school where drum-
mers played a solo and when they got to the
end of it they went "‘yata-tat-tat-tata-ta-boom!*”
and everybody came back in! | didn't know
anything about choruses and the Max Roach
style of drumming was still something that | had
not really been able to tune into with an analy-
tical ear.

But what brought all of that to a screeching
halt was when we were on a gig together. Ed-
ward would play drum solos and all his drum
solos were constructed for the form that we
were playing in - just like if a horn player would
play 3, 4 choruses, well then Edward would say
"Like, I'm gonna play 2 choruses’’ or what have
you and he would play that. And there were
no mistakes about it, he was right there. It was
up to the other musicians in the band to be able
to hear the drums, the language of the drum.
And sometimes we'd lock up on it and some-
times we wouldn’t. So one day he got very
angry, he got very disturbed, and stopped in the
middle of the song. He smashed down on the
cymbal and said ‘‘Man, what’s the matter with
you guys? Can’t you hear anything?”" And he
explained it to us. He said, ""Look, when | play
the head I'm going to play with this cymbal.
I'm going to play the bridge with this cymbal,
and I'm going to go back to the head and play
with this cymbal. And when | play a solo,
listen to what I'm playing. And when | get to
the end, you should be able to hear what I'm
doing.”” We all felt kind of small.

So | started listening to drummers with a
different ear because he had given me a clue to
what he was doing. |'d always liked him but |
thought he was just another drummer that was
better than all the rest of the drummers | heard.
| didn't really know why.

And it was then that | also started to be
aware of Max Roach, because we would play
records and Edward would say “‘Listen, | want
you to listen to what Max is doing right here”
and he’d sing along with Max. And | had begun
to hear drum phrases in the same way that |
would hear horn or melodic phrases and it was
a kind of melodicism that existed in Edward’s
playing that also existed in Max's playing. And
| began to hear Max and Philly Joe and Art
Taylor and all the rest of the drummers. And
the melodic/rhythmic concept that they used
was influenced by the rhythmic variation of
Charlie Parker’s music.

To give you an example: on our way to
Los Angeles, Edward had a snaredrum in the
back of the car. Driving across the desert is
pretty boring, so what he would do, he'd say
“listen to this"’ to Harold Battiste and |, and he
would play Charlie Parker’s charts on the drums
and we would tell him which one he had played.
Now, that’s a two-way street because it means
that Edward had to be adept enough at playing
Charlie Parker’s melodic phrases on the drums
so that they would come out sounding like a
rhythmic version of Charlie Parker’s solo - or at
least his chart - and we had to be familiar
enough with those charts to be able to recognise
them. And it was very interesting because we
started doing it and we didn’t miss any - not
that that was such a pat on the back for us
because Edward was so good at articulating.

There are countless experiences | have had
with Edward - in Los Angeles, here in New
Orleans and later on in New York. | remember
he was at a session in a loft in New York, and
the same saxophonist | mentioned, Clarence

Thomas, was there. Some of the usual heavy-
weights in New York were in the band - Wilbur
Ware, Cliff Jordan, Don Cherry - and Edward
took a solo. He played three choruses on the
piece and they didn’t hear it. Clarence Thomas
and | were sitting at the back, just watching. |
had come to know Edward’'s playing well
enough so that | could walk into a room and if
Edward was in a solo, | could tell whether he
was in the bridge or the last part of what have
you - unless it was some tune with a different
type of form. | had become very familiar with
his approach.

Finally Edward stopped and he said, ""Hey,
man, how many choruses was | supposed to
take?”” Now, his approach in dealing with
people would vary sometimes. If he were
dealing with us, he would just jump on us and
ask us ““What's the matter with you - you can’t
hear? Where's your brain?’’ or something. But
this time he used a different approach. | think
the next time around they probably heard him,
but | imagine most people who do not get the
chance to play with an Edward Blackwell have
to draw on another kind of sense to appreciate
drums like that.

One of the advantages that James Black en-
joyed when he started playing with us was that
all of us had already played with Edward Black-
well. So consequently we put a certain kind of
pressure on him to just live up to his own poten-
tial, but also, letting him know - or anybody
else that would play with us at that point - that
we expected the drum to fulfill more than just
a ''ching-chinga-ling-ching-ling, chinga-ling’* and
go “brrrrrrrrr’’ at the end of the song!

How long did you stay out in Los Angeles?

Just for that summer. | came back in August
and got a job teaching in high school. In Janu-
ary 1957 | joined the Marines and strangely
enough that took me back to Los Angeles. |
ended up doing a TV show out there for about
a year and a half, and | didn’t see Ornette a lot
because by that time he had started to work
with Paul Bley.

The American Jazz Quintet existed both be-
fore you went out to the West Coast and when
you came back, didn’t it?

That was a name that we started using for
local concerts. Harold Battiste was the saxo-
phonist originally, and | remember how strange
it was to have the lineup with clarinet and saxo-
phone because | had studied clarinet for a while
myself and fooled around with the saxophone,
too.

Alvin and | parted at high school and college
although we had gone to elementary school to-
gether, but we would still play together, espe-
cially in the summer. Alvin wanted to play his
clarinet but everybody said ‘“No, man, that's a
Dixieland instrument. Nobody hears that - you
got to play the saxophone.”” But Alvin wanted
to play his clarinet, so Harold said "That's an
idea, we could get a group with clarinet and
tenor saxophone.” And | said ’No good. It'd
never work.””  Well, I'm thankful that | was
wrong, and it didn’t take long for me to eat my
words, because after hearing the two of them
play together...... Alvin and Harold Battiste were
the first horn players in the group that became
the American Jazz Quintet. Later on, Nat
Perrilliat became the saxophone player because
Harold went into the recording business and
didn’t have as much time to play as he did.
Harold has a lot of tapes of that group, too.

Perrilliat was one of the great New Orleans
players, wasn’t he?

| can remember when | first heard Nathaniel
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Perrilliat. There was a session at the Dewdrop
and this was probably about 1955 or '66. | had
never heard him before and he started playing
some cycles that | wasn’t familiar with. | was
playing piano and | stopped playing just to lis-
ten to him. It didn't make any difference
whether he had a piano player with him or not,
anyway! We sort of became acquainted as kind-
red souls or whatever, and Nat and Edward were
close, too. Nat started playing more and more
regularly with us.

There was one kind of landmark concert
that | remember. | had just come out of the
service and we were playing at Xavier Universi-
ty - Nathaniel, Alvin, Edward and myself. It
rained that night and we were kind of surprised
because we had a packed house. But we had
been playing together on a regular basis so that
we sort of breathed together. We didn’t even
bother counting off the songs, none of that.
Alvin and Nat would just stand in front of the
band, they’'d look at each other and take a
breath, and the tune would just take off like -
pow! And people would sit in total amazement.

At that time ‘serious’ music was the classics
and a few jazz musicians were ‘inside,” very
esoteric - anything other than that was not
serious, it was entertainment. So it was geared
towards the conventional thing of ‘start and
stop’ and put something in the middle! And
consequently the level of achievement was rela-
ted to the response of the audience. But like,
we would go beyond that. Most of the guys in
the band had studied formally or informally in
such a way that we had developed writing tech-
nigues. Harold was largely responsible for that.
He wrote some beautiful pieces which were
challenging for us. We even had to learn to play
in different keys.

Were you, Blackwell and the others regarded
as being elitists amongst the musicians?

| suppose in some cases we were. | guess in
the main a lot of people probably never even
heard of us, but it’'s very difficult to say how we
were seen at that time. There were musicians
that | knew who regarded us as being giants. |
can remember there were a couple of guys that
would take great delight when the ‘road’ bands
would come in town. All the road bands, espe-
cially then, had hot-shots like tenor players and
trumpet players and they’'d come in town and
say "hey, where's the session going on?" And
like, if there were any of them supposed to be
super-superbad, there were a couple of guys
who would make it their business to call us up
on the phone wherever we were and round up
everybody. They'dsay ‘“Hey man, we got some
guys in town supposed to be bad. Let's get

‘em!”’
| remember almost the whole Count Basie

band was at the Dewdrop when Basie came
here about 1956. Thad Jones was still in the
band, Snooky Young, Frank Wess, Frank Foster,
Eddie Jones — that band. We must have'played
until five or six in the morning.

Then another time the Billy Williams band
was staying at my father’s motel. | used to talk
about Edward a lot and the drummer in the
band would say, " Yeah, yeah, sure... we know."’
and like that. And ironically, here | am standing
in the yard when Edward comes strolling
through the gate. And I’'m thinking he's still in
Los Angeles. So | say, "Edward, get your
drums. Set ‘'em up, we got to play!” And so
the next day, one or two of the guys from
Billy’s band came over, but the bass player was
the only one that ended up really staying.

The day after that, he came over and said,
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““Man, Edward scared that cat to death!"" And
this guy had played with some pretty good
musicians in New York, but he told them,
“Man, you guys had better shape up. These
young cats here are really playing!"”

ALVIN BATISTE:

| first met Ornette through Blackwell in Los
Angeles in 1956. They had all gone to LA and
they called me and said, like, “Man, if you come
out here to California, we can get into some-
thing.”” | had just finished college so | went out
there.

We played at the California Club in LA - not
working, we just sat in - but after we played a
set they wouldn’t let us play any more. They
had so many illustrious California musicians out
there at the time, but it was a real hip thing
because it prepared me for what’'s happening
now. Ornette was staying across the street from

the California Club. He had been living there all
along and he was really into his music. His
music was very controversial as a topic, but
whenever you were playing it, you dug it.
Slightly after that | was with the Ray Charles
band and the conversation around the country
was all about Ornette’s music. | was always
defending him because 1'd had the chance to
play it. Right now it really proves that he had
something going because everybody is into that.
I mean his music is the basis of what’s happen-
ing now.

Ornette’s music was the music that put the
jazz musicians in the frame of mind to go back
to the roots because they had been going kind
of far-out. Often Ornette Coleman’s music was
considered ‘far-out,” but actually it laid the
background for the whole receptivity of ‘roots’
music.

How important do you think Blackwell’s
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role was in Ornette’s music?

It was indispensable because Blackwell was-
n‘t hung up in any form. And like from a
musician’s standpoint, he was prone for poly-
rhythms and that's what the music needed.
Plus he had the basic feeling that you're
supposed to have when you play the music and
at the same time he was profound. His music
was very creative and he was always trying to
manifest a high aesthetic in his music. This to
me is self-expression, based on a particular tradi-
tion. So | think his playing actually laid the
foundation for what is happening now.

See, Blackwell’s music was the thing that led
to the whole rock thing, the receptivity of rock,
where people could hear that whole feeling. He
just played like everybody is playing now, even
though he never played obvious music. So he
fitted perfectly with Ornette because he had the
ability to play and practice with anybody if

they were into something.

| haven’t played with Blackwell in a number
of years, but | taught my students about the
nerve and the commitment of just expressing
themselves, regardless as to the pain and the
price. As a result, when | play with them | can
just naturally express myself,and that's the way
it was with Blackwell. | got that from him.

He inspires you to express yourself rather
than to just play a particular style or something.
And | think that's why Ornette does it because
he'd enhance whatever you were playing. Black-
well would play so musical. He'd play in the
most comprehensive sense, he'd play all areas.
And then, he just didn’t play obvious, although
everything that was supposed to be there was
obviously there.

Leroy Cooper, who played with Blackwell
in the Ray Charles band, said that Blackwell
actually originated the so-called “funk’rhythm.

Well, | understand what he's saying, but |
wouldn’t say it in that way because Earl Palmer
was very important in that, too. And then
‘Zigaboo’ and the Meters, those were the ones
who edited what was happening and put it in
the state it is now. So if anybody is really at
the centre of what's happening now in terms of
the ‘funk’ thing, it would have to be ‘Zigaboo.’
He is like Charlie Parker. Like Charlie Parker
edited a whole era and then brought it to a new
thing.

| went to Booker T. Washington High School
in 1951 and | was a freshman in elementary
music course. Blackwell was in the band and
the section leader was Wilbur Hogan. That was
a fantastic band. | joined the Army at 17 and
Blackwell at that time was playing with Wallace
Davenport’s band with Frank Campbell on
tenor. Now | don’t know who the rhythm
section was because | wasn’t going in joints at
that time, but Blackwell was sounding good.
They were playing all of Charlie Parker’s things
and the late swing things, and when | started
practicing with him there was a trumpet player
named William White Il around the pad, too.
Blackwell would keep his drums set up and
would be drinking nasal inhalator and Coke!
That was what was happening then! And he
sounded very good - he was easily one of the
best drummers in town.

As far as Blackwell’s drumset was concerned,
though, it looked like it had been in the hospital
because it had all kinds of patches on it! But he
used to make his own mallets and stuff, that's
what Blackwell was into. One time Nat Perrill-
jat and me were trying to think about cats who
really loved music. Commercial pressures were
really strong then, but we were much younger
and much more alone, but we couldn’t think of
nobody but Blackwell and Ornette. He's been
very consistent; | really have the highest respect
for him. | would really like to see him have the
chance to do a lot.

You know, Blackwell and | were supposed
to do a record date just before he had to get on
the kidney machine, and it never did materialise.
He's been sort of my booster and | just idolised
him. We were going to do some dates for
Strata-East, but he was sick, and they were
trying to get me to come up there at a time
when all my particular commitments were such
that | couldn’t leave.

We've done wonders here at getting the

_music resuscitated and the kids involved, be-

cause with the kind of music they hear on the
radio, they have a kind of hesitancy about going
into jazz. They just thought that it wasn’t
supposed to be music you played with a good
feeling, they felt it was music that you thought
about as a kind of cerebral thing.

What’s the attitude of some of the young
kids towards New Orleans music? Don’t some
of them see it as a kind of Uncle Tom thing?

No. Our generation was the one that dealt
with that. We didn’t want to have to go down
on Bourbon Street and play Dixieland because
that was what ‘they’ wanted. It wouldn’t have
have been no hassle to play it because the first
music | heard was New Orleans music. | love it
and | can play it, but it's just like if somebody
tells you this is what you have to do, your
reaction is “‘Don’t tell me what | have to do!"”
But the kids today, they don’t have that kind
of problem. If it's groovy, then they can deal
with it. And they do deal with it. So the whole
notion of an Uncle Tom thing like that was
complex but it was really simple. Like a lot of
the Black leaders that emerged with an Uncle
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Tom image in that era, people can now under-
stand that they were just doing the best they
could under the circumstances.

Do you believe that jazz originated in New
Orleans?

Truthfully, | believe it originated in cosmic
consciousness!

| just finished transcribing a Buddy Bolden
solo for my band, the one that Bunk Johnson
whistled and was recorded. Now there’'s no way
that that could have possibly started in the
1900s. The whole harmonic movement, the
whole conception, it took at least fifty years to
get that together.

Bunk Johnson is the only record we have of
something that Buddy Bolden actually played.
| transcribed what he whistled for my band to
play at the New Orleans Jazz Festival. We used
that thing in the teaching program and there
are certain things in that solo that have been
maintained as a part of the jazz language. A lot
of times when | point these things out to the
kids, that makes them a lot more receptive to
things that have happened in the past, and they
realise that a lot of things are not new, they're
just approached from another generation’s
standpoint.

RECORDING EDITORIAL

One night after a concert in Kingston, Ontario,
we were all socialising with the local commun-
ity. Chris McCann, a drummer from that area
and myself were talking about the style of
drumming that seemed to have developed out
of New Orleans. Most specifically the music
of Edward Blackwell. In the course of the
conversation he told me of this box set of
modern jazz groups from New Orleans that con-
tained recordings of the Legendary Original
American Jazz Quintet. For me this was an
amazing surprise, as | had never realised that
such recordings existed. The following is the
information pertaining to that treasure.

Opus 43/4302-05
New Orleans Heritage Jazz
Recorded from 1956 until 1966.

The Original American Jazz Quintet
Harold Battiste - Tenor Sax

Alvin Batiste - Clarinet

Edward Blackwell - Drums

Ellis Marsalis - Piano

William Swanson - Bass

Richard Payne - Bass

The Ellis Marsalis Quartet
Nathaniel Perrilliat - Tenor Sax
James Black - Drums

Ellis Marsalis - Piano

Marshall Smith - Bass

The AFO Executives

Harold Battiste - Piano and Alto Sax
Alvin Tyler - Tenor Sax

Melvin Lastie - Cornet

John Boudreaux - Drums

Peter Badie - Bass

Tami Lynn - Vocals

Gumbo includes guest appearances by Warren
Bell - Alto Sax and Johnny Adams - vocals.

There has always been a centralisation of music
in North America, it was a rule that if you did
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not make the pilgrimage to New York City,
then the chance of your music being heard was
a remote one. Because of this tradition, which
did indeed bring together some of the major
voices in American improvised music, many
players that remained in their own areas have
been passed by. Such is the case of the per-
formers on these recordings. In itself, simply
as an historical document of an area of jazz, it
is indeed most important, but this is not just a
field recording but rather a superb example of
the style of music predominant in America
between 1956 and 1966. Anyone interested in
that time zone should purchase this box set.
The following is an extract from a letter

| have recently received from Harold Battiste.
— Bill Smith
"The remaining stock on the N.O.H.J. lim-
ited edition has been donated to the National
Association of New Orleans Musicians (N.A.N.
O.M.). This organization (non-profit) receives
its funding in part by donations from persons
and groups interested in supporting the goals of
NANOM. The package originally retailed for
$19.96 and Opus 43 records was selling to
stores $10.00 (min. order of five). NANOM,
however, awards a package to donors of $25.00
or more.’'— Harold Battiste, Marzique Music Co.,
5752 Bowcroft Street, Los Angeles, California
90016 USA.
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ART BLAKEY

ART BLAKEY: | started into music when |
was a kid. | was very young and it wasn't just a
question of starting in music, it was a question
of survival at that time — you see, |'m a depres-
sion baby and | had to do something, because |
didn’t like working! | was working in the coal
mines and in the steel mills and | didn't like
that too much. So | started playing piano
by ear but that didn't werk out too well. | was
playing blues, | was playing everything. | had a
band and Errol Garner walked in one night and
that was the end of my piano playing career!
| started playing drums. And eventually | play-
ed with Errol. That's the way it had to be!
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AN INTERVIEW BY PETER DANSON

PETER DANSON: Did you know Kenny Clarke
in Pittsburgh?

Definitely. He was older than me, but he
was a home town boy and he always came back.
He went to Europe early; in the late twenties or
early thirties. Then he returned. Then he went
back during the war and he returned to the
States. Then he went back and stayed in Paris.
He's a real Frenchman. He has his French
citizenship now.

Did you take lessons from anyone when
you started drumming?

No, you couldn't do it. Things were too
rough at that time, it was the depression.

photograph of Art Blakey by Peter Danson

People were living in lean-to’s and selling
apples in the street. So you just had to do the
best you could. So | just got down to business
and started teaching myself, reading books and
trying to get ahead that way, with other drum-
mers helping.

Was there the tradition of people helping
each other out?

Oh sure. Chick Webb, Sid Catlett, Gene
Krupa, they always looked out for the little
guys.

There would be sessions in the club where |
worked. All the time bands would come into
town and they would come to the Ritz, where |




was working and there would be sessions there
all night. You’'d get to rub elbows with the
guys and you'd get to learn a lot. | liked that
very much; it was a good part, watching these
musicians play. They’'d play all night and all
day, take a break and go eat and come back
and play, until it was time to go to work the
next night.

What brought you into bebop music,
into those circles of players?

I was in the middle of it you know. Billy
Eckstine put the band together with Dizzy and
Charlie Parker and they called me; | was living
in Boston and | joined the band in St. Louis.
That was it. When | looked around | was sur-
rounded by all these guys!

At that time the music wasn't called bebop,
but it was changing and people didn’t under-
stand it. The music was changing with the
times, it was just a reflection from the society
in which we were living. We had the greatest
stars in the world in that band. Gene Ammons,
Dexter Gordon, Tadd Dameron was in the band
as an arranger, all those men. We opened up in
one club, the Plantation, and they put us out.
They replaced us with the Jeter-Pillars band and
put us in the Riviera. We had a good time.
| enjoyed that musically and | think that was
one of the high points of my career.

Were you part of the jamming sessions
in Monroe’s and Minton’s back in New York?

| came into all that right at the end. | came
in on it with Thelonious Monk. We worked in
there steadily with a quartet, Al McKibbon,
Sahib Shihab, Thelonious Monk and myself.
But before that they always had big sessions
in there, and | was around there as much as
possible. At that time Eddie 'Lockjaw’ Davis
had the group in there. It was a very exciting
time.

You were a favourite drummer for
Thelonious Monk, Herbie Nichols, and Randy
Weston. Was there a personal affinity there,
for their music?

| just tried to play what the guys wanted
to hear, what they wanted to play. Just like
all the big bands | played with, | didn't go
there to play Art Blakey, | went there to play
their music, to do what they wanted to do.

These people were original stylists but it
took a long time for them to be recognized,
even Randy Weston and Thelonious Monk, as
real stylists, as contributors.

| think they were before their time and
Herbie passed away. Thelonious was just
before his time, but I'm very happy that he's
still here and that he’s coming back to play.
That's wonderful. But people didn’t want to
listen to them. You see, it's very difficult to
get people to sit down and listen. | find that
problem even with myself. If you're going to
listen to someone for the first time you can’t
just take a record and put it on and play it
once and understand. You've got to play it
over and over and all of a sudden the light
will dawn on you what they’re trying to do,
what’s happening with their music. Because
music is just like anything else, the different
styles, the different changes, the things that
you're used to, it's just not that way and
they go another way, it's another approach. Of
course whatever’s being played today or will be
played has been played before, it's just another
approach. People get accustomed to a certain
approach and they get lazy and don’t want to
listen.

When you were playing with these three
pianists you must have been aware that they

were doing something quite different.

Oh vyes, and | liked it very much because
they gave me freedom to do anything | wanted
to do. Thelonious just told me to play with
him not like | was playing with a pianist. Just
play like | played with a horn or anybody; just
play. That gave me a lot of freedom, a lot of
encouragement.

Herbie Nichols once remarked that the way
you played created a lot of overtones which
put you on a par with the front line; that you
were not just back playing rhythm, but that the
tones you could get out of your drum really
made the drums much more melodic.

| always tried for that. When | first started
out it used to be fourteen musicians and the
drummer. But then Chick Webb came along
and he brought the drums to the front and he
started playing along in syncopation and inter-
pret the arrangements, right from his instrument.
Then he became the leader of the band, and |
took my cue from him because the man was
playing a musical drum. [t wasn’t just a lot of
noise. | think the drum is very musical if the
approach is right. That's what's so bad about
rock music, | think it puts the drummer in a
vice, and that way he never finds out about his
instrument, and about how much the drum can
mean.

The drum is the first instrument after the
human voice, but people still just hear the beat.
But the beat can still be there, because once the
time is there, you've said 1-2-3-4, that's it. |
know dancers can do it, they don’t have to
have that whole over-beat, but most people
when they come out to dance, they got to
have it. So you have to keep that rhythm
going in the drum and the bass. But at least
they're out there dancing!

Did you ever have a favourite bass player,
that you played with over the years?

Oh sure. | liked Al McKibbon, Oscar Petti-
ford, Wilbur Ware, Charlie Mingus. |'m very
interested in this new fellow, Charles
Fambrough. He's something else, He's young,
not so experienced but he's really in there and
| think he's going to make it. And he's out-
going, not introverted. He's the first one I've
had in a long time that | liked, really, since
Jymie Merritt.  We've had bass players that
were good but they were sort of introverted,
they couldn’t get out there.

| like this new group | have now. David
Schnitter’s on his own now. It was time,
because he’'d been there five years and that's
my limit for the cats. | think they should get
out and get their own thing; | don’t think you
should hold them in the group because I'm not
trying to present a Modern Jazz Quartet. | like
to present something new and new kids, they
deserve a chance. This new kid, Billy Pearce is
from Boston. He’'d finished Berklee and was
teaching school up there. | thought he should
do something with his talent, and he wanted to
come out. So he came out, and we were fortun-
ate in getting him.

Dennis Irwin got married in the interim
and the way we do it we don’t make enough
money. He has a family coming so he had to
join up with a rock group and make some
money. | know he'd be unhappy in it, but
we always leave the door open so if he wants to
he can always come back. But the idea of it is,
it’s not enough money. That's the whole thing.

| feel this way. It is some sort of an art
form. Anybody in the arts doesn’t go out to
make money. You have to be dedicated, and |
feel that the musicians playing this kind of

music are dedicated musicians and the money
has nothing to do with it. The people who
leave the band and go into the rock field, that's
their choice. At least they have a hell of a
foundation when they leave here and that’s one
thing | try to give them. It's their choice and
their life. But | always say that there's no
sense in that, because you won't find an
armoured car following a hearse. The only
thing that follows you to the cemetery is
respect. | figure 1'd rather have that. | figure
I'm rich in comparison to other people. |'ve
raised twelve children now, |'ve raised seven
and adopted five. And never had a moment’s
problem out of one of them. | think that
that enriches my life, because most people can’t
even raise one child! And playing the music,
and did what | wanted them as well, because |
was honest with my children, down front, and
now | have all that love. And respect. If | call
one of my children and tell them, come here,
and some of them are in Europe now, they’ll
come, without asking me what | want, and get
here: ““What's the matter, pop? What's happen-
ing? We're here."”

If you just be honest with them. If you say,
“Don‘t do as | do, do as | say’ then you're
going to have problems, because they're people
too. They're little people but they're people.

I've never understood the term “‘generation
gap’’. We've got lots of young people coming
into the band, eighteen, nineteen years old, and
they get along with me just like they do with
their buddies.

In the late ‘forties, you went to Africa....

| was very interested in religion. | became
confused about religion because the church that
| was raised in was very strict. | had to learn
the Bible from Genesis to Exodus and be able
to quote it. I'm glad of that, but then I didn’t
understand the contradictions of it. | wanted
to find out, but people would never discuss
religion at that time. Religion and politics and
sex were hush-hush. So | wanted to go and
find out. People would tell me there are
thousands of religions. There’s no such thing, |
found out. There's only eleven of them. But
in my time over there, | never accepted religion.
| knew which one I'd accept if | did, but the
only reason | didn’t accept it and become a
religious person was that | didn’t want to be a
hypocrite. Because | knew | was a musician,
first, last and always, and music is my mistress
and that's it.

| know that Herbie Nichols and Randy
Weston were well versed in African history and
African cultures. Did Africa have an impact on
your music?

No. | heard a few things over there that the
natives played, and | heard some esoteric records
but I didn’t go over there to study music.

Most of the guys wanted to get some kind of
identity and find out where they had come
from. The only thing | resented about it was
that people were trying to connect the music
over here with the music of Africa. There's no
such connection. It's two different things.
No America — no jazz and that'’s just the way it
is. All of us helped to bring about this type of
music; it’s a product of the society in which we
live. It had nothing to do with Africa because
we're still using a European harmonic structure.
The Africans are very advanced in different
rhythms; so are the people in Latin America
and South America, they have different types
of rhythms. But jazz had nothing to do with
Africa, because it took all of our society to
bring this thing about. | say this because I'm an
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American. | don’t go for shooting off anywhere
else, because this is where it's at.

It’s ironic that many American jazz music-
ians have to go to Europe to find respect and
appreciation for their music.

You have to remember that Europe is an
older continent than ours. So if you go to
France you see Frenchmen, if you go to
Germany you see mostly Germans, if you go to
Scandinavia you see Scandinavians, but we have
so many factions here that we have to deal with
and it hasn’t mellowed out yet.

| think Japan is more into the music than
any nation on the face of the earth. They're
more into our arts, They come here to
Canada and they find the young artists here in
Canada. They take their paintings back to
Japan. They take them out of America. And
all the records, of any jazz artist, if you want to
buy them, go to Japan, go to any music store
and they’ve got it. | haven't kept any of my
albums, but when | get ready |'ll go to Japan;
they've got everything | ever made, and I've
made four hundred and seventy albums. You
can't find them in the States, but you can
find them in Japan.

But Japan is five thousand years older than
we are, so they have that respect for an art
form.

Recently Max Roach played a duet concert
with Cecil Taylor in New York. | know you‘ve
always felt somewhat apprehensive about the
avant garde. Would you ever consider playing
with Cecil Taylor, or with someone of that
calibre, with that sort of freedom and power?

Well, | think Cecil’s thing is different. |
respect him for what he’s doing, but | don’t feel
the same way about all of them. | think | have
the wisdom to know the difference. | don’t
know if | could play with him, but | would
try, because this man has gone into his own
thing.

| had a gig with Art Tatum once and this
man played so much piano! When we got
through a set he put his arm around me and
said, "'Son, you did a wonderful job.”" | packed
up my drums and went home because you
couldn’t play with that man. | was in his way.
| felt | should get out of his way and sit down
and listen to him like everybody else.

So it's the same thing with Cecil, | don't
know if | could keep up with him. Max is a
different thing. Max is Max Roach, and he
can do it. He's my very very good friend and
he could do it. Did you hear that concert?
That would have been something.

Back in the ‘40s were you and Max, and
Roy Haynes and Kenny Clarke fairly close as a
group? Did you share ideas?

Well, Roach and Klook were very tight; Roy
Haynes and | came along a little later. We were
all tight, we never had any problems.

I've always thought that Roy Haynes has
never got his due. He's a fantastic drummer
and |'ve always talked about him, but with
people it's in one ear and out the other. He's
always worked with singers, he's always worked
behind somebody, with Lester Young when he
was younger. Roy is like an introvert; he's
never come out. But boy he's out there now -
he's out! - and | think it's wonderful. He
should have been out a long time ago because
he's one of the most fantastic guys of our time,
and people never had a chance to listen to him.

But Klook, he's still the old master. He
would just take a snare drum and sit there and
play. He didn’t need any cymbals or tom-tom.
He's a master of that. And Roach is a master of
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what he's doing.

How did the concept of the Jazz Messengers
come together?

I’ll tell you what | think itis. | don’t mean
to pat myself on the back but frankly, I've
always been an organizer, even when | couldn’t
read a note | had a fourteen-piece band. Because
| know how to organize and talk to men and
get them to do things. Being a leader isn’t just
becoming popular as a player or as a singer and
going out and getting a band together. You have
to have something for the men to look forward
to. Someone down there has to have a certain
amount of respect, to get men to do things.
You have to deal with people, and a lot of
artists forget about that, they lose touch. You
have to keep going back and touching base. You
don’t get too far away from your men. You
don’t become a leader and live up in a big hotel
and they only see you when you come on the
bandstand. You've got to be with those men all
the time. So you know what’s going on. Plus
give them room. Get out of their way so they
can call you a bunch of dirty names like | used
to do when | was a sideman. That's part of it.
That doesn’t mean that they don’t love you.
But it's something you have to learn how to do,
and a lot of guys just didn’t learn how to be
leaders.

What happened was, | was sitting in New
York and they had just organized a big seven-
teen piece band. It was at the end of Dizzy
Gillespie's band, the end of Billy Eckstine’s.
They came to me and said, “"You're the leader."’
So we tried to keep the band together, we
had some fantastic musicians: Kenny Dorham,
Idrees Sulieman. They called it The Seventeen
Messengers, but financially it couldn’t make it,
the big bands were going out.

Then Horace Silver got Kenny Dorham and
Hank Mobley and Doug Watkins and he came to
me and said, ""Art, we've got this group together.
Wanna go out and play?” We just wanted to
play around New York, make a little money —
and get something organized, because people
were tired of going to hear jam sessions; guys
getting a band together — ""Hey, you work with
me tonight” — and always playing the same
tunes. | like to be organized and know where
I’'m going and have an objective in mind. Horace
said, ""We'll call it The Jazz Messengers.”” and it
stuck. The band gave us an objective, instead of
just jamming all the time — that was getting to
be pretty ridiculous. Only certain musicians
could really go out and do that, like Charlie
Parker and Dizzy Gillespie, and everybody tried
to copy them, and that was no good. They
were playing music that Charlie Parker wrote;
if Charlie didn’t write anything, nobody knew
what to play, so we had to get the guys together
and let them bring their own ideas out and
play them. That's the way we did it, and since
then a lot of groups have come up like that.
Like Woody Shaw’s out there, we've got a lot
of groups out there that are playing music, real
music. This year Woody Shaw'’s album was
nominated for a Grammy award and that was
something, that surprised me. Just the nominat-
jon means a hell of a lot to me. So for the
first time | watched it, and it was quite a cir-
cus. Some parts were very good; some parts
were ridiculous, but | like to see jazz get
represented more.

But now they're not into it. They're into
the big buck. Rock, country & western music,
all that's good but | don’t think that one
should be put down for the other. Let's put it
all out there and give it a chance and let the

people make the choice. Not somebody sitting
in an office saying this is good and this is bad.
How does he know? Some of these kids have
made the big hit — but the music is terrible!
If a note came up off the floor and slapped
them in the side of the head they wouldn’t
know what hit them.

But these men in jazz are dedicated music-
ians, they‘re musicians you could put anyplace.
Before the jazz musician came into rock, it was
a catastrophe. They came in and brought the
music into it. There was no place else for
them to go, they had to make money, and they
brought the music into it.

In other countries they like rock, country &
western, jazz, classical, everything. Their scope
is wider. People over here are very narrow-
minded. They get set on one thing and they
don’t want to know anything else. And that's
why the people don’t come out. And they're
blowing the whole thing. Their grandchildren
will look back and say, "My god, what was my
grandfather doing? He couldn’t even get it
together and it was right here for him!"”

What makes me say these things is this: |
still hear records now that were recorded thirty
or forty years ago — they're still selling. And
all this other thing, pop, rock, number ones,
they've vanished. And the stuff those guys
were playing is still here. As really classical
music.

Guys will come out of my band and they
can play. Then they put on some funny clothes
or do something funny onstage and wow, they‘re
bigger than bubblegum. It doesn’t make sense.
When they do those things their playing suffers
and their talent is gone. With this kind of music,
you have to keep playing it, and the more you
play it the more you find out you don’t know
how to play it and it just keeps you searching.

I’'ve often thought that Wayne Shorter never
really played to his potential, that he could have
been a much bigger original stylist.

Wayne Shorter is one of the most brilliant
musicians | know of who have come along in
the past twenty years. He is something else;
he's well-educated, he has degrees, he was with
the Messengers. He was something. When John
Coltrane left, it was supposed to be Wayne
Shorter, he could have stepped right in there.
| saw what was happening, because his personal-
ity was smothered when Lee Morgan and
Bobby Timmons were in the band. | had to let
them both go and hire Cedar Walton and Fred-
die Hubbard, and make Wayne the musical
director, to make him push out, and he really
came out of it. But then he left the band and
went with Miles Davis, | don’t know what for.
| knew his personality was going to be smoth-
ered because Miles is a different type of person.
He's a star and he's himself and he doesn’t need
anybody. All he needs is a rhythm section and
his horn and he's gone. And Miles is such a
great musician he could take a bazooka and
do the same thing he's doing on that trumpet
and still sell records because he's something
else, he's different. Then Wayne left there and
went with this Weather Report thing and
started playing soprano. When | heard his
tenor playing, it had suffered awfully.

He was a dominant voice in jazz. The best
music the Messengers had — Wayne wrote it.
Wayne could sit down and turn out arrange-
ments just like a machine. Whatever he was
thinking about he could write about. A fan-
tastic musician, and | hated to see that happen
to him. | spoke to him about it; | made no
bones about what | said because it was the truth
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and | didn’t feel he should have done it. It
seems to me to be a waste, because he had so
much to say!

Curtis Fuller is another man. 1'd like to get
him going, he's got a lot to say, too. Curtis
should have his own band but he keeps working
around with Lionel Hampton and Count Basie.
How are you going to get out there with Count

Basie? Not by playing fourteen bars a week.
That's Basie’s thing. Curtis has got to get his
own thing.

Did you ever have a favourite Jazz Messeng-
ers group?

| liked the group with Lee Morgan, Benny
Golson, Bobby Timmons and Jymie Merritt.
And the one with Wayne Shorter, Cedar Walton,
Freddie Hubbard, Curtis Fuller, Jymie and then
Reggie Workman — that was a hell of a group.
And another group that never recorded: Bill
Hardman, Slide Hampton, Billy Harper, Junie
Booth and McCoy Tyner. | like this group too.
| think it has a lot of potential, it just isn’t ready
yet, it isn't finished.

This summer |I'm planning to take a larger
ensemble to Europe. |I'm taking two drummers.
| have a couple of people in mind for the other
drummer. Keith Copeland is one, |'ve known
him since he was a child, his father used to work
with me. And also Wynton Marsalis from New
Orleans. His father used to work with me.
He plays trumpet, he's very very good.

The reason for the big group is, | can’t
keep going back to Europe and Japan with
the same format. Now in Europe and Japan
the big bands are coming back. Archie Shepp
was in Europe with thirty-three pieces!

Have you ever played with Archie?

No, I've never played with him but | think
he's a prince. He’'s come and sat in with us a
couple of times, but that's all. He's a real
gentleman, he's all right.

But | didn’t want to take a big seventeen,
eighteen piece group. We want to take this
group and make something a little different.
If it works out we'll try and keep it together.
But | don’t want anything too big to take into
the clubs. | don’t like that, | want to stay
with the small audience. And I'm not into that
big stuff. There's so many personalities you've
got to deal with! You need a road manager.

My band now is the nucleus of the big band
and we just add to it. Three reeds, three brass,
a guitar and a full rhythm section plus myself.
I've never seen a band with two drummers
playing together but if two horns can do it
certainly two drummers can, and Keith is a
fellow | think will listen. | always wanted that.
| made some albums with other drummers,
and some were a fiasco! All the personalities.
| didn't want to see who could play the most
drums. | just wanted to make some music, or it
becomes just noise. Fighting all the time. That
was the biggest battle | had in my life.

I think the drummer is there to exalt the
rest of the musicians, to make them play. After
all, how many drum solos can you play? |
think even the greatest drum soloists in the
world — Max Roach, Buddy Rich — | can’t
listen to that too much. | mean, if | come
into some place to eat, | don’t want to hear
some damn drum solo all night, | want to hear
some music too. Unless the drummer is very,
very musical, and how musical can you get?
I've featured the drums, but if people hear a
drum solo they're supposed to get inside of
that drum. They aren’t supposed to see you.
Most drummers practice in front of a mirror,
so it's a visual thing, and | don’t want that. |

want it to come from the heart and the stom-
ach and they can feel it. Like when you go hear
Elvin Jones or something you come home and
say ""What happened?’’ | asked one lady and
she said, "I feel like | had a hot shower.”
That’s what people are supposed to get. They
aren’t supposed to come out holding their
ears, there's supposed to be something going
on. But guys forget about that, the drummer
has become a visual thing.

And most drummers are not able to identify
themselves on a record. That is a big mistake.
Because the teachers teach the drummers and
they all come out sounding like they’'ve come
off a conveyor belt. They all sound alike, they
never get their own originality. The teachers
shouldn’t teach them that. You can’t teach
anybody how to play. You can give them the
fundamentals and let them go and they’ll find
their own way. Then you’ll hear something
new. That's the reason | never went to a
teacher. Chick Webb taught me, he just left
me up in aroom and locked me up and told me
to make a roll. He told me when | was
playing, “Well son, when you get in trouble —
roll.”” But a lot of drummers couldn’t roll.
Most drummers sound the same to me, except
the giants. | know Buddy Rich when | hear
him on a record. | can identify Max, Philly
Joe, Elvin Jones, Shelly Manne, Roy Haynes,
because they identify themselves. These young
fellows haven’t had that chance. They all sound
the same, or they all copy someone.

It's like saxophone players trying to play
like Charlie Parker. It's not possible. That's
what | like about that little boy, Bobby
Watson. He just plays, and the young people
really identify with him. | see where he's
growing, getting more experienced, coming into
his own. He listens to everybody but he’s got
his own way. No matter what you tell him,
when he gets on that stage he goes somewhere
else. | think most guys should do that.

Some of the new players must be intimi-
dated at first, playing with someone of your
stature. How do you draw out their confi-
dence?

| sit down and talk to them, tell them about
it. Tell them what | think they should do.
What they can use, take it; what they can't,
discard it. Try it out.

The first thing | learned about saxophone
players I've worked with is the big sound.
Before Charlie Parker | heard Willie Smith, the
alto player with Cab Calloway's orchestra, the
sound that they had, the big sound. That's the
most important thing. All the great artists |'ve
ever heard, great violinists, they have a sound.
I've travelled all over Europe, met gypsies and
when they play, they make you cry. You cry
when they get through with you. And that's
what that instrument is all about. People are
not supposed to sit there and go to sleep. If
people are going to sleep while you're playing
then what the hell are you playing — music to
sleep by? They can go home and do that. The
first thing the artist is supposed to do is hit
them. When he picks up his horn, bingo! When
he hits he's supposed to get the audience’s
attention right away. I've seen Charlie Parker
do it, I've seen Clifford Brown do it. People
would be eating dinner and before the food
would reach their mouths they’'d stop, right
there. And they’'d stay right there until he
finished his statement. This is what the

This is what the young guys have to learn
to do. Not just get up and blow a horn and see
how many exercises you can play. That




doesn’t mean anything. You have to be more
creative; the exercises are only the fundamental
part of playing jazz. They show you how to
get over your instrument. Then it's got to
come from inside the player.

I’'ve heard that the last time you saw Charlie
Parker he said something to the effect of ““make
sure they play the blues.”

That's what he told me. Make sure that
these kids learn to play the blues, because it
hasn’t all been done yet. We were talking the
last Christmas before his death. He knew he
was going to die, and he couldn’t understand
why the kids didn’t want to play the blues.
They all seemed to think that Charlie Parker
had done all of it, but the blues hasn’t all been
played. He said that we're just scratching the
surface, it's deeper than that. At one time it
was very difficult for any of us to find even a
trumpet player. because they didn’t want to
play the blues. They would go off into the
avant garde thing and they would use that for
a cop-out. And then, things just started
happening. You'd turn around, and other
trumpet players would have started playing.
White trumpet players, we started getting them
and they’'d say, "Who? What?"’ But that's
the way it is: once an idea is presented to the
world, it doesn’t belong just to the individual
or individuals who brought it forth. It belongs
to the whole world to utilize. I've got a
trumpet player all the way from Russia, and
before that | had one coming out of Japan.
Get him if he can play, it doesn’t matter.
This is an idea and somebody will pick up on
it and start studying it. Andthey cometo the
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U.S. to learn it, to sit down with other music-
ians and find out what it's all about.

Now young players are changing, they're
beginning to come around to their senses a little
bit. | thought it was ridiculous that they
couldn’t play the blues, | said, “"Look, you've
got to go past the masters before you can step
all over them. You have to come through that.”

That’s interesting, because the avant garde
that I've always identified with are an avant
garde that in a fresh new way enriched the
tradition. People like Julius Hemphill. The
best in the avant garde tradition enriched the
tradition, like Coltrane, Ornette Coleman....

Well, John Coltrane came out of the Charlie
Parker thing originally, he was an alto saxo-
phonist. It wasn’t that he was being avant garde.
I'd say, ""John, what the hell are you doing?"
He'dsay, “Art, | don’t know, but I'm searching.”
Good! Gotta search. This guy's searching for
other ways to go. | think it's good. And |
think John had reached the point where he
could do that. Like Miles went out. |
thought that these men had the knowledge to
go out there and do what they wanted to
do. No, when | refer to the avant garde in a
derogatory manner, I'm speaking about the
kids that used it as a cop out. That never
proved anything. They just went out there,
and if you say play some blues, they couldn’t
play them. Or play a melody. They can’t
play it.

But some people, instead of going straight
ahead they want to search. These other men
are capable of going out there. Like the pianist
I was talking about, Cecil Taylor, he's capable.

You cannot put him down, he's one of my
favourites. He knows that instrument, he
knows music, he's come through everything,
so he's capable of going out there. He knows
what’s happening. He comes to see the
Messengers all the time and has himself a ball!

It takes a musician of higher calibre to
go out in the avant garde. | like that — guys
going out searching. It's up to them. To me,
it was a dangerous thing to do, financially.
You're already into jazz, so if you lose the
audience you have, then you're out there again!
But if a man wants to do it and he's capable, he
can. Given enough time, he might run into
something, that's so beautiful, so far, as Coltrane
did. It was so beautiful, what he was touching
on, and so deep, very deep.

This interview was done in Montreal on March
7, 1980. Thanks to David Prentice for tran-
scribing the original tape.
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RARETONE: Imported from ltaly; all previous-
ly unissued sessions EACH $10.98
DUKE ELLINGTON: Live at the Click Restaur-
ant, 1948 broadcasts. Volume 1 FC 5000
WOODY HERMAN's Second Herd live at the
Palladium, 1948 broadcasts:

Volume 1 FC 5001
Volume 2 FC 5002
DUKE ELLINGTON: Live at the Click Restaur-
ant, 1948 broadcasts. Volume 2. FC 5003
DUKE ELLINGTON live at the Empire Hotel,
1949 broadcasts, Volume 3. FC 5004
DUKE ELLINGTON: Live at the Click Restaur-
ant, 1949 broadcasts, Volum 4 FC 5005

INGO: Imported from Italy; all previously
unissued live sessions. EACH $10.98
STAN GETZ Quartet live at the Village Van-
guard, 1957 w. Mose Allison. Ingo 1
CLIFFORD BROWN / MAX ROACH Live at
Basin Street, NYC April ‘56 w. Rollins. Ingo 2
GERRY MULLIGAN Quartet Live in Stockholm
1957 with Bob Brookmeyer. Ingo 3
Coming soon on Ingo: Coltrane live in Copen-
hagen with Dolphy, 1961; Soon to be released
on Jazz Galore: live sessions of Coltrane Quartet,
Albert Ayler in Berlin.

RED RECORDS from ltaly EACH $8.98
STEVE LACY: Axieme (solo):

Volume 1 VPA 120
Volume 2 VPA 121

DAVID MURRAY Quartet with Butch Morris,
Johnny Dyani & George Brown. VPA 129
JULIUS HEMPHILL - ABDUL WADUD

Live in New York VPA 138
ANTHONY DAVISisolo): Past Lives VPA 134

DELMARK RECORDS
Traditional Jazz Series:
GEORGE LEWIS: Doctor Jazz Delmark DL 201

EACH $9.98

GEORGE LEWIS: On Parade DL 202
GEORGE LEWIS: Memorial Album DL 203
WALT GIFFORD's New Yorkers DL 206
CLANCY HAYES with the Salty Dogs:

Oh, By Jingo! DS 210

BARNEY BIGARD with Art Hodes: Bucket's
Got A Hole In It. DS 211
EARL HINES: At Home DS 212
ART HODES: Hodes’ Art (w. R.Burke) DS 213
NEW ORLEANS RAGTIME ORCHESTRA:

Grace And Beauty DS 214
ART HODES: Friar’s Inn Revisited DS 215
MEMPHISNIGHTHAWKS: Jazz Lips DS 216
JIM BEEBE’s Chicago Jazz: Saturday Night

Junction. DS 218
Modern Jazz Series:

JOHN YOUNG TRIO DL 403
ROSCOE MITCHELL: Sound DS 408

ARCHIE SHEPP: In Europe Volume 1 DS 409
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JOSEPH JARMAN: Song For DS 410
SUN RA: Sun Song DS 411
RICHARD ABRAMS: Levels and Degrees of
Light (w. Braxton, Jenkins) DS 413
SUN RA: Sound of Joy DS 414
ANTHONY BRAXTON: Three Compositions of
New Jazz DS 415
KALAPARUSHA (Maurice Mcintyre) Humility
In The Light Of The Creator DS 419
IRASULLIVAN Quartet: Nicky's Tune DS 422
RICHARD ABRAMS: Young at Heart/Wise In
Time DS 423
GEORGE FREEMAN: Birth Sign DS 424
KALAPARUSHA: Forces & Feelings DS 425
SONNY STITT/DON PATERSON: Made For
Each Other DS 426
JIMMY FORREST: Black Forrest DS 427
JOSEPH JARMAN/ANTHONY BRAXTON: To-
gether Alone DS 428
TAB SMITH: Because Of You DL 429
RICHARD ABRAMS: Things To Come From
Those Now Gone. DS 430
PAUL BASCOMB: Bad Bascomb DL 431
ART ENSEMBLE OF CHICAGO: Live At Man-
del Hall (a 2-disc set: $13.98) DS 432/433
CHRIS WOODS: Somebody Done Stole My
Blues DL 434

JIMMY FORREST: Night Train DL 435
FRANK WALTON: Reality DL 436
CHRIS WOODS: Modus Operandi DS 437

Roots Of Jazz Series (The Blues)
SLEEPY JOHN ESTES: The Legend Of DS 603
CURTIS JONES: Lonesome Bedroom Blues
DL 605
YANK RACHELL: Mandolin Blues DS 606
ROOSEVELT SYKES: Hard Drivin’ Blues, with
Homesick James DS 607
JOHN ESTES: Broke And Hungry DS 608
JUNIOR WELLS: Hoodoo Man Blues DS 612
JOHN ESTES: Brownsville Blues DS 613
ARTHUR CRUDUP: Look on Yonder's Wall,

with Ransom Knowling DS 614
MAGIC SAM: West Side Soul DS 615
ROOSEVELT SYKES: In Europe DS 616

J.B. HUTTO and THE HAWKS: Hawk Squat!
(with Sunnyland Slim) DS 617
SWEET HOME CHICAGO (anthology, with
Magic Sam, Luther Allison, etc.) DS 618
JOHN ESTES: Electric Sleep DS 619
MAGIC SAM: Black Magic, w. E. Shaw DS 620
ARTHUR CRUDUP: Crudup’s Mood DS 621
CAREY BELL: Blues Harp, w. Dawkins DS 622
JIMMY DAWKINS: Fast Fingers DS 623
CHICAGO Ain‘t Nothin’ But A Blues Band:
(anthology from Atomic-H) DS 624
LUTHER ALLISON: Love Me Mama DS 625
BLUES PIANO ORGY (Anthology with Sykes,

Speckled Red, Otis Spann, etc.) DL 626
BIG JOE WILLIAMS:
Nine-String Guitar Blues DS 627

JUNIOR WELLS: South Side Blues Jam DS 628
MIGHTY JOE YOUNG: Blues with a touch of
Soul (w. Jimmy Dawkins) DS 629
ROBERT JR. LOCKWOOD: Steady Rollin Man
(with the Aces) DS 630
EDDIE VINSON: Kidney Stew is Fine, with
Jay McShann, T-Bone Walker... DS 631
ROOSEVELT SYKES: Feel Like Blowing My
Horn, with Robert Lockwood. DS 632
T-Bone WALKER: | Want A Little Girl DS 633
JIMMY DAWKINS: All For Business DS 634
JUNIOR WELLS: On Tap DS 635
J.B. HUTTO & THE HAWKS: Slidewinder,
with Lee Jackson DS 636
Edith WILSON & Little Brother Montgomery:
He May Be Your Man But He Comes To See Me
Sometimes. DS 637
OTIS RUSH: Cold Day In Hell DS 638
JUNIOR WELLS: Blues Hit Big Town DS 640

JIMMY DAWKINS: Blisterstring DS 641
OTIS RUSH: So Many Roads (Live) DS 643
JIMMY JOHNSON BAND:

Johnson’s Whacks DS 644
Recent PABLO Records. EACH $8.98
BENNY CARTER: In Japan 2308.216
JOHN COLTRANE: Paris Concert 2308.217

MARY LOU WILLIAMS: Solo Recital 1978
at Montreux Jazz Festival. 2308.218
LESTER YOUNG: At Olivia Davis's Patio
Lounge (1956) 2308.219
STEPHANE GRAPPELLI with Joe Pass, NHOP,
Live at Tivoli Gardens. 2308.220
JOE PASS/NHOP: Northsea Nights  2308.221
ART TATUM: Solo Masterpieces v.9 2310.835
MONTY ALEXANDER: In Tokyo 2310.836
JOE PASS & MILT JACKSON; Quadrant, with
Ray Brown & Mickey Roker. 2310.837
LOUIS BELLSON: Jam 2310.838
COUNT BASIE: Jam # 3 with Eddie Lockjaw
Davis, Joe Pass, Clark Terry, Benny Carter and

Al Grey. 2310.840
ZOOT SIMS & HARRY EDISON 2310.841
MILT JACKSON: Bag's Bag 2310.842

COUNT BASIE & OSCAR PETERSON: Night
Rider. 2310.843
SARAH VAUGHAN: | Love Brazil 2312.101
Paulinho DaCOSTA: Happy People 2312.102
Oscar PETERSON: The Silent Partner2312.103
JORGE BEN: Creole Girl 2312.104
CLARK TERRY: Ain't Misbehavin’ 2312.105
Z0OOT SIMS & RUNE GUSTAFSSON (guitar):

The Sweetest Sounds 2312.106
OSCAR PETERSON: Night Child 2312.108
JOE PASS (solo)

| Remember Charlie Parker 2312.109

ELLA FITZGERALD/COUNT BASIE

A Perfect Match 2312.110
SARAH VAUGHAN: Sings Duke 2312.111
Oscar PETERSON:

The Personal Touch 2312.113



This is a digital recording, $10.98:

COUNT BASIE: On The Road 2312.112

The following are 2-disc sets, each $15.98:

OSCAR PETERSON: London Concert (Royal
Festival Hall, 1978) 2625.111
OSCAR PETERSON: Paris Concert 2625.112

STEEPLECHASE Records — Now on fine U.S.
Pressings. EACH $10.98
TETE MONTOLIU Trio: Tete A Tete SCS 1054
ARCHIE SHEPP & HORACE PARLAN: Goin’
Home (duet, playing spirituals) SCS 1079
SHEILA JORDAN & ARILD ANDERSEN Duo:
Sheila SCS 1081
DOUG RANEY Quartet with Duke Jordan
‘Introducing Doug Raney’ SCS 1082
BUCK HILL (tenor sax) Quartet w. Kenny Bar-
ron, Buster Williams, Billy Hart. SCS 1095
JOHN McNEIL (tpt) Quintet: Embarkation w.
Bob Berg, Joanne Brackeen. SCS 1099
DUKE JORDAN Quartet w. Art Farmer

SCS 1103
JOHNNY DYANI Quartet: Song For Biko w.
Don Cherry, D. Pukwana, M. NtshokoSCS 1109
LEE KONITZ Nonet: Yes, Yes, Nonet w. Jimmy
Knepper, Hart, Williams, etc. SCS 1119
LOUIS SMITH Quintet: Prancin’ SCS 1121
CHET BAKER Trio: The Touch of your Lips w.
Doug Raney, NHOP. SCS 1122
Niels-Henning Orsted Pedersen Quartet: Dancing
on the Tables w. Dave Liebman, John Scofield
and Billy Hart. i SCS 1125
Walt DICKERSON/Sun RA ‘Visions' SCS 1126
KENNY DREW Trio: Ruby My Dear SCS 1129
JOHN McNEIL Quartet

The Glass Room SCS 1133

JIMMY & DOUG RANEY: Duets SCS 1134
DUKE JORDAN Trio: Change a Pace SCS 1135
DEXTER GORDON Quartet: Something Differ-
ent, with Billy Higgins, Philip Catherine, &
Niels-Henning Orsted Pedersen. SCS 1136

JAZZ BOOKS — the cost of postage & handling
is included in all of these prices:
HARDCOVERS:

STRAIGHT LIFE: The Story of Art Pepper

by Art & Laurie Pepper $19.00
TO BE OR NOT TO BOP: Memoirs

by Dizzy Gillespie with Al Fraser 20.45
MUSIC ON MY MIND: The Memoirs of an Am-
erican Pianist by Willie The Lion Smith & George

Hoefer; foreword by Duke Ellington. 22.50
BG On The Record; a bio-discography of Benny
Goodman by Connor & Hicks. 13.50
BIX: Man & Legend by Sudhalter & Evans
with chronology & discography. 19.50
OF MINNIE THE MOOCHER & ME by Cab
Calloway & Bryant Rollins. 11.45
PAPERBACKS:

BIRD: The Legend of Charlie Parker by Robert
Reisner. 8.95
THE WORLD OF SWING

by Stanley Dance 10.25
MUSIC IS MY MISTRESS

by Duke Ellington 7.85

FATS WALLER

by Maurice Waller & Anthony Calabrese  8.95
JAZZ MASTERS OF NEW ORLEANS

by Martin Williams 8.95
DUKE ELLINGTON In Person

by Mercer Ellington with Stanley Dance  7.85
THE JAZZ MAKERS (from Morton to Diz)

by Nat Shapiro & Nat Hentoff 8.95

SHINING TRUMPETS A History of Jazz

by Rudi Blesh 8.25
Music on my mind by Willie the Lion Smith

(as in hardcover above; Da Capo Press) 9.50
JAZZSHOTS: a photographic essay

by David D. Spitzer 11.95
THE GOLDEN AGE OF JAZZ

BY William P. Gottlieb 11.95
NOTES (8 pieces) source a new world music:
creative music by Leo Smith 4.00
THE JAZZ IDIOM by Jerry Coker 3.50
INSIDE JAZZ (Originally Inside Bebop)

by Leonard Feather 6.95
THE LEGACY OF THE BLUES; 12 bluesmen
by Samuel Charters 6.70
HONKERS & SHOUTERS: the golden years of
R&B, by Arnold Shaw 14.50
THE COUNTRY BLUES

by Samuel Charters 6.70
BLUES AND THE POETICSPIRIT

by Paul Garon 7.85

We also have many discographies in stock, plus
a large selection of jazz books & sheet music.

IMAGINE THE SOUND: a set of 12 jazz post-
cards by Canadian jazz photographer Bill Smith,
The cards are 4" X 6", printed offset on high
quality board, and published in alimited edition
of 500 sets. The photographs are of Dizzy
Gillespie, Joe Newman, Sonny Rollins, Miles
Davis, Charles Mingus, Duke Ellington, Max
Roach, Dexter Gordon, Don Byas, Thelonious
Monk, Milt Jackson, Rahsaan Roland Kirk and
Cannonball Adderley. Per set $5.00 postpaid.

LIFE DANCE: a book of poetry and art by
$5.00 postpaid.

OLIVER LAKE

Billy Bang Sextet

SWEET$SPACE, ,®

Frank Lowe-
tenor/Luther
Thomas-alto/
Butch Morris-
cornet/Curtis
Clark-piano/
Wilbur Morris-
bass/Steve McCall-
drums

"Truly unique are those who can
place their original ideas within
the framework of their personal
emotions--Billy Bang is such a
unique improvising musician."

--Frits Lagerwerff, Volkskrant

"I wish Billy Bang lived in my
neighborhood,"

AnimaProductions/231 E.Fifth Street, NewYork, NY 10003

$8.95 (USA & Canada) postpaid ($10.95 foreign)
Payment: Bank check, money order, International
Money order or draft in U.S. funds.

--Mark Weber, Coda
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RECORD REVIEWS

BLUE NOTE RECORDS

JIMMY SMITH
Confirmation
Blue Note LT-992

DONALD BYRD
Chant
Blue Note LT-991

WAYNE SHORTER
The Soothsayer
Blue Note LT-988

BOBBY HUTCHERSON
Spiral
Blue Note LT-996

DEXTER GORDON
Clubhouse.
Blue Note LT-989

JACKIE McLEAN
Consequence
Blue Note LT-994

HANK MOBLEY
A Slice Of The Top
Blue Note LT-995

LEE MORGAN
Sonic Boom
Blue Note LT-987

STANLEY TURRENTINE
New Time Shuffle
Blue Note LT-993

Blue Note was obviously one of the great jazz
companies, and recent years have found its
vaults yielding previously unknown delights.
The Liberty/United Artists conglomerate has
just released nine albums of previously unissued
Blue Note material from 1957-1967. These
recordings provide a cross-section of Blue Note's
activities during those years, and as such they
are valuable. The musical quality is uneven but
adequate; only one album is clearly poor. |
shall discuss them chronologically.

The Jimmy Smith album contains typical
jams on What Is This Thing Called Love, Con-
firmation, and Cherokee. The first and third
were recorded in August 1957; the second in
February 1958. The earlier date was Smith's
eleventh as a leader after his first recording for
Blue Note in February 1956. Perhaps the
company chose not to release this music in the
50s because of the amount of Smith material
already available.

Smith shows admirable restraint throughout
this album. He functions primarily as a member
of the rhythm section, soloing once on each
tune. Among the major soloists are the fuzzy-
sounding Curtis Fuller, George Coleman (on
tenor), Kenny Burrell, and the now-legendary
Tina Brooks showing the influence of Benny
Carter. Best of all--and the primary reason that
this is a successful album--is young Lee Morgan,
then a member of Dizzy Gillespie’s band, who
had made his first recordings in 1956. As
pleasing as his colleagues are, Morgan dominates
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these recordings. Brash and resourceful, he
clears the air, demands to be heard, and ex-
presses himself articulately. He was the first
significant new trumpeter after Clifford Brown.

Beginning in the late 1950s, Donald Byrd,
like Jimmy Smith, recorded frequently for Blue
Note. He was then a fine trumpeter whose
playing was enhanced by the quality of his
accompanying musicians. Baritonist Pepper
Adams was the perfect foil for Byrd, and the
two recorded together, off and on, from 1958
until 1961. This current album is representative
of their playing, although it is not quite as
effective as their best album recorded under
Adams’s name for Warwick in 1961.

This session from April 1961 has three tunes
per side, half of which are originals by Byrd or
Duke Pearson. As attractively as Byrd plays
here, Adams is the better soloist. His idiosyn-
cratic playing is especially appealing on I’'m an
Old Cowhand and Sophisticated Lady (on
which Byrd does not play). Herbie Hancock,
Doug Watkins,and Eddy Robinson lend rhythm
support; the young pianist solos regularly but in
a fairly predictable manner. Most obviously,
this album provides a bench mark by which to
measure Byrd’s decline in the last two decades.

The Wayne Shorter album was recorded in
March 1965, and it is mildly disappointing.
With Shorter (on tenor), Freddie Hubbard, and
James Spaulding; a rhythm section of McCoy
Tyner, Ron Carter, and Tony Williams; and
originals by Shorter, one naturally expects
considerable quality. The musicians demon-
strate energy and technique (especially on
Angola), but what results is generally uninspi-
red playing. Two cuts are vastly superior to the
other four, however. On Lady Day the tempo
isdown, and each player interprets — sensitively
and appropriately — this piece that suggests the
artistry of Billie Holiday. Similarly, on Sibelius’
Valse Triste, the group, more concerned with
nuance than pyrotechnics, once again performs
well. This is, finally, an uneven album.

If Shorter's up-tempo numbers are less
successful than his slow ones, the opposite is
true on Bobby Hutcherson's “Spiral.”” Jasper,
while hardly a flagwaver, moves energetically
and intelligently from beginning to end with
good solos by the leader, Freddie Hubbard, Sam
Rivers, and the composer Andrew Hill. Recor-
ded in April 1965, at Hutcherson's first date as
leader, this is the album’s best performance.

The remaining five tunes, all originals by
Hutcherson, Joe Chambers, Stanley Cowell, or
Harold Land, constitute an early manifestation
of the Hutcherson/Land alliance. Here they
favor, as they usually did, the impressionistic
and cool to the point of preciousness. While
pleasant enough, this material adds little to the
reputation of either Hutcherson or Land.

The Dexter Gordon is arguably the best of
these new releases. Recorded in May 1965,
the day before the New York session that pro-
duced Gordon's last Blue Note album, ""Gettin’
Around’. My own view is that his Blue Note
recordings decreased slightly in quality after
“A Swingin’ Affair” (1962), and ‘'Clubhouse”’
is essentially the caliber of ""One Flight Up”
(1964). Here Gordon is accompanied by Fred-
die Hubbard, Barry Harris, Bob Cranshaw and
Billy Higgins, all of whom play well, as does

the leader. The tunes range from a march
(Hanky Panky) to funk (Lady Iris B), but best
of all are two ballads, I'm A Fool To Want
You and Jodi, a Gordon original. This release
contains good performances by one of the most
important improvisors in all of modern jazz.

Jackie Mclean recorded regularly and well
for Blue Note both as a leader and as a side-
man. This new album, from December 1965,
has him at his best in the hard bop idiom. Part
of the reason for his success must go to Lee
Morgan, who is inspired throughout. These two
prod each other to considerable heights, with
McLean usually soloing first. Annotator Larry
Kart observes correctly that Bluesanova and
Consequence are the album’s best perform-
ances, and | would add this this album is wel-
come if only for Morgan'’s soloing on the former
tune. Tolypso is an attractive calypso, and
Vernestune is hard bop at its best. Harold
Mabern, Herbie Lewis and Billy Higgins sup-
port MclLean and Morgan well, with Mabern
taking an occasional solo.

Another Blue Note regular was Hank Mob-
ley, a musician from whom nothing has been




heard for some time. Like McLean, Mobley
surrounded himself with good musicians, and in
this new release, recorded in March 1966, he
fronts an octet that includes James Spaulding,
Lee Morgan and McCoy Tyner. Mobley is the
major soloist, although he permits others con-
siderable solo space. An Oriental flavour per-
vades several of the tunes, with the unlikely
Cute ‘N Pretty being the most attractive of
them. Also noteworthy is Hank’s Other Bag.
Played up tempo, it features a weak solo but
good accompaniment by Tyner and inspired
work by the leader and Morgan. There’s A
Lull In My Life is all Mobley; he offers a
masterful interpretation of this lovely standard.
This album is a welcome addition to the
Mobley discography.

On ""Sonic Boom"’, recorded in April 1967,
Lee Morgan, Fathead Newman, and Cedar
Walton are the major soloists. The leader is, as
always, technically adroit; Newman's funkiness
is precisely the foil that Newman desired; and
Walton, obviously influenced by Horace Silver,
fits comfortably with the others and emerges as
the date’s most impressive soloist.

Five of the six compositions are Morgan's.
They are uniformly undistinguished frames for
funky hard bop. The most rewarding perform-
ance is on the only standard, /’/l Never Be The
Same, on which Newman does not play. The
tempo is down, the mood is sedate, and Morgan
and Walton are in top form. Morgan appears to
great advantage on several of these Blue Note
releases but, strangely, his own date constitutes
his least impressive outing.

Stanley Turrentine’s album is, as might be
expected, the weakest of the nine here under
review. Featuring arrangements by Duke Pear-
son, Turrentine’'s two 1967 dektettes plod
through seven tunes ranging from a fairly sen-
sitive Here’s That Rainy Day to an acceptable
Return Of The Prodigal Son to a trite Ain’t
No Mountain High Enough. This album mainly
documents Turrentine’s declining powers and
should not have been issued.

While not one of these nine releases con-
tains consistently great music, there is enough
quality to warrant issuing all but Turrentine’s
album. Blue Note has unearthed some super-
lative Lee Morgan, a welcome Dexter Gordon
date, and some other surprises. One hopes that
other such recordings may be located and releas-
ed. — Benjamin Franklin V

CANADIAN ENSEMBLES

New Orchestra Quintet
Up ‘Til Now
New Orchestra Records NOR 001

Paul Cram - alto and tenor saxophones; Ralph
Eppel -trombone and euphonium; Paul Plimley -
piano; L.S. Lansall-Ellis - bass; Gregg Simpson -
percussion.

10 X 10; Up ‘Til Now, Terminal Shift; Delicate
Chestnut Roll.

Bill Smith
Pick A Number
Onari 004

Bill Smith - soprano and sopranino saxophones,
alto clarinet; David Lee - bass, cello; David
Prentice - violin.

Up (A Love Song) For Captain Robot; Little
Boo, Bones & Giggles, Interludes.

The state of improvising ensembles in Canada
is well represented by these two recordings.
The two main strains that run through these
performances are an avid assimilation of planet-
wide activity and an interfacing and/or appo-
sition of composition and improvisation. Where
these recordings differ is in the cogency of the
material and the ability of the musicians to
forward their ideas without peril to the ensemb-
le effort. In these respects, Bill Smith’s trio
(formerly the New Art Music Ensemble -
N.A.M.E.) fares better than the New Orchestra
Quintet. While the N.O.Q. seems to take more
daring conceptual and structural risks, the ab-
rupt juxtapositions and flaring tangents that
punctuate “Up 'Til Now' have generally less
effect than the deliberate thematic develop-
ments of ““Pick A Number”. L.S. Lansall-Ellis’
710 X 10 is an immediate example of how the

photograph of Lee Morgan and Art Blakey by Gerry Bahl

various jazz and new music components used
falter in building a synergistic whole. Conspic-
uously absent is the emotional consistency of
Smith’s Interludes, a side-long excursion that
bears the imprint of Anthony Braxton, to whom
the piece is dedicated.

Despite this problem, “"Up ‘Til Now'’ reveals
the New Orchestra Quintet as five able voices
that occasionally coalesce for an exceptional
performance. Paul Plimley’s Delicate Chestnut
Roll is such a performance. After an engaging
freebop ensemble passage, Paul Cram delivers
some tough tenor, supported incessantly by
Lansall-Ellis and drummer Gregg Simpson. A
smooth transition into a solo piano passage
finds Plimley ruminating with such verve that
his ample borrowings from Cecil Taylor go
unnoticed. Ending his solo on tranquil turf,
Plimley then leads the quintet through a sar-
donic passage that draws from Charles Mingus
and Roscoe Mitchell’s O/d. Solid solos from
trombonist Ralph Eppel and Lansall-Ellis ensue
before the infectious opening passage wraps
things up.

Given Bill Smith’s editorial predilections
over the years, is is not surprising that ""Pick A
Number’ is far-reaching in concept and well-
centered in performance. While the music of
this formidable trio is shorn of the traditional
rhythmic basis of jazz it has the momentum
and immediacy of jazz that is primarily defined
by rhythm. Written for Steve Lacy, who has
purveyed this type of music for so many years,
Captain Robot is a fine vehicle for the trio to
explore both lead/support and collective areas
of improvisation, as it circumvents the rough-
edited feel of the N.O.Q.’s assemblages. Smith’s
sopranino follows, for the most part, Lacy's
splicing of short bursting phrases and longer
undulating passages. As part of an impressive
recording debut, violinist David Prentice seem-
ingly descends from the stratosphere with pure
tone and a sure sense for the well-placed phrase:
his duet with Smith at the end of Bones &
Giggles is excellent. Adding gravity and nuance
to the piece, bassist/cellist David Lee intermit-
tently propels the music with a dark rumbling
that is brisk and elastic; Lee also puts in an
exceptional performance (on cello) on Bones &
Giggles.

These promising first recordings suggest that
much of this activity in Canada is realized on a
collective basis. Certainly, most of the finer
moments on both albums — sections of Terminal
Shift and the forementioned Bones & Giggles —
occur when the collective basis is most evident.
It is much too early to tell from this vantage if
the differences in ideas and projections on these
two albums stem only from the individuals or if
the same kind of geographical factors that have
shaped the music in the U.S. and Europe are
also at play here. And, except for the recent
extended visit of saxophonist Maury Coles to
the N.O.Q.’s home turf of Vancouver, there is
little to indicate that the itinerancy prevalent
in the U.S. and Europe exists in Canada be-
yond domestic touring. Subsequently, the de-
velopment of a Canadian music will suffer and
gain from relative isolation. Not that this
isolation is apparent on these recordings. In-
stead, these recordings seem to have benefited
from the growing internationalism of the mus-
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STEVE LACY
CLINKERS 1977

Solos

hat Hut F

STEVE LACY
STAMPS 1977/78
with Steve Potts, Iréne Aebi, Kent Carter and
Oliver Johnson

hat Hut K/L

JOE McPHEE
GLASSES 1977
Solos and a duet with Reto Weber

hat Hut P

ic, especially Smith’s. What would seem to be a
pertinent task for Canadian musicians at this
point would be to enter the international arena
and let the seeds sown at home bear fruit in
other lands: Americans, especially, have a long
tradition of this. Already possessing the ideas
and musicianship that are the prerequisites, the
N.O.Q. and the Smith/Lee/Prentice Trio are at
that point where they should journey and bring
home a Canadian music. — Bill Shoemaker
(Both of these records are available from Coda;
in addition, NOR 001 is distributed by Black
Swan Records, 2936 W. 4th Avenue, Vancouver,
B.C. V6K 1R2 Canada, from which single copies
are available for $7.00 each postpaid).

BOY EDGAR

Music Was His Mistress
BVHAAST 022

Boy Edgar is a Dutch pianist/arranger who
salutes the spirit and inspiration of Duke Elling-
ton in this Ip. Like other post-imitation Euro-
pean bands (Clarke-Boland, Alpine Power Plant)
the personnel is a mixture of European and
American musicians who display their constant
dedication to the concepts of big band jazz
playing. Benny Bailey, Dizzy Reece, Slide
Hampton, tenor saxophonists Toon van Vliet
and Fred Leeflang, Johnny Griffin and Art
Taylor are among the featured soloists. But it
is really the writing and playing of the band
which is the dominant entity of this recording.

Side one is an evocation of Ellington through
reworkings of many of his themes. It begins
with a gorgeous solo by tenor saxophonist Toon
van Vliet on In A Sentimental Mood which sets
the mood and feeling of the music. An unusual
but important contribution to the sound of this
band is the manner in which Boy Edgar has
incorporated the voice of Gerrie van de Klei
into the ensemble sound of the band as well as
in a more conventional vocal framework. The
muse of Ellingtonia is explored through the
familiar as well as the unusual. Who would have
thought to utilise T.G.T.T. (Too Good To Title)
from the second Sacred Concert or an orches-
tration of Paul Gonsalves’ tenor solo on Ready
Go?

Side two is a seven-part suite celebrating the
unlimited inspiration available to the musician
in the ideas and philosophy of Duke Ellington.
Music Is My Mistress begins with the indelible
stamp of Ellingtonia through the resonant sound
of Gijs Hendricks’ baritone sax. Like so many
of Ellington’s suites it is episodic in content
rather than being a continuous whole. But there
is room for dramatic and tender solos by many
of the musicians.

Big band recordings which are full of the
spirit and feel of jazz are becoming fewer today.
This is one to keep. — John Norris

CHICO FREEMAN

Spirit Sensitive
India Navigation IN 1045

Freeman, tenor saxophone; John Hicks, piano;
Cecil McBee, bass; Billy Hart, drums (Don Moye
drums on Don‘t Get Around Much Anymore)

Autumn in New York/ Peace/ A Child is Born/
It Never Entered My Mind/ Close to You Alone/
Don’t Get Around Much Anymore
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Except for David Murray, Chico Freeman is the
most talked-about tenor saxophonist to emerge
in the last few years. As the son of Chicago
tenor legend Von Freeman and a product of the
A.A.C.M., Freeman has had much more of an
immediate tradition to carry on than most
musicians. An album of old and new ballads,
then, comes as little surprise, as Freeman’s
passion for the tradition is traceable throughout
all of his recorded work. What is occasionally
astonishing about the album is that Freeman,
who is in his early thirties, plays with the
authority of a player with thirty years experi-
ence with the idiom. Subsequently, “Spirit
Sensitive'’ is a highly refined yet rawly inspired
romantic statement.

As on Freeman's previous two India Naviga-
tion albums, the core of the interplay is
between Freeman and bassist Cecil McBee. The
duet version of Autumn in New York is
characteristic of how the two musicians evoke
and sustain an emotional framework by shadow-
ing each other’s phrases and allowing each other
the space to let their respective ideas resonate.
Another fine example of this is in the opening
and closing duet passages of the magnificent A
Child is Born, where they magnify the wond-
rous feeling of suspension, inherent in the
material.

The heralding of grand tradition permeates
every note on the album, but nowhere on the
album is the music as regal as on [/t Never
Entered My Mind. Pianist John Hicks's use of
voicings, sweeping chromatic runs and pedaling
is artful in its manipulation of conventional
accompaniment techniques. Freeman’s state-
ment of the theme is seamless. His tone is never
too breathy or too brittle. The contours of his
solo are sleek and brimming with imagination.
There is perfect support from McBee and drum-
mer Billy Hart. The tag is breathtaking. Six
timeless minutes of music that never enters the
mind but goes directly to the spirit.

— Bill Shoemaker

ANDREW HILL

Nefertiti
Inner City IC 6022

Andrew Hill, piano; Richard Davis, bass; Roger
Blank, drums.

Blue Black, Relativity,; Nefertiti; Hattie; Mud-
flower, Unnatural Man.

Andrew Hill's various ensembles, instrumentally
passionate and structurally poised, as they were
recorded by Blue Note Records, are among the
joys of jazz over the last two decades; how-
ever, Hill has always been a prolific artist in
addition to a conscientious one, and Blue Note
apparently has hours of excellent material in
their vaults which we’'ll probably never get to
hear — in fact, those albums which were re-
leased are becoming rarer by the minute.

Since leaving Blue Note, however, Hill's
work has been treated even more shabbily by
the record industry, with only occasional ses-
sions surfacing on SteepleChase or Arista.
Therefore it's characteristic of Hill's recording
career that we've had to wait four years to
hear this strong date, as Inner City only rec-
ently rescued it- from the inaccessibility of
Japan’s East Wind label.

Like the truly great pianists — Monk, Mor-
ton, and Taylor among them — Hill's instru-



mental sensibility cannot be divorced from
structural concerns, and as a result his unevenly
phrased bar lengths, metrical effects, and stut-
ter-step articulation serve to raise the six per-
formances on “"Nefertiti’’ above the often mono-
chromatic level of most piano trios. Of course,
having Richard Davis’ pugnacious bass probings
and Roger Blank’s percussive aplomb in tow
helps considerably. But for the most part this
is Hill’s show, and his playing is expressive and
emphatic throughout.

A few highlights. Blue Black is the longest
cut at fourteen minutes, and begins with a long,
rubato-full solo piano introduction so engros-
sing that the shocking entrance of bass and
drums is positively orchestral. Hill's use of
repetition in Relativity seems at first prag-
matic, jumbled, haphazard, but eventually al-
lows intriguing interruptions of mood and
elliptical phrase constructions to emerge. In
Nefertiti Davis states the pensive, plaintive
theme arco, with a bitter edge to his tone,
backed by Hill’'s ornamental fills. Eventually
the pianist’s rich harmonic elaborations vie for
your attention, and with the incorporation of
Blank’s articulation of the rhythmic compon-
ent of the theme the music becomes a mosaic
interaction of three equal parts.

Hattie features an optimistic bounce which
contrasts effectively with the sombreness of
the previous piece, while Mudflower is craftily
designed to juxtapose three speeds — the piano
suggesting half-time against the drummer’s fast
6/8 chiming and the bassist somewhere in be-
tween, causing unpredictable and curious ac-
cents. Hill’s right hand phrasing and chord
punctuation is oblique — occasionally straight-
forwardly rhapsodic and Tyner-like, then Monk-
ishly random and disjointed.

""Nefertiti’’ is not Andrew Hill’s best album —
| for one especially enjoy his writing for two or
more horns — but there is a great deal more
creativity going on here than in the majority
of new releases. | for one hope that we don’t
have to wait four years to hear his next musical
offering. — Art Lange

BILL HOLMAN

The Fabulous Bill Holman
Sackville 2013

Airegin/ Evil Eyes/ You And I/ Bright Eyes/
The Big Street. Recorded April 25, 1957.

Bill Holman, tenor sax, arranger/composer;
Al Porcino, Ray Linn, Conte Candoli, trum-
pets; Stu Williamson, trumpet/valve trombone;
Bob Fitzpatrick, Ray Sims, Lew McCreary or
Harry Betts, trombones; Charlie Mariano, Herb
Geller, alto saxes; Charlie Kennedy, Richie Kam-
uca, tenor saxes; Steve Pelrow, baritone sax;
Lou Levy, piano; Max Bennett, bass; Mel Lewis,
drums.

Originally released on Coral in 1957, this is a
near definitive example of the more swinging
aspects of the West Coast school. Holman,
already a veteran of the Stan Kenton band,
was and is a highly respected writer, but he
was also an above average tenorman, as his
frequent solos here will indicate. Ostensibly a
"brother”, Holman credits many saxophonists
as having influenced him, but based on aural
evidence alone, it is the Lester Young line,
with Zoot Sims and Al Cohn at the helm, that
is the most prevailing. In spots, though, a

creeping Rollinsism may also be noted.

Holman did all of the charts as well as
contributing three originals, Evil Eyes, Bright
Eyes, and the seventeen-minute three-part suite,
The Big Street. Besides the leader’'s own play-
ing, the various tracks also offer extensive solo
work by Candoli, Williamson, Sims, Mariano,
Geller, Kennedy, Kamuca, Levy, and Bennett.
And while each of the altomen disport them-
selves commendably, with Geller having the
slight edge, it is Kamuca, in his exchanges with
Holman on the final part of The Big Street,
who ultimately emerges as the most pleasing of
the saxophonists. Candoli, expectedly, is in a
Gillespie bag, but Zoot's brother Ray may sur-
prise with his laudable impersonation of Bill
Harris.

This is not the most important big band
record of the "50s, but it does serve to counter
the notion that all West Coast jazz was either
limp and pallid or stuffed with pretension.
Holman’s writing — clean, forthright, and swing-
ing — reflects equal parts Basie and bop, and,
as such, aspires to no other heights than those
common to all straight ahead jazz.

— Jack Sohmer

HONEYDEW RECORDS

BEN WEBSTER

Layin’ Back With Ben — Volume 1
Honeydew HD-6606

Perdido/ My Romance/ Lover, Come Back To
Me/ Danny Boy/ On Green Dolphin Street/ Go
Home.

Ben Webster, tenor sax; Michael Renzi, piano;
Bob Pettrutti, bass; Joe Veletri, drums.

Layin’ Back With Ben — Volume 2
Honeydew HD-6607

Bye, Bye, Blackbird/ Lover, Come Back To
Me/ My Romance/ Wee Dot/ Sometimes I’'m
Happy/ How Long Has This Been Going On?/
Embraceable You/ The Theme. Note: '‘Lover,
Come Back'' and My Romance are different

" versions from those on Volume 1.

Same personnel.

BOBBY HACKETT

Butterfly Airs — Volume 1
Honeydew HD-6617

The Good Life/ Take The A Train/ You Step-
ped Out Of A Dream/ Poor Butterfly/ Satin
Doll/ How High The Moon/ Poinciana.

Bobby Hackett, cornet; Sir Charles Thompson,
piano; Benny Wheeler, bass; Ed Polito, drums.

Butterfly Airs — Volume 2
Honeydew HD-6618

Sweet Georgia Brown/ You Do Something To
Me/ How High The Moon/ As Long As He
Needs Me/ | Left My Heart In San Francisco/
Exactly Like You/ Perdido.

Same personnel.

Tin Roof Blues
Honeydew HD-6620

On Green Dolphin Street/ Cherokee/ You
Stepped Out Of A Dream/ After Today/ Emily/

hat Hut Rcords

PHILLIP WILSON
ESOTERIC 1977/78
Solos and duets with Olu Dara

hat Hut Q

ANDRE JAUME
SAXANIMALIER 1978

Solos

hat Hut R

DAVID MURRAY
3D FAMILY 1978
with Andrew Cyrille and Johnny Dyani

hat Hut U/V
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PIRTH oF A BEING

DAVID S. WARE
BIRTH OF A BEING 1977
with Gene Ashton and Marc Edwards

hat Hut W

IRENE SCHWEIZER/
RUDIGER CARL
THE VERY CENTRE OF MIDDLE EUROPE 1978

hat Hut X

SIMMY LY0Ns

FrwMY LYONS.
YR

hat Hut Y/Z/Z

JIMMY LYONS

PUSH PULL 1978

with Karen Borca, Hayes Burnett,
Muneer Bernard Fennell and Roger Blank
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Sweet Georgia Brown/ Jitterbug Waltz/ How
Deep Is The Ocean/ Tin Roof Blues.

Bobby Hackett, cornet; Dave McKenna, piano;
Bob Daugherty, bass; Ron Lundberg, drums.

A recent entry, Honeydew's catalog of live per-
formances is small but provocative, and in-
cludes, in order of sequence, one album by
Nina Simone, four by Elvin Jones, three by Ben
Webster (one of these leavened by the presence
of singer Carol Sloane), two by Dave Schild-
kraut and Tony Fruscella, two by Joe Newman,
two by Dave McKenna and Wilbur Little, two
by Pee Wee Russell, three by Bobby Hackett,
and one each by Dizzy Reece and Vera Auer.
An odd collection of labelmates, to be sure,
but Webster would appear to be the biggest
potential seller. And even considering the vast
gulf between the world-renowned tenorman and
the local rhythm section accompanying him,
a surprising amount of good music takes place.
Recorded at a club in Pawtucket, Rhode Island,
immediately before his exodus to Europe, this
material finds Webster in excellent shape, wheth-
er he be swaggering his massive way through a
familiar repertoire of standard swing tunes or
caressing, as with a bear’s paw, the limitless
beauty of his favorite ballads. The rhythmen
neither impede nor inspire; they are simply
there. So, for all intents and purposes, Webster
is the whole show.

Not so with the Hacketts, though, for at
least on "“Tin Roof Blues”, the eminent cornetist
is matched with a pianist of commensurate
ability and flawless discernment. Indeed, Mc-
Kenna is featured even more than Hackett on
this album, for four of the tunes — Cherokee,
J)'tterbug Waltz, How Deep Is The Ocean, and
his own After Today— are devoted to solo
piano. However, Hackett more than justifies
his presence by his work on the remaining
titles, with Sweet Georgia Brown being an espec-
ial highlight. The rhythm section is both crisp
and comfortable. On the other two albums,
though, Hackett finds himself with different
and less interesting players. Sir Charles Thomp-
son is an acceptable Basie cum bopper in his
own right, but, unfortunately, he lacks either
the breadth or the willingness to fulfil his role
as Hackett's accompanist.  Correspondingly,
the music fails to jell and even Hackett sounds
dispirited.

There is an abundance of surface noise on
the Honeydews that have come this way, but
not so much as to obscure the music. They
can be obtained through Zim Records, P.O.
Box 158, Jericho, N.Y. 11753. — Jack Sohmer

INTERPLAY RECORDS

The Interplay label is one of the small indepen-
dent record companies currently making an
important contribution to jazz music. A major
focus of Interplay has been directed toward
piano players.

Al Haig is featured on two trio dates, both
of which were recorded in 1977. Al Haig —
“A Portrait of Bud Powell” —Interplay 7707 feat-
ures five tunes written by Powell plus one tune
written by Benny Harris (Reets and 1), but
recorded by Bud. Haig is joined on this date by
Jamil Nasser on bass and Frank Gant on drums.
Al Haig — “‘Serendipity’’ — Interplay 7713 has
compositions by Miles Davis, Dizzy Gillespie,
Benny Golson, Duke Ellington, Cole Porter plus
one Haig original. On this outing Jimmy
Wormsworth replaces Frank Gant on drums.

Both records are well worth buying if your
taste runs, as mine does, to be-bop piano play-
ers. Haig treats the listener to swinging yet
lyrical playing topped off by his delicate touch
on the instrument. | would like to see Al more
as a sideman on record dates with horn players.
He has always been superlative in that role. If
pushed to pick my favorite of the two Haig LPs,
my choice would be “"Serendipity,”” but only by
a slight margin.

Another welcome artist given two albums is
Claude Williamson. A mainstay of the so-called
West Coast jazz scene of the 1950°s, Williamson
faded from public view during the 1960's and
most of the 1970’s. Claude Williamson — ““Holo-
graphy’’ — Interplay 7708 is a solo performance,
while Claude Williamson — ‘“New Departures’” —
Interplay 7717 teams Claude up with the mar-
velous Sam Jones on bass and Roy Haynes on
drums.

In his earlier recordings, | heard a more
direct Bud Powell influence in Williamson's
playing. Some of that still remains, but a liberal
dash of Hampton Hawes has been added. |
don’t want to suggest that he is an imitator,
but rather that his influences have left a mark
on him. In fact, | like Williamson's playing
very much. He has a harder, more percussive
approach to the instrument and is more bluesy
as well. Again | can recommend both records.

Freddie Redd is one of the more underrated
jazz piano players. He has been around for
some time and recorded some good music for
Blue Note in 1960. He has also recorded for
Riverside plus some fine albums on French and
Swedish labels | am fortunate to have in my
collection. This December 1977 date Freddie
Redd — “’Straight Ahead’’ — Interplay 7715 dem-
onstrates Redd’s originality and depth. He gets
into the music rather than glosses over the
surface the way many other better known per-
formers often do. Bassist Henry Franklin and
drummer Carl Burnett round out the trio on
what is a very enjoyable recording.

| am still trying to figure out why Joe
Albany has received so much praise in the jazz
press in recent years. | have heard most of his
records and have not been at all impressed fav-
orably by them. However, in Joe Albany —
“Bird Lives' — Interplay 7723, recorded in Jan-
uary of 1979, | finally have an Albany record |
consider reasonably pleasurable. The major
difficulty seems to be with Albany’s rhythmic
conception. He moves around the beat, some-
times ahead of it, sometimes right on it, while
other times lagging behind it -- and all in the
same solo! This can create the impression of an
amateurish musician who could stand a lot of
woodshedding. Nonetheless, on this record he
has it more together than any other since his
return to the scene a few years back. | am
reminded in places of EImo Hope without the
blues feeling with which some of Hope's best
work was imbued. That comparison is meant as
a compliment. | would like to think that one
day Joe Albany will be able to put it all to-
gether and give us a record up to the level of
the critical praise he hasprematurely received.

Lou Levy has been a.solid journeyman jazz
piano player for many years. He has played
and recorded with a wide range of musicians
and can be counted upon to acquit himself
well in any situation. The few records he
recorded as a leader, though,,were all rather
mediocre. Lou Levy — ““Tempus Fugue-1t"”" —
Interplay 7711, easily surpasses his previous
efforts. Joined by Fred Atwood, bass and
John Dentz, drums Levy has recorded a tasty



trio album with all hands turning in sparkling
performances. The choice of tunes was excel-
lent, as seems to be the case on almost all the
Interplay releases. We get Bud Powell’s title
track plus Coltrane’'s Countdown, Bill Evans’
Very Early and Johnny Mandel's Emily, to
mention a few.

The final pianist in this batch is Sal Mosca.
| first became tuned into Mosca's playing
when | heard him back in the middle '50s
on the classic Lee Konitz-Warne Marsh Atlantic
recording. Following that, he played beautifully
on one side of the Konitz quartet LP “Inside
Hi Fi’" also on Atlantic, and the Verve quintet
led by Konitz entitled “Very Cool"”.. Later
bassist Peter Ind put out some Sal Mosca mater-
ial on his Wave label. Mosca is a Lennie
Tristano disciple, but | have always preferred

Sal’s playing to Lennie’'s — | find a bit more
emotional warmth from Mosca. ‘’Sal Mosca
Music” — Interplay 7712 is actually closer to

Tristano than was true on his Wave recordings.
As a result | prefer the Wave sessions, but with
so little music available by Sal Mosca this solo
recording takes on a greater importance. | hope
Mosca gets recorded far more frequently in
the future.

The one vocal record in this grouping is
June Christy — “Impromptu’’ — Interplay 7710.
The most glaring problem with this record is
the terrible surface noise on the disc. Most of
the Interplays have good pressings, but a few
are poor, with this easily the worst of the
bunch. Musically it is pleasant enough, but
not much more than that. The supporting
musicians include Christy’s husband Bob Coop-
er, the late Frank Rosolino, Jack Sheldon,
Lou Levy, Bob Daugherty and Shelly Manne.
June has intonation difficulties in spots and
the session, while unlikely to offend anyone,
won't excite anyone either.

This next Lp, however, is one to place at
the very top of your want list. Art Pepper —
“Among Friends’” — Interplay 7718 is a beau-
tiful listening experience. Pepper is reunited
with Russ Freeman on piano, and Frank Butler
on drums. Bassist Bob Magnusson is the one
relatively new face. The whole band was in-
spired on September 2, 1978 when this music
was recorded. For my money, this is Art Pep-
per’'s best record since his return a few years
ago. Perhaps the title indicates the reason
why? The music is straight ahead, swinging
bop with four creative, together musicians at
the peak of their artistry. As Interplay seems
to take pride in recording overlooked bop piano
players, | hope they give Russ Freeman the
nod sometime. He sure sounds good here.
By no means should you let “Among Friends"’
slip through your fingers.

| have ambivalent feelings about the trumpet
playing of Ted Curson. At times he is a highly
incisive, creative player, while at other times he
sounds slightly out of tune and seems to be
struggling to master his instrument. The two
records under review here illustrate both sides
of the equation. Dizzy Reece and Ted Curson —
"“Blowin’ Away’’ — Interplay 7716 is as the
title suggests, a jam session with two trumpets
and rhythm section. Claude Williamson, Sam
Jones and Roy Haynes make up a wailing
rhythmic support team and have one delicious
track to themselves. The trumpets each have
one track in a quartet setting. The remaining
three tracks include the full quintet. On the
quintet numbers, Dizzy Reece cuts Curson to
pieces. Reece, who originally hails from Jamaica,
deserves far more recognition; his solos here

are fluent, interesting and swinging. Had an-
other horn player replaced Ted Curson on this
record it would have been one hell of an
album. However, Curson’s aforementioned
problems crop up so regularly on this recording
that the general quality of the LP suffers.

Ted Curson — ““The Trio" — Interplay 7722
shows off the positive side of Curson’s talents.
It may be that Curson was just having a good
day on this date, but | suspect there is another
explanation. This is a pianoless session with
only a bass and drums for support, so Curson
had fewer harmonic parameters to restrict him.
This is also less of a traditional be-bop record
than the date with Reece, and the confidence
Ted exudes in this format strongly suggests he
feels far more at home in this sort of context.
Roy Haynes is back again on drums and fits
just as well as he did on the quintet session.
Bassist Ray Drummond was with Thad Jones
and Mel Lewis for a while and most recently
has been travelling with Johnny Griffin. Enter
his name to the rapidly expanding list of ex-
cellent jazz bass players.

It is a shame that more jazz musiciansdon’t
take up the baritone saxophone. It is a rich,
full-throated, expressive instrument. In the
hands of the right person it can produce
exciting and beautiful music. Yet for all that,
we have only a few top-flight baritone players.
One of the best is Nick Brignola. After Nick's
wonderful Bee Hive recording with Pepper Ad-
ams, ‘‘Baritone Madness'’, people began to sit
up and take notice of this fine musician. This
makes Nick Brignola — “New York Bound’ —
Interplay 7719 not a bad record, but a disap-
pointing one. The problem is that out of the
six tracks that go to make up this L.P. only
one features Brignola on baritone sax. On
the remaining five tunes we get to hear Nick
play flute, soprano sax, alto sax, etc. He
plays all these horns well enough, but it is
on the baritone sax that he is an important
voice. | hope that in the future he decides to
focus more of this attention on the big horn.

Warne Marsh is perhaps one of the most
purely creative jazz musicians now playing.
His biggest weakness is in the area of dynamics.
Almost everything he plays is at one dynamic
level. Sometimes when listening to Marsh |
compare the experience to listening to someone
tell a story in a monotone voice. While the story
is interesting, the storyteller never varies his
voice. He never raises it or lowers it.. After a
while, no matter how interesting the story,
boredom can begin to creep in. As a result,
although | enjoy Warne Marsh’s playing very
much, | wouldn’t want to listen to many
Warne Marsh records one after the other.

On Warne Marsh — "Warne Out’’ — Interplay
7709, Marsh plays at one of his creative peaks.
Each time | have listened to this record | have
become increasingly positive in my reaction to
it. Side one is a trio with Jim Hughart and
Nick Ceroli on bass and drums respectively.
On side two we have a quartet, but one made
up of only three musicians. Through the “magic”
of overdubbing we are treated to two Warne
Marsh’s on two of the three tracks. While | am
usually a bit skeptical of that sort of thing, |
must honestly admit that on this record it
turned out very well. It would likely have
been less successful had it been done on every
tune. But using it on only two of the six
tracks adds just the right touch of variety to
the recording. This is a highly recommended,
artistic jazz album.

Bill Perkins — “‘Confluence’ — Interplay

hat Hut Records
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with André Jaume, Jean-Charles Capon,
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STEVE LACY

STEVE LACY/THE WAY
with Steve Potts, Iréne Aebi, Kent Carter
and Oliver Johnson

The first complete recorded performance
of TAO; live January 23,1979/Basel
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7721 is another record that required numerqus
listening sessions before | was able to firm up
my thoughts.

In this situation | had to break through my
preconceived expectations. Ever since | first
heard Bill Perkins blowing his Pres inspired
tenor back in 1955 | have been a committed
fan of his. The sound that he can coax from
the tenor saxophone is something very special
indeed.

Yet on this recording, his tenor playing is
not really featured. The major solo work comes
from the magnificent Pepper Adams on baritone
saxophone. Other soloists are Gordon Goodwin
on tenor sax and Lou Levy on piano. Perkins
plays flute and baritone sax as well as tenor.
No arranger credits are given but they should
have been, as the arrangements add a great
deal to the success of this album. Bob Mag-
nusson’s bass, and Carl Burnett’'s drums lend
the perfect foundation to what is a highly en-
joyable musical experience. Once | got over my
initial disappointment in finding so little of that
gorgeous Perkins tenor playing, | discovered a
very nice record has been released nonetheless.
| am still hoping for Interplay or some other
record company to give us a Bill Perkins tenor
record. (A Japanese label has recently issued
an excellent new quartet recording featuring
Perkins’ tenor, but it is not readily available in
North America).

In summary, Interplay has done a good job
thus far in producing jazz records for those
who want their jazz pure and untainted by
commercial elements. We owe a debt of grati-
tude to small labels such as Interplay. They
play a critical role in keeping alive the music
performed by numerous jazz rausicians, repre-
senting a broad range of styls, who would
not have the opportunity to 1 cord were it
not for labels such as Interplay.

— Peter 5. Friedman

RECENT RELEASES

JIM BEEBE'S CHICAGO JAZZ
‘Saturday Night Function’ Delmark DS-218
“Technically accomplished players with usually
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good solo ideas, but ensemble balance does not
sufficiently favor horns and too many tracks are
conceived as superficial tourist-type Dixieland."”
— Tex Wyndham
J.J. JOHNSON
‘Pinnacles’
HAROLD OUSLEY
‘Sweet Double Hipness’
CHARLIE EARLAND

Milestone 9093

Muse MR 5141

‘Infant Eyes’ ” " 5181
EARL & CARL GRUBBS - The Visitors
‘Neptune’ o " 5195
VIC JURIS

‘Horizon Drive’ " " 5206

‘GREAT NAMES IN JAZZ'
Sampler w. Gerry Mulligan, Teddy Wilson, Joe
Venuti, others.... Chiaroscuro CR 2017

JOE THOMAS

‘Flash’ 5" 2018
STEPHEN ROANE

‘Siblings’ Labor 2

(Labor Records, P.O. Box 1262, Peter Stuyves-
ant Station, New York, N.Y. 10009 USA)

AL GREY

‘Grey's Mood’
ARTHUR BLYTHE
‘In The Tradition’ Columbia JC 36300
JOHN LEWIS & HANK JONES

‘An evening with two grand pianos’

. Little David 1079
JOHN ABERCROMBIE, Beirach, Mraz, Donald.
‘Abercrombie Quartet’ ECM-1-1164
OREGON

‘In Performance’

THE RAINIER JAZZ BAND
‘Back to Sacramento’ Topaz 1218
ROSWELL RUDD-GIORGIO GASLINI Duo
‘Sharing’ Dischi Della Quercia Q 28007
ANITA O'DAY

‘Live at the City’ Emily 10/24/79
(Emily Records, P.O. Box 123, North Haven,
Connecticut 06473 USA).

ERNESTINE ANDERSON

‘Sunshine’ Concord CJ-109
'HELIOCENTRIC’ Discovery 806
BEAVER HARRIS 360 Degree Music Experien-
ce: 'Beautiful Africa’ Soul Note SN 1002
JEROME COOPER - Solo percussion

‘The Unpredictability of Predictability’AT-1002
(About Time Records, 207 W. 106th Street,
New York, N.Y. 10025 USA).
LEO CUYPERS

‘In Amsterdam’

Classic Jazz 118

Elektra 9E-304

BVHAAST 028

ARABESK

‘Een’ BVHaast 026
HUMAIR/JEANNEAU/TEXIER Owl 016
GUUS JANSSEN

‘On The Line’ Claxon 79.4

(Claxon Records, Alex Boersstraat 16, 1071
KX Amsterdam, Holland)

LARRY DICKSON Quartet

‘Blue Bari’ QCA Redmark RM 3112
(Single copies available for $8.00 each postpaid
from Larry Dickson, 11026 Donora Lane,Cincin-
nati, Ohio 45240 USA).

JIMMY KNEPPER Sextet

‘Tell Me..." Daybreak 001
(Daybreak Records, Uithoornstraat 7, 1078
SR Amsterdam, Holland).

THE BOB SZAJNER TRIAD

‘Jazz Opus 20/40’ Seeds & Stems 7802
(Released by Mirus Music Inc., Cleveland, Ohio
44114 USA)

Toshinori Kondo/Henry Kaiser/John Oswald
‘Moose and Salmon’ Music Gallery Editions 30

ALDO ROMANO

‘Night Diary’ OWL 018
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7x THE ALBUM

Tim Berne AlexCline NelsCline VinnyGolia RobertoMiranda JohnRapsan 7X

Tim Berne (alto saxophone); Alex Cline (per-
cussion); Nels Cline (guitars); Vinny Golia (bari-
tone sax, flute, bassoon); Roberto Miranda
(bass); John Rapson (trombone).

Also available: Tim Berne ““The Five Year Plan”
"Berne has cut a good first album.... the best
thing on itis N.Y.C. Rites, Berne's concerto for
clarinetist John Carter...."”" — Musician
"“..N.Y.C. Rites, a minor masterpiece.... with
David Murray and James Newton California
confirmed its place in the creative music of to-
day. John Carter, Vinny Golia and Tim Berne
affirm this without a doubt.” — Jazz Hot
“"Calvinistically unrelenting’ — Cadence

ON EMPIRE.

EMPIRE PRODUCTIONS * 136 Lawrence St.
Brooklyn, N.Y. 11201 USA. (212) 855-1124
$6.00 postpaid U.S. & Canada. $7.50 internat-
ional orders.




CANADA

In Toronto, Ed Bickert and Don Thompson
won the Juno Award for best jazz recording
at the 1980 presentation on April 2. Their
duet performance was recorded at The Garden
Party in 1978 and is available on Sackville
40065.

The Ragtime Society (P.O. Box 520, Station
A, Weston, Ont.) is one of the oldest and most
successful organisations devoted to the preserv-
ation and promotion of classic ragtime. Now in
its eighteenth year, the society publishes a
magazine, offers reprints of rare rags in sheet
music form and hosts an annual ""bash’. This
year's event takes place at The Cara Inn on
October 18.

The latest wrinkle for Toronto jazz music-
jans is the early evening engagement. Jim
Galloway (with guitarist Peter Leitch and bass-
ist Steve Wallace) can be found nightly in The
Village on the Concourse level of the Toronto
Dominion Centre from 4:30 to 7:00. Pianists
Bernie Senensky and Gary Williamson have init-
iated a similar program of solo recitals at Mel-
odies. The Village By The Grange is also
presenting jazz for ten weeks between 5:30
and 8:30 p.m. The Ed Bickert Trio were on
stage in the Market Court during the week of
May 19. Booked to follow at one-week inter-

vals are Mike Malone, Gary Williamson, Pat
LaBarbera, Jim McHarg, Jane Fair, Marty Mor-
ell, Lorne Lofsky and Sam Noto.... Gene Di
Novi has found a new home for his elegant pi-
ano stylings. He holds court nightly at Dom-
inic's Restaurant, 173 Eglinton Avenue East
from 8 p.m. to midnight.... Basin Street is to
continue its “jazz"’ policy through the summer.
June bookings include Arthur Prysock (9-14),
Johnny Hartman (16-21), and Jon Hendricks
(23-28).... Ella Fitzgerald was at the Imperial
Room of the Royal York Hotel from April
15 to May 10.

Toronto's jazz community lost a good friend
and a fine photographer when Henry Kahanek
died in January. April 30 to May 9 Mary
Kahanek displayed a selection of her late hus-
band’s photographs at The Music Gallery.

The Association for Recorded Sound Col-
lections held its 14th annual convention in
Ottawa from May 8 to 10.... Bob Parent's
traveling photographic show, “The Golden Years
of Jazz' was on display April 1-19 at the Eye
Level Gailery in Halifax.... Eric Stach returned
to the Music Gallery May 10 and Bill Jamieson
played there May 24 as part of an Eastern tour
which also took him to the SAW Gallery in
Ottawa and Art Vehicule in Montreal.

The recently enlarged Chicken Deli, Toron-
to's mid-town home of jazz, promises well
for those interested in the music. It will pro-
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vide a positive alternative to Bourbon Street
and the competition should enliven the city’s
jazz scene. May 12 to 24 is Ernestine Anderson
and on June 16 Jay McShann and Vic Dickenson
appear for a one-week stint. Following them
on June 23 will be the Earl Hines group.

Gary Williamson, Dave Field, Stan Perry,
Pat LaBarbera, Ed Bickert, Rob McConnell and
Big Miller will be joining Phil Nimmons on the
faculty of the Banff Centre for the two-week
program of jazz workshops which run from
July 28 to August 6.... Jazz Calgary, in response
to a questionnaireit received from the Winnipeg
Jazz Society, has proposed a Federation of
Canadian Jazz Societies to assist in the coordin-
ation and expansion of present activities — es-
pecially in the field of concert promotion.
Organisations and individuals interested in this
proposal should contact Dick Cowie at Jazz
Calgary, Sub. P.O. 91, 2920 24th Avenue
N.W., Calgary, Alberta T2N 1N4.

Vancouver’'s New Orchestra Workshop pre-
sented a weekend benefit concert at The
Western Front, May 2 and 3.... Vancouver now
has its own "all-jazz"* radio station — CJAZ.
This should benefit the expansion of the music
scene in that city.... Vancouver’'s Gavin Walker
is host of the new CBC FM jazz show "'Jazz-
land’’ which has replaced Jazz Radio Canada.

— John Norris
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TORONTO — This year seems to have burst
forth with a large number of new "‘jazz rooms"’
opening in Toronto. For the most part they
have little to do with what | consider to be
jazz, but are in operation to cater for a drink-
ing, non-listening audience. The Selby Hotel,
on Sherbourne at Bloor, has for most of its
history, been a local draft beer house, with
budget priced hotel accomodation, and it is with
some surprise that | approach their jazz policy.
Nothing in its interior has changed, including
the patrons, except that there has been some
interesting jazz presented. The most notable
has been the Jim Galloway quartet, with Jim
shedding his more usual dixieland persona, and
concentrating on a mainstream music based
loosely in the style of Buddy Tate and the
Kansas City idiom of music. Even more inter-
esting is his new drummerless trio, with guitar-
ist Peter Leitch and bassist Steve Wallace, which
has been performing an early evening gig (from
4:30 until 7:00) in the Village Restaurant,
located in the Toronto Dominion Centre com-
plex at Bay and King streets.

Steve Wallace is also a musician with a
multiple personality, for the next time | heard
him was in the Coltrane-inspired surroundings
of the Michael Stuart/Keith Blackley Quintet
at The Edge. The quintet was completed by
Mike Lucas on trumpet and Lorne Lofsky on
guitar. Over the past year it seems that
Michael Stuart has been working very hard to
escape from the traneclone image that he had
previously relied upon, and the resulting voice
has opened out into a much more vocalised
style of playing. Sounds like himself! Apart
from Michael the most impressive solos came
from Mike Lucas’ trumpet and the strong bass
playing of Wallace. A band that could flower
into something really important.

The Edge, in cooperation with Coda and
Onari Productions, presented the amazing music
of the Archie Shepp Trio, with a young bassist,
Santi DeBriano, who we will hear much about
in the near future, and the amazing drumming
of John Betsch. There is not much to say
about Archie, whose great power, lyrical beauty
and immaculate choice of composition, just
continues to grow more and more as each year
passes. We would like to thank Bernard Stepien
of Ottawa, for all the assistance he gave in
organising this tour.

Legends do not frequently visit the City
of Toronto, so the amazing weeklong engage-
ment, at Basin Street, of Betty Carter and her
trio was a pure delight. Over the years, | have
heard many Betty Carter records, and read a
great deal of the controversial press about her,
but even all this had not properly prepared me
for my first in person encounter. A lady of
great jazz talent, performing with a trio of su-
perbly attuned musicians. What can | say.
A DELIGHT INDEED.

A final word. The Spadina Hotel has, in
cooperation with Onari Productions, instigated
a Monday night new jazz policy. Check it
out.... — Bill Smith

OSCAR PETERSON/JOE PASS

CBC Studios, Toronto
March 1980

On the evening of March 27 the television
audience of Toronto and the surrounding area
were treated to half an hour of these two
superb musicians in a program that was happily
unmarred by the usual gimmickry of production
(i.e., fitting it into some kind of format). The
taping, which took place at the CBC studios on
Yonge Street one week previously, was espec-
jally remarkable because of Peterson’s absolute
professionalism in the face of a loudly clanging
air conditioning system and a crew which in-
cluded surely some of the clumsiest noisiest
cameramen working anywhere.

The finished show opened with a Peterson
solo on Mean To Me which had everything one
waits for in a Peterson ballad performance: the
slow abstracted stride with tenths in the left
hand, the dazzling runs in the right, and always
the masterful reharmonizing. This was followed
by Joe Pass in an unaccompanied solo of a
delightful medium tempo riff tune which |
didn’t catch the name of, mainly because they
didn’t announce it. Presumably audiences are
intended to rely on ESP. Next up was a duet
on Stella By Starlight which started as an out
of tempo ballad featuring first Pass, then Peter-
son in solo choruses, falling into an easily swing-
ing duet which then turned into a very fast duet.
This was the second version they taped of the
tune, the first of which was declared unac-
ceptable because of the aforementioned air
conditioning system (air conditioning in March?)
but which, while it followed the same routine,
was vastly different in content. Then we got to
the inevitable flag-waver, which in this case was
Benny’s Bugle. This began with Peterson and
Pass trading whole solo blues choruses that were
so fast it seemed as if they were playing ‘‘fours”’,
ending with four or five choruses of absolutely
manic stride and boogie woogie that would have
had a less staid studio audience on its feet. So
far so good. Then, unfortunately, after all that
high velocity of Benny’s Bugle, they went
through virtually the same routine with Sweet
Georgia Brown. No show needs two big endings,
especially one right after the other.

The only other sour note of the affair was
the omission of a piano solo of Peterson’s own
Place St. Henri which was taped in two versions,
both of which were tours through the whole
history of the jazz piano and very well received
by the studio audience. Why didn’t they use
this instead of Sweet Georgia Brown?

All in all the show was a very pleasant ex-
perience, and one wishes that there was more
of this kind of unadulterated jazz programming
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on television. It would also be nice if one
didn’t have to be the world’s leading virtuoso
in his idiom to bring thirty minutes of good
music to televisionland. — Julian Yarrow

RAINER WIENS

Bathurst Street Theatre, Toronto
April 13, 1980

In Toronto on April 13 there was a warm
reception for 13 Silk Stockings, a presentation
of the music of Rainer Wiens. His music deserves
the fullness and diversity made available at this
concert by the combinations of solos, duets,
quartets and ten-piece orchestra within the Silk
Collective.

The strength of Rainer Wiens’ music is in the
sound of interesting combinations of instru-
ments, the richness of the playful anarchy of
his dissonances, and the structure of his compo-
sitions. The instincts that Wiens describes in'
his music are laudably primitive, but his refine-
ment and description of them are considered
and intelligent. In addition, he leaves his music
open enough so that musicians can improvise
some interesting directions.

The piece It May Be Tough But It’s Still Not
Bottom illustrated the deliberateness of Wiens’
writing. As a graphic and personal statement
the music spoke articulately. Played as a duo
with Wiens on guitar and Rory Slater on bass,
it inspired Slater to craft a remarkable bass
solo. His percussive playing underscored the
hand-wringing tension in Wiens’ work. This
piece, as did a number of others in the concert,
involved joint improvisation, and if that is to
work effectively musicians must be sensitive
both to the music and to the audience. Ina lot
of ways it demands more courage than impro-
vising over a repeated cycle of chords that a
rhythm section pounds out. In this concert
Rory Slater, as did the whole Silk Stockings
ensemble in general, illustratad his sensitivity
to the job at hand — creating music.

Among other musical treats in the evening
was the solo work of alto saxophone player Bill
Grove. In Pablo Neruda with Wiens (guitar),
Neil Evans (bass) and Bill Stewart (drums),
saxophonist Grove let loose a solo so daring and
spicey that you could wonder afterwards what
the world energy shortage was about.

Other musical delight included the scat
singing of Larry Cramer. The wit and novelty
of December May March Into June was appreci-
ated. By far the briefest piece on the program,
it lasted about a minute.

Toronto will, | hope, be looking forward
to more concerts offering the music of Rainer
Wiens. Apart from the traffic problems involved
in moving thirteen musicians, it is encouraging
to see so many good musicians cooperating
on a single artistic vision, and a pleasure to
listen to such good music. — Bill Tracey

CALGARY — The recent Jazz Calgary spon-
sored solo concert by Tete Montoliu was very
successful and introduced his art to many in
this area for the first time. The event took
place on April 20th at the Glenbow Museum
Theatre.... Barney Kessel’s late March engage-
ment, promoted by Ayesha Jazz Productions
Ltd., was limited to one night at the Trade
Winds Hotel instead of the scheduled four, due
to work permit complications. Jazz Calgary ad-
vises that the Benny Goodman concert announ-
ced for August 14 has been cancelled due to
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4 MONDAY NIGHTS IN JUNE
THE BILL SMITH ENSEMBLE

FEATURING BILL SMITH (reeds) * DAVID LEE (bass & cello)
DAVID PRENTICE (violin)......PLUS SPECIAL GUESTS

LIVE AT THE CABANA ROOM

THE SPADINA HOTEL — CORNER OF KING & SPADINA

JUNE 2

The Bill Smith Ensemble with special guests

GRAHAM COUGHTRY (trombone) * GORDON RAYNER (drums)
Two of Canada’s foremost visual artists who are founding members
of the LEGENDARY Artists Jazz Band.

JUNE 9

The Bill Smith Ensemble presents its music on its new LP, ""Pick
A Number’’ (Onari 004). “From a city as provincial as Toronto
comes, curiously, a tremendous avant garde record’’ - El Popular

JUNE 16

The Bill Smith Ensemble feature guest soloist

MAURY COLES (alto saxophone) — his solo record on Onari 003
“’shows his formidable ability, a total command of range, tone and
expression — a remarkable recital’’- Bill Henderson/Black Music & Jazz

JUNE23

The Bill Smith Ensemble featuring
ANDY HAAS - alto sax star of Martha & The Muffins »
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circumstances beyond their control.

Provided funding is approved, Jazz Calgary
is planning a one-day outdoor jazz festival to
celebrate Alberta’s 75th Anniversary. The con-
cert would take place on Prince’s Island from
noon to nine p.m. on Sunday, June 29th.
Producer Larry Gilliam plans to feature such
local groups as the Eric Friedenberg Quartet;
the Eddie Morris Big Band; the Centre Street
Ragtime Orchestra; Celebration; Big Daddy &
The Dixie Cats; and the Mainstream Jazz Quin-
tet. Emcee for the event will be CBC’s Norris
Bick, announcer and producer of their ""Just
Jazz" program (Saturday midnight).

CJAY-FM's ""Jazz Space’’ is now hosted by
Jazz Calgary, at a new time slot — Sunday night,
10 to 11. Yours truly emcees the show. The
Albertan recently added jazz record reviews,
written by James Muretich, as a feature every
other Sunday.

Jazz Calgary’'s new Board takes office on
June 1st. Re-elected were John Reid, president;
Marjorie Cowie, treasurer; Richard Cowie, sec-
retary. The new vice-president is Gary Sylvester.
Board members include Martin Wilkins; Aad van
den Heuvel; Dahl Caldwell.

Oscar Peterson will be in Calgary for a few
days to puglicize the Royal Bank’s computeriz-
ed teller system. A press conference is sched-
uled for April 29th, but no public concert is
planned.

Big Daddy and the Dixie Cats will be among
the traditional bands to play at the Sacramento
Dixieland Jubilee, May 24-26. The regional
competition winners of the Canadian Stage
Band Festival — Colonel Irvine Junior High
School (jr.); James Fowler High School (Inter-
med.) and Bowness Senior High (Sr.) will attend
the National finals in Ottawa, May 1-3. A con-
cert was held April 28th to raise funds for the
trip.

The Edmonton Jazz Society is producing
the ““Jazz City"’ International Jazz Festival Aug-
ust 17th to 24th, as a major feature of Alberta’s
75th Anniversary. Artists signed include Oscar
Peterson and Joe Pass, P.J. Perry & Friends; Big

Miller & The Blues All-Stars with Buddy Tate
and Eddie “"Cleanhead’’ Vinson; Tommy Banks
Big Band with guests Sam Noto and Pepper
Adams; Phil Woods Quartet; Concord Super
Band; Jack DeJohnette Quartet, Toshiko Aki-
yoshi/Lew Tabackin Big Band; Art Ensemble
of Chicago; Kenny Wheeler with Ralph Towner,
John Taylor and Norma Winstone; and the
Sonny Rollins Quartet.  Additional signings
will be announced in the very near future.

— Dick Cowie

MONTREAL — The Woody Shaw Quintet play-
ed at the Rising Sun in the last week of March.
It was obvious why Woody has become such a
definitive trumpet player. Like his immediate
predecessors, from Clifford Brown to Lee Mor-
gan, he has nurtured individual muscle and
poise. Moreover he has developed a composit-
ional and arranging style which, like master
Miles, has resulted in a finely-tuned group
sound. A sound which combines looseness
and unity.

The quintet was comprised of Carter Jeffer-
son (tenor & soprano saxes), Victor Lewis
(drums), Stafford James (bass) and Larry Willis
(piano).  Like Victor Lewis, Stafford James
was consistently colourful, pumping out a
steady stream of ideas that propelled the others
and enlarged the improvised groundswells.

Archie Shepp began his Quebec/Ontario
tour at Cafe Campus (Universite de Montreal)
on April 7. He brought along a bass clarinet and
flute as well as his tenor and soprano. John
Betsch was on drums and Santi DeBriano was
on bass.

Initially a good deal of the playing was
cautious. But once Archie got his own “‘steam”’
going, the unit generated an excitement akin
to the Shepp/Brown/Harris aggregation. And
the delivery of his revolutionary poetics, “Mama
Rosa", easily fuelled the insurgent spirits of the
largely young Quebecois audience.

Other events included a presentation of the
Chuck Israels Trio on March 12 by Andy
Homzy of Concordia University. Chuck (bass),

Steve Brown (guitar), and Bill Dobbins (piano)
are all members of the National Jazz Ensemble,
an American repertory band. Their programme
was largely bebop — Confirmation, Subconscious
Lee — but also included a tribute to Fats
Waller and many originals by Dobbins. Char-
les Ellison (trumpet) and Doug Walters (alto &
soprano saxes) joined the trio for the second
half of the evening, which included tunes by
Clifford Brown and Sonny Rollins.

The Musee de beaux-arts de Montreal has
continued to offer a stage for experimental
music. At the end of March Steve Reich was
invited to present a recording of his recent
Carnegie Hall concert, "Music for a Large En-
semble, Octet and Variations for Winds, Strings
and Keyboards''.

A new weekend jazz bar, the C Note, opened
up at the end of March. The first booking
featured three evenings of pianist Kenny Barron,
along with local bass heavyweight Michel Donato
and Toronto drummer Joe Bendza. Jazz stan-
dards were the order of the day — which per-
mitted Kenny to display his stylistic range. This
entailed some amusing Buckner on Autumn
Leaves and a lovely Tatumesgue introduction to
Lover Man.

Charles Ellison brought in a quartet con-
sisting of Dennis James (bass), Maury Kaye
(piano) and a drummer (whose name escaped
me) the following week. Charles, a professor at
the McGill University Conservatory, has been on
the scene for some time, and is playing with
more confidence and finesse than ever. His unac-
companied solo introduction to Stella was full
of lovely turns of phrase and bent notes. And
his fiery improvisations on Mr. P.C. proved
that saxophone players do not have a monopoly
on Coltrane.

Rubin Fogel presented the Gary Burton
Quartet and the Carla Bley Band at the The-
atre Outremont in mid-April.

Pepper Adams played the better part of a
week in late April at Yvon Symonds’ Jazz Bar.
Regrettably the local rhythm section was not
on a par with Pepper, who had to carry more
than his share of the load. He certainly is a
beautiful bebop player.

Milt Jackson did a week at the Rising Sun
in late April with Reggie Johnson (bass), Johnny
O’Neal (piano) and Dave Adams (drums). As
usual Milt gave solid performances. More
often than not, he shared his limelight with
his 23-year old piano virtuoso. A wizard of
styles, O'Neal exhibited ornate Tatum, block-
busting Buckner and soulful Silver. At the end
of most sets he would remain onstage to play a
few solo numbers. Here the music was all in
an Oscar Peterson vein. In fact Doudou Boicel
dubbed him Oscar Il and booked him for the
following week.

Future bookings at the Rising Sun are: Al-
bert Collins (June 3-8), Dexter Gordon (June
12-15), Barney Kessel & Herb Ellis (June 17-
22) and Mary Lou Williams (July 1-6).

The Third Annual Festijazz (July 17-20)
has been billed as ‘“‘the greatest international
jazz and blues festival ever produced in Canada”.
Hyperbole aside, the following have been con-
firmed: Woody Herman, Gerry Mulligan, Mem-
phis Slim, Luther Allison, Louisiana Red, Light-
nin’ Hopkins, Sonny Terry and Brownie Mc-
Ghee, Willie Dixon, Buddy Guy and Junior
Wells, Big Mama Thornton, Taj Mahal and
Miriam Makeba.

Charles Ellison will be playing at the C Note,
June 12-14.... Len Dobbin began his fifth year
on the air.... The last four or five issues of

CODA 31



Parachute (a bilingual contemporary arts maga-
zine) have contained interviews with Steve
Reich and Robert Parent, plus an article by
Raymond Gervais (in french) on the history of
jazz, and the nature of its creation, production
and appreciation. Parachute can be obtained in
various book stores and galleries in North
America and Europe. Its Montreal address is
C.P. 730, Succursale N, Montreal, Quebec,
Canada H2X 3N4. — Peter Danson

ARCHIE SHEPP

CW'S, Ottawa
April 10, 1980

As time passes, the great innovators of jazz
appear as the makers of the jazz tradition.
Their roots in that tradition appear stronger
and stronger, until it requires an effort of the
imagination to see how they in fact revolution-
ised the music. These were the reflections that
came to me when | heard Archie Shepp again
in Ottawa on April 10th at CW's.

Shepp played with a trio consisting of Santi
De Briano on bass and John Betsch on drums.
His most compelling performances were those
in which his relationship to the rhythm instru-
ments was close to that of a mainstream artist.
On 52nd Street Theme — an urgent, driving
performance — they were his “‘'rhythm section’’.
As he excitingly explored this bop anthem, | was
constantly reminded of Ben Webster — the Web-
ster of Ellington’s Cotton Tail; and Shepp’s
relation to Webster here and on /nvitation (a
relaxed Webster tune) emphasised how much
Webster had done to advance and consolidate
the playing of his instrument. Shepp combines
the richness and the firmness of tone that was
the mark of Webster's playing, and he has
Webster's gift for simultaneous drive and relax-
ation.

The other presences evoked were those of
Sonny Rollins (the formative influence for
Shepp, one imagines) and John Coltrane. The
opening Shepp original, Ujamma, had the hard,
dry richness and urgent fragmentation character-
istic of Rollins. The debt to Coltrane was most
apparent when Shepp took up the soprano saxo-
phone.  Like Coltrane, he gets an ‘‘oboe”
quality from it; like Coltrane too, he brought
the melody down to simple phrases, repeated
with rhythmic variation, building up gradually
with increasing intensity.

Perhaps this is no way to write about a
player who is a master, a great influence in his
own right, and one who has a manner as dis-
tinctive as anyone playing today. Yet, as T.S.
Eliot said of the poet, "the most individual
parts of his work may be those in which... his
ancestors assert their immortality most vigor-
ously'’. Sophisticated Lady was, as it has been
for years, the occasion for the full assertion of
Shepp’s individuality, as he shaped it into some-
thing unmistakably his own in its richness and
power, yet gave a performance that was a
revelation of the character of a sometimes
jaded standard.

Shepp also played bass clarinet, flute and
piano. The piano playing, encountered long
ago on record, was compelling and very straight-
ahead. The performances on the other instru-
ments added to one’s sense of his versatility,
though he was less than enthralling on flute.

It is a compliment to Santi DeBriano and
John Betsch to say that they measured up to
the demands of the evening. It is a pity that the
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room brought the drumming out a bit too
loud for enjoyment — the only blemish to a
great occasion.

CW's is a bar that features jazz — generally
by local players. Bernard Stepien, whose won-
derful series of recitals by eminent contemp-
orary jazz artists showed up the poverty of
Ottawa taste through poor attendances, is try-
ing his luck this side of the river in a club set-
ting. The turn-out was good. One hopes it
keeps up. But even in Hull they turned out for
Shepp. — Trevor Tolley

VANCOUVER — "A-Group'' has been rehears-
ing for some six months now. The quartet
consists of 3/5 of the much lamented, but now
demised N.O.W. Quintet, a band which was
among the finest groups of improvisors in Can-
ada during this period. A-Group consists of
Paul Cram (alto, tenor, clarinet, flute), Gregg
Simpson (drums), Bob Bell (guitar) and Ralph
Eppel (euphonium, trombone, trumpet). The
music focuses much less on intricate,composit-
ional forms than its predecessor, but does not
totally neglect predetermined aspects of im-
provisation.  Their music tends to be more
dangerous in the sense that it is more spontan-
eous in its concept, allowing itself to grow or-
ganically into strong statements.

A-Group debuted at The Classical Joint,
April 15. They were joined for the two final
sets by Paul Plimley (vibes, bass clarinet). Cram
was spectacular on alto, oscillating from lyrical
Konitz-like melodies to barking post-Ornette
excursions. His attitude was authoritative and
he was conceptually and technically very ad-
vanced. Eppel’s euphonium was the foundat-
ion; he provided excellent counterpoint, always
finding the right complement to the music and
occasionally firing off into a tough solo. His
contribution brought to mind the approach of
Arthur Blythe's various tuba ensembles. Bell's
guitar worked up rich chordal backdrops and
textures, a la Terje Rypdal’'s best work but
without the pretentiousness. His tonal qualities
are improving markedly and his solos are
characterized by short staccato phrases con-
trasted by fluid single-note lines. The glue and
the momentum was Simpson, simply one of the
finest drummers in Canada. A-Group displays
an abundance of ideas and plenty of natural

interaction, but still one feels that the best is
yet to come. Look out!

The New Orchestra Workshop presented a
Spring Exposition May 2 and 3, at the Western
Front. Featured performers were Harriet van
Deusen - Don Laird (a cello-flute duo); Don
Druick - Lyle Ellis - Jane Phillips (flute-bass-
cello trio); the Contemporary String Quartet
(Van Deusen - cello; Karen Oliver - violin; Jeff
Ridley - viola; Don Ogilvie - viola) and the
CORD Orchestra, a 12-member acoustic en-
semble; a trio of Paul Cram (reeds), Karen
Oliver (violin) and Ken Newby (soprano saxo-
phone); Joe Bjornson & friends (Joe on trom-
bone with Andreas Kahre - perc., Clyde Reed -
bass, Karen Oliver and Ken Newby); and A-
Group. All proceeds from this benefit concert
weekend will go to the N.O.W. Society and the
Second Annual Vancouver Creative Music Festi-
val in November.

Tete Montoliu returned to Vancouver for
performances at the Cafe New York, April 17-
19. His pianistics were as dazzling as expected.

Pianist Ruben Landers, who had been active
in this area in the early '70s, presented a con-
cert of his own music April 20 at the Vancouver
East Cultural Centre.

April 17-18, the New Westminster Jazz Fest-
ival took place at New Westminster Secondary
School. The event featured performances by
over sixty school jazz bands from Canada and
the U.S. The feature concert will be the Bobby
Hales Big Band with guest tenor saxophonist
Don Menza.

Commencing March 17, tenor sax man
Fraser MacPhersontook a quartet with Oliver
Gannon (guitar), Steve Johnston (bass) and
Rudy Petschauer (drums) into the River Innin
Richmond for a six-month stint.

Stephane Grappelli appears with the Don
Etherington Trio at the Queen Elizabeth Theat-
re June 27.... Mose Allison is at the Cafe New
York July 9-12.... Dexter Gordon brings his
quartet, Kirk Lightsey (an excellent pianist),
Rufus Reid (bass) and Eddie Gladden (drums)
to the Playhouse July 27.... Freddie Hubbard
appeared at the Arts Club Theatre May 4 with a
quintet of David Schnitter (ex-Art Blakey) on
tenor, Larry Klein on bass, Carl Burnett on
drums and Billy Childs on keyboards.

The legendary Canadian mainstream alto
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saxophonist P.J. Perry appeared at the Red
Barrel in March. His quartet included Bob
Murphy (piano), Torben Oxbol (bass guitar)
and Nels Perry (drums).

The N.O.W. Society presented Leroy Jenkins
(violin) and Oliver Lake (reeds) in a solo/duo
concert at The Western Front May 14.

Betty Carter returns to Vancouver for two
shows at the Arts Club Theatre on Granville
Island May 25. The great vocalist's trio includes
Mulgrew Miller (piano), Curtis Lundy (bass) and
Greg Bandy (drums).

Blueswise, John Hammond appears at the
Playhouse July 20.... The Robert Cray Band
played at the Spinning Wheel April 21-26....
Ex-St. Louis resident Jim Byrnes is probably
now Vancouver's finest practitioner of the blues.
His repertoire is extensive and his guitar pick-
ing fine. Of note to jazz fans is the fact that
Byrnes,while living in St. Louis, performed with
musicians such as trombonist Joseph Bowie,
and saxophonists Julius Hemphill and J.D.
Parran, among others. Byrnes appeared at The
Spinning Wheel April 28-May 3.

— Ken Pickering

AMERICA

ANN ARBOR — Everything changes in time (or
maybe time changes everything). Two decades
ago Ornette Coleman’s newly-minted music
touched off violent controversy. Today the
same general idiom, as presented by the Old
And New Dreams Band, seems to express with
almost classical purity the jazz tradition in its
acoustic swing and wonderfully melodic lines.
Don Cherry (trumpet, piano), Dewey Redman
(tenor sax, musette), Charlie Haden, (bass) and
Ed Blackwell (drums) are all Ornette alumni,
and Cherry has indicated that one reason for
the group is to present “live’ music that
most of us have only heard on records. If
time has shown continuity rather than radical
change, the idiom can still challenge strong
players like these with its freedom. And de-
cades of performing together have created a
unified ensemble feeling unmatched in today’s
music. It is of no small importance that the
band’s repertoire includes a number of Cole-
man compositions otherwise undocumented by
Ornette's erratic recording career. Their opener
at the Ann Arbor concert on March 28 was
one of these: the effervescent Happy House,
with powerful solos by all four. Coleman’s
Broken Shadows followed, with an Indian-
influenced segment featuring Redman’s musette
over a bowed bass drone (almost a slow trill).

Ornette’'s Man On The Moon is another
medium-up tempo cooker. Cherry's Full Moon
(with the composer at the piano) segued into
Togo, which featured a long mallet solo in
Blackwell’s African-evocative style. The set
closed with Lonely Woman, highlighted by a
vocal, idea-filled Redman solo. Incidentally,
the Eclipse-sponsored concert used the night-
club atmosphere of the University Club, but
Eclipse underestimated the band’s appeal — both
shows were sold out, the room was packed,
and many would-be attendees were turned
away at the door.

What proved to be one of the best concerts
this season, on April 12 at the Michigan Theatre
in Ann Arbor, featured Richie Cole's Alto
Madness, with Bruce Forman, guitar, Peter
Bydray, bass; Babatunde, conga; and Scott
Morris, drums; and Johnny Griffin, ably assisted

by pianist Ronnie Mathews, bassist Ray Drum-
mond, and the young, gifted and hot drummer
Kenny Washington.

We missed several other interesting perform-
ances these past few months. In late April the
Showecase Jazz people at Michigan State put on
the East Lansing Blues and Jazz Festival, which
featured (among others) violinist Leroy Jenkins
and the World Saxophone Quartet. Back in
Ann Arbor Prism Productions unleashed Gato
Barbieri at the Michigan Theatre on May Day.
At presstime we were planning to catch the
resurgent Mark Murphy at Baker's Keyboard
Lounge.

June should be busy around here. The
venerable Baker’s had Yusef Lateef and Joe
Williams early in the month; at Dummy George's
the venue included Terry Callier and Al Hibbler
(in June) and Houston Person with Etta Jones
(in July). There will be jazz concerts at the
Renaissance Center and at the Ponchartrain
Hotel this summer. The P'Jazz series has yet to
be announced, the Ren Cen’s series offers
Noel Pointer, Yusef Lateef, Freddie Hubbard
and Dizzy Gillespie scattered through a com-
mercially-oriented season. In Ann Arbor Eclipse
will be presenting a series of free concerts at
West Park and at Liberty Mall, featuring local
performers. And although the Dearborn Hyatt
Regency’s db’s Club is taking a summer-long
siesta, you can still hear J.C. Heard’s Quartet
(augmented by trumpeter Johnny Trudell) in
their Lobbibar. Details on such goings-on are
usually available from the Detroit Jazz Center,
at 962-4124. — David Wild

BALTIMORE/WASHINGTON — Through a hap-
py combination of enterprise and opportunity
the remarkable Catalonian pianist Tete Montoliu
was brought to Baltimore’s Bandstand early in
March for two nights of solo piano. The
size of the audiences said a lot about Montoliu’s
artistry and the power of word-of-mouth. On
Thursday there were only a handful of listeners;
Friday the place was packed. On that night
Tete seemed extremely eager to play, taking
the most perfunctory pauses between tunes
(mostly standards) without waiting for applause
to die down. His stride-tinged versions of Blue
Monk and ‘Round Midnight were especially
appreciated; for some reason one rarely hears
Monk tunes in Baltimore. Montoliu, as quickly
became evident, is a marvelous technician and
inventive player, but he's so meticulous and
such a virtuoso that there comes to be a
sameness (on a very high level) to many of his
improvisations. So much for nit-picking; the
audience was rapt. From here Tete went on
to play two nights in Washington.

One thing I've learned about Washington's
D.C. Space is never to predict the size of the
audience at any event. Nonetheless | was sur-
prised by the remarkably small turnout for the
duo of George Lewis (trombone, electronics,
tape) and Douglas Ewart (reeds, Ewart wood
flutes, percussion) on March 14. Lewis has
been devoting a lot of his energy to electronics
recently (fortunately not at the expense of his
trombone work), but his concept’s not yet fully
developed; part of the problem is, his patchwork
sequencer doesn’t have much harmonic flexibil-
ity; in any one piece the relationship between
the notes of the chords is constant, so he’ll have
only minor chords, or major chords, or whatev-
er kind. Most of the electronic pieces (like
Lewis’ Homage To Charlie Parker) built slowly
often Ewart would accompany Lewis’ drones

with the sustained tones of bowed bells. Ew-
art played a reflective solo piece in which he
kept switching between one of his flutes (with
beautiful round low tone) and bass clarinet.
On an alto piece he attempted a tricky phrase,
fluffed it, and instead of pretending the gaffe
was intentional and proceeding, kept working
at the original figure until he could complete
his thought. During the course of the evening
Lewis on trombone displayed his 50 ways to
blow a note, slipped his lips over the mouth-
piece, made kissing and sucking sounds (as did
Douglas on flute), sang notes that went in and
out of phase with the horn, circular breathed.
| found the best duo pieces to be the most
conventional, both penned by Ewart; one for
alto and trombone, one for trombone and bass
clarinet.

The Don Pullen/Beaver Harris 360 Degree
Music Experience appeared at the Space on
April 12 for one of the best shows |I've seen in
the last year. The group’s present incarnation,
with Pullen as musical director, features Hamiet
Bluiett on baritone sax, Ricky Ford on tenor,
Cameron Brown on bass and Trinidadian Fran-
cis Haynes on steel drums. Haynes is a master,
making his two pans sound variously like harp,
sitar, or the screeching brakes of a subway
train. The band shows uncommon structural
flexibility, and played great music; luckily there
was a large crowd to appreciate it. (The
following week Brown appeared at Baltimore’s
Closet in a group backing saxist Bill Saxton).

Sun Ra is something of a cult hero in
Baltimore, where he plays often; on March 5
a feature on him appeared on a local TV chan-
nel’s ""Evening Magazine’’. The segment virtu-
ally ignored Ra’s music, excerpting screaming
finales, adding psychedelic visuals and stressing
the ""hey, this guy thinks he’s from outer space’’
angle. That's a bit like a show about Einstein
that only says ‘‘Look, no socks. And what
about that hair?"

What was billed as a "'Byard Lancaster Solo
Concert’’ at D.C. Space April 22 turned out to
be one of a number of ongoing Tuesday jam
sessions Lancaster holds with any interested
players who show up. On this occasion he was
joined by about seven others, including three
doubling pianist/drummers, a flutist who played
a mean tenor sax, and a pianist named Hasaan
who managed to play modally at length without
(hardly ever) sounding like McCoy Tyner (even
on a rapid solo version of My Favourite Things).
Lancaster is a tenorist who plays with lyrical
muscle, has a distinctive alto-range cry and a
Coltrane influence that doesn’t become over-
bearingly derivative (save for a version of
Naima). They were already playing when |
arrived at nine, and still going when | left at
one. It was the kind of jam session we're
often told doesn’t happen anymore.

— Kevin Whitehead

LOS ANGELES — Guitarist Hollywood Fats
(Mike Mann) moved in with Shakey Jake
and family in the late ‘60s to learn the
blues. His bands (Album available on PBR
International, 7033 Sunset Blvd., Suite 322,
Los Angeles 90028) have backed up lately
Witherspoon, Big Joe Turner, Big Mama Thorn-
ton and Hooker. He is also on Shakey Jake's
latest greatest album, “"Make It Good To You"
along with Piazza, Larry Taylor, Sam Kingand
Lee King. Still another artist of this variety is
William Clarke who plays a sort of countrified
electric Chicago harp with a fine album on Good
Time Records. Catch Clarke’s column on the
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L.A. Blues scene in Living Blues magazine.

Baritone saxophonist Johnny Williams is back
on the Basie bus, having served off and on
since around 1967, '68. His work in L.A.
over the years has included stints in the big
bands of Ray Charles, Shelley Thomas, Ray
Shanklin, Roger Spots, John Anderson, Don
Lancose and Horace Tapscott. (he's the fellow
on the cover of Nimbus 357 playing the bass
clarinet).  He is replacing the late Charlie
Fowlkes. The addition of drummer Duffy
Jackson and bassist Cleveland Eaton is definitely
a plus for the Basie Orchestra.

Bop modern guitarist H. Ray Crawford’s
Quartet consists of Charlie Dumas, drums,
Harold Howard, trumpet (who also played in
the aforementioned bands with Johnny Willi-
ams) and Keith Hanratty, organ. (This is my
“home’’ band). H. Ray doubles on organ and
flute and lays down some high bebop on his
Tal Farlow Gibson guitar.

Every couple of months Queen Ida and her
Bon Temps Band make the trip from San
Francisco to play at the Santa Monica guitar
store McCabes. Al Lewis is notable on electric
guitar and vocals. The music is of the Chenier
type with lda Guillory on chromatic accordion.
Their two recent albums on GNP Crescendo
are a welcome beginning to a California Zydeco
tradition.

A Philly Joe Jones Quartet appeared at
Donte’s April 9-12. At the drop of a hat
Philly Joe can have the band skittering for cover
as in the wake of an African bush fire. His
quartet consisted of fellow Philadelphians Char-
les Bowen (strong) on tenor sax and Andy
McKee, bass with the addition of local pianist
Jack Wilson who has surmounted a couple of
terrifying set-backs (diabetic coma — auto
accident — messed up hand) to return within a
year’'s time with renewed vigour and a new al-
bum to boot. His two-piano style — Rhodes
and acoustic grand set at 90° angles to each
other is well-documented on the Discovery

album ""Margo’s Theme''. My most memorable
Cleanhead performance was with Jack using this
format with Larry Gales and Bruno Carr.

Zan Stewart puts together an informative
column on the local haps in the L.A. Weekly.
Round the clock jazz station KBCA hit the
airwaves in 1961. In November 1978 it trans-
formed into KKGO 105.1 FM.

Fred Katz’ first movement to his cello con-
certo was performed April 26 in Fullerton with
Fred on the principal cello.

Joanne Grauer is a local native keyboard
artist who works in some of the contemporary
tributaries of the mainstream. Her trios of the
last couple of years have been with David Tron-
cosso, electric bass, Bob Badgely, bass, and
Colin Bailey or Al Ceechi, drums. Her music is
intimate and personal. At times she will be
jamming a funky bop blues with a gritty tension
and in a turn will be amidst the most delicate
of note placement. Her December 1976 re-
cording on Avar Records (she has one other on
MPS) is available from her at 12301 Wilshire
Blvd., Suite 206, West Los Angeles 90025. The
night we caught the Grauer Trio (Joanne on
Yamaha electric grand at Two Dollar Bill's,
Hollywood) vocalist Pinky Winters was with
them in one of the noisiest supper club settings
| have ever witnessed. Dark clouds to Mingus.
Nevertheless Pinky managed to convey her sin-
cere and warm spirit to those of us who listened,
my favourite was Dave Frishberg’s / Got To Get
Me Some Z’s (who was in the house along with
Pinky’s husband saxophonist Bob Hardaway).

— Mark Weber

NEW YORK — Recent attractions at Fat
Tuesdays included Art Pepper (Pepper, alto
saxophone; Milcho Leviev, piano; Bob Magnus-
son, bass; Carl Burnett, drums) from April 29 to
May 3. Inarare New York appearance, Pepper
reaffirmed his ability to intimately communi-
cate with an audience. He dug deeply into
the music, making provocative statements on
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both familiar works by various composers and
his own tunes. Over The Rainbow, for exam-
ple, included an unaccompanied saxophone
solo and passages with the rhythm section that
were characterized by a vocal-like sound and
quick, jagged runs. In addition, pianist Leviev
offered several outstanding solos, mixing chords
of varying degrees of dissonance and sparkling
melodic lines that often segued in and out of
the music’s tonal center.

The Ricky Ford Quartet (Ford, tenor saxo-
phone; John Hicks, piano; Walter Booker, bass;
Jimmy Cobb, drums) concerted at N.Y.U.'s
Loeb Student Center on March 14. The leader
is an authoritative, swinging player who thrives
in a free-wheeling atmosphere. He plays hard
and forcefully, and wastes no time getting into
the music. With the rhythm section pushing
him, the saxophonist fashioned several invent-
ive solos in a post-bop style. The fast-paced
Take The Coltrane, for example, included un-
usually long lines as well as an exciting passage
in which Ford let loose with a barrage of sounds
that ended in an ecstatic climax.

Among the Public Theatre's offerings in an
abbreviated Spring season (see Briefs for further
details) were the Sam Rivers Trio (Rivers, tenor
saxophone and flute; Dave Holland, bass and
cello; Steve Ellington, drums) on April 11 and
the Giorgio Gaslini Quintet (Gaslini, piano;
Gianluigi Troversi and Jianni Bedori, reeds;
Marco Vajji, bass; Jianni Cazzola, drums) on
April 28. Recorded live for a future broadcast on
National Public Radio, Gaslini and company
gave a stimulating display of their unique
brand of improvised music, drawing from their
European heritage and jazz. One of the group’s
greatest strengths is its leader's compositions
and arrangements which provide strong and
creative frameworks for the various musicians’
solos. Tempo and stylistic shifts — often
reminiscent of Charles Mingus — abound, giving
each composition multi-textures and moods.
On Free Actions, Gaslini contributed some
striking plucks inside the piano. (On other
occasions, however, the keyboardist’s penchant
for running through Bach, Monk, Taylor, and
Stravinsky-influenced passages in a brief period
of time made his work somewhat disjointed).
The two reed players were quite satisfying in a
complementary fashion, Troversi using harmon-
ics while Bedori remained in his horn’s normal
registers.

Barry Harris turned in fine performances
with his trio (Harris, piano; Art Davis, bass;
Leroy Williams, drums) at Bloomsday Bookshop
on March 12 and his 57-piece orchestra at
Symphony Space on April 5. The concert feat-
uring the larger ensemble (which included
Clifford Jordan, Chris Anderson and Lonnie
Hillyer) was, for the most part, well-paced and
well-crafted, although even the pianist’s excel-
lent arrangements with their interesting inner
voicings could not completely solve the problem
of integrating string textures into a jazz orches-
tra context. When, as on Round Midnight, the
horns did not play, however, the violins, violas,
cellos and bass were quite moving.

BRIEFS: Because of a shortage of funds due to
decreasing revenues from "“A Chorus Line",
the Public Theater suspended its Spring jazz
series as of April 26. However, a Saturday
evening fund raising series began on May 17
with performances by Sam Rivers and Muhal
Richard Abrams. Other artists scheduled to
appear in the following weeks include Gil Evans,
Max Roach, Carla Bley, and Jackie McLean....
Red Garland (piano) with Sam Jones (bass) and



Keith Copeland (drums) was featured at Salt
Peanuts, a new club featuring bebop, in April.
...Michael Ullman’s ""Jazz Lives'' - 22 portraits
of jazz artists, including Tommy Flanagan,
Horace Silver, Ran Blake, and Joe Venuti as
well as other figures involved in the music —
is published by New Republic Books (1220 19th
Street N.W., Washington, D.C. 20036).... Da
Capo Press’ latest books include Rex Stewart’s
""Jazz Masters of the Thirties’’, Joe Goldberg's
""Jazz Masters of the Fifties”’, and Martin
Williams’ ““Jazz In Transition, 1957-69".... The
World Saxophone Quartet made its “'first tour
of New York City” in late April with appear-
ances at The 80’s, Trax, Hurrahs and TR 3....
The Quinnipiac College Intercollegiate Jazz Fest-
ival (Hamden, Ct.) featured the Darius Brubeck
Quintet, the Galvanized Jazz Band with special
guest Herb Gardner, and the Amherst Saxo-
phone Quartet during its 12th annual festival
April 18 to 20.... WKCR presented birthday
salutes to Billie Holiday (April 7) and Duke
Ellington (April 29) as well as marathons hon-
oring pianist Teddy Wilson (March 9-12) and
bassist Oscar Pettiford (April 11-14)... NYC
Jazz magazine and Dewar’s Scotch sponsored
the Second Annual New York Jazz Awards
presentation at Greene Street on April 2. Cecil
Taylor was chosen Musician of the Year, while
Arthur Blythe and Dexter Gordon were among
the winners on their respective instruments....
for information about this year’s Newport Jazz
Festival, see the “Odds and Sods’’ column on
page 37 of this issue. — Clifford Jay Safane

MUSIC OF THE ‘80S

Greene Street, New York City
April 29-May 3, 1980

""Music of the '‘80s’’ included three programs —
Michael Gregory Jackson and the Henry Thread-
gill/Fred Hopkins Duo (April 29 & 30), Amina
Claudine Myers and the Anthony Davis/James
Newton Duo (May 1 & 2), and the David Mur-
ray/Curtis Clark and Marion Brown/Hilton Ruiz
Duos (May 3 & 4) — that documented the
viability of the jazz tradition and compositional
structures in the New Music.

Those performers who this reviewer heard
were quite stimulating. Jackson delivered a
brief set, following the musical style outlined
on his recent albums ""Gifts’" and ""Heart And
Center”’ (both on Arista/Novus). Most of the
time he sang songs in a popular vein, accom-
panying himself on the acoustic guitar. His last
number, however, was an instrumental in which
delicate chordal harmonies were imaginatively
framed by single-noted lines.

The Threadgill/Hopkins Duo (Threadgill,
various flutes and alto saxophone; Hopkins,
bass), which is two-thirds of the group Air,
developed a magnificent body of work that in-
tegrated blues and classical techniques. |t was
quite exciting to hear the two artists imbue
pointillistic, abstract music with passion. On
their first number, for example, Threadgill al-
ternated between bass and soprano flutes,
while Hopkins kept up a steady stream of
notes that created a knotty, two-part dialogue
with his colleague. Together, they produced an
intense, energetic sound that obliterated any
need for drums.

The second set of performances opened with
the Davis/Newton Duo (Davis, piano; Newton,
flute). While both musicians are only in their
twenties, they exhibited mature, thoughtful

approaches in their thorough explorations. Fur-
thermore, Davis and Newton opt for precise,
clearly defined music even when creating wide
angular leaps or animated passages. On Wayang
# 4: Under The Double Moon, they utilized
gamelon music as the foundation for their
improvised flights. Whose Life, on the other
hand, refreshingly included conventional har-
monies that enabled Davis and Newton to dem-
onstrate their creativity in a more traditional,
blowing-oriented context.

After a brief intermission, Myers followed
with a provocative set. Like Jackson, she util-
ized both vocal and instrumental forms of
expression. One piece for solo piano alternated
jagged-phrased sections, in which the beat was
implied, with more flowing passages that in-
cluded a walking bass line. At one point, she
played dissonant chords in a rhythm that re-
called the classic Sonnymoon For Two. The
singer/keyboardist concluded her set with a
delightful,gospel-influenced number that rocked
with enthusiasm from beginning to end.

Judging by the music heard during the Festi-
val, the ‘80s promises to be an eclectic decade,
not dominated by one or two figures as was the
case in the ‘40s and '60s (Charlie Parker) and
‘60s (Ornette Coleman and John Coltrane). It
should be an exciting, creative period.

— Clifford Jay Safane

TEXAS — daagnim (dallas association for avant-
garde and neo-impressionistic music) released
its first album in October 1979 [“Air Light
(Sleep Sailor)” by Heinasirkka Dennis Gonzal-
ez] and is in the process of releasing two
subsequent albums, ““Hints’* by Ron Bucknam
(guitar) with Jim Hunter (bass - currently
playing with Houston Free Music Orchestra
leader, David Henschen) and Heinasirkka Dennis
Gonzalez (pocket trumpet, duhexaphone, chi-
nese musette, and small instruments), plus
"Absolution’’ by the Colored Music Ensemble/
Orchestra, led by Betel Bill Emery (trombone)
and Gerard Bendiks (drums, percussion).

Daagnim is the pioneer “‘new music’’ organ-
ization in Texas and the Southern States, and
was co-founded by ECM and 1750 Arch St.
Records artist Art Lande. The group has
produced workshops by Lande (“Use of the
Whole Instrument’’) and Anthony Braxton, as
well as made rehearsal and performance space
available for creative musicians and artists.
Currently, members of daagnim are using four
main spaces for performance: The Allen Street
Gallery, D.J.'s (a new wave cafe that also caters
to the New Music scene), the Ladies’ Social
Club, and Benny's (located near NTSU in
Denton).

Daagnim is also responsible for the Third
Ear Festival of Music, a three-weekend/six-day
event featuring local creative musicians, in
conjunction with the Dallas Museum of Fine
Arts.

Also worth mentioning are the programs
“Miles Out”” and “Profiles” on KERA-
FM in Dallas. They are both produced by
daagnim co-founder Heinasirkka Dennis Gon-
zalez and are the only programs in this “‘sector
of the planet’” that feature New Music. The
programs are so successful that the station is
always deluged with calls and letters requesting
more time for the shows, which have a combin-
ed weekly length of just under two hours! Gon-
zalez always manages to squeeze in at least 80
years of music into that hour and 3/4. Braxton
and trumpeter Hugh Reagan have even been
co-hosts on this groundbreaking show.

The local press, including the monthly jazz
tabloid (Texas Jazz) has not yet started giving
support to creative music, which, as we have
figured, is the case in most places in the U.S.
Neither daagnim or the Houston Free Music
Orchestra are yet considered to be jazz"
organizations.  You will be hearing much
more from daagnim and Texas.

Addresses:  “"Miles Out/Profiles”’
c/o KERA-FM,
3000 Harry Hines,
Dallas, Texas 75201 USA
(New Music promos are welcome!)
daagnim,
1127 N. Clinton,
Dallas, Texas 75208 USA
— Birk Resendaag

AUSTRALIA

Some fine music has been heard in Australia
lately, from Earl Hines, Stan Getz, Charlie
Byrd, and especially an excellent Chico Freeman
Quartet with Buster Williams, Kenny Kirkland
and Billy Hart.

Also touring here for the Adelaide Arts
Festival was the Moe Koffman Quintet, whom
| didn’t hear, but by all reports they were un-
interesting. The other jazz band featured at
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the Festival was the Bruce Cale Quartet. Bassist/
composer Cale returned to Sydney in 1978
after some ten years’ experience in England and
the US, and has established himself as one of
the most original composers leading a band
here. He differs from most non-commercial
musicians here in that he eschews the heated
intensity that most of our best creative soloists
strive for, in favour of a more understated
avenue of expression. Determinedly subtle,
without necessarily being ““cool’’. ““The Bruce
Cale Quartet at the Opera House'' on 44 Rec-
ords is one of the better Australian jazz
records. His current band, heard in Adelaide,
has a different personnel, with the talented and
very promising young Dale Barlow on tenor and
soprano, the much-respected Roger Frampton
on piano and the very constructive drummer
Phil Treloar. It is a band worth hearing;
unfortunately Cale, like most modern band-
leaders here, finds regular work elusive.

— Adrian Jackson

ENGLAND

LONDON — Ore of the highlights of the recent
Camden Jazz Week at London’s Roundhouse
was the McCoy Tyner Sextet (Joe Ford - reeds;
Carl Ector - violin; Avery Sharpe - bass; George
Johnson Jr. - drums; Guilherme Franco - percus-
sion). The pianist last performed here some
four or five years ago and his two appearances
during the week were played to full and enthus-
jastic houses. In the main the band was suc-
cessful, but there were some weak spots. For
example, it was difficult to tell whether Avery
Sharpe’s sound problems were due to equip-
ment or the acoustics at the Roundhouse, but
his playing lacked strength and he had trouble
getting his ideas down. And Carl Ector’s inton-
ation was at times, quite suspect. This was
particularly disturbing on his unison lines with
Joe Ford and Tyner. He didn’t appear relaxed
in the setting (I should point out that violinist
John Blake was on the second gig at the Round-
house). But aside from that, the tension never
lapsed, with swells and troughs, multifarious
climaxes, colourful and vibrant percussion work
from Franco and, of course, Tyner himself. A
compelling performance, and the audience re-
sponded appropriately.

Peter Boizot's Pizza Express in Dean Street
has long been known as one of the leading
venues for mainstream jazz and during the past
year his newest club, Pizza On The Park, in
Knightsbridge has come into its own as the ven-
ue where jazz in duo can be heard to good
advantage. Placing a duo in jazz presents a
problem in that most club audiences are geared
to hearing larger groups and consequently noise
level tends to obscure the music, so Boizot's
policy at The Park fills a gap. The room itself
is well appointed and the acoustics are good.
Visiting Americans are often slotted in when
they turn up and last month Roland Hanna was
in town and did a few days with bassist Peter
Ind.

Hanna and Ind have worked together before
and it's obviously a fruitful partnership. Both
are fine players with the thorough musical
knowledge that encourages freedom. The subtle
harmonies that Hanna produced, for instance,
in A Child Is Born, (it is,in fact, his tune) were
absolutely beautiful and Ind’s keen ear guaran-
teed the perfect choice of bass notes. The bal-
anced interplay and sensitive superimposition of
their individual lines worked with natural ease
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and Ind’s masterful use of harmonics yielded
clear, resonating notes. As one fan commented
...Jazz for the connoisseur!

For a while when George Coleman came to
town, Ronnie Scott's club was filled mainly
with other musicians, but now he's drawing
more and more jazz fans and it's about time!
Coleman’s a tremendous saxophone player and
a great jazz musician. His technique is phen-
omenal and his energy output staggering...
which, combined with a real ''feel” for the
music, makes for an unforgettable experience.
With him were Hilton Ruiz (piano), Herbie
Lewis (bass) and Billy Higgins (drums).

— Barbara Ind

CLAUDE WILLIAMS

Pizza Express, London, England
March 27, 1980

As a member of Jay McShann's all-star quintet,

the violinist Claude Williams made a memorable
UK debut at the 1979 Capital Festival held in
London last July. On that occasion, he was
joined in McShann’s front line by the estimable
Buddy Tate and supported by a first-rate
rhythm section which reunited McShann with
drummer Gus Johnson and bassist Gene Ramey.
Even so, Williams shone and aroused much
favourable comment. So a follow-up visit was
to be expected. This time Williams was the
featured soloist, working with the guitarist Diz
Disley and a second guitarist and bassist. Dis-
ley has had a lengthy career in British revivalist
jazz and has lately earned fame and fortune as
leader of Stephane Grappelli's accompanying
trio. Promoter Robert Masters took the view
that Disley’s previous experience as foil to a
fiddler made him an ideal companion for Wil-
liams. Nothing could have been further from
the truth. Thus Williams, a Kansas City veteran
known for recordings with Andy Kirk and
Count Basie, was saddled with a trio hardly
capable of swing and possessed of rudimentary
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knowledge of Kansas City jazz and its repertoire.

The tour included e two-night stopover at
Pizza Express, now London’s leading mainstream
jazz house, and it is the measure of Williams’
triumph that he cast aside the constraints set by
his accompanists and soared spiritedly aloft on
a varied programme of ballads and familiar stan-
dards.

Williams has retained a lively interest in jazz
developments despite his age (he's 72) and
shows a penchant for attractive linear excursions
on his material, while his attack, as befits his
background, is forceful, to say the least.

Williams’ skills are such that any anxiety
that he might not sustain audience attention
through three sets was soon dispelled. His
sound, less astringent than that of Stuff Smith,
eschews the saccharine inflections that afflict
some jazz violinists and fortunately, its degree
of amplification set no problems in the base-
ment room.

Cherokee was the evening'’s standout: a won-
derful harmonic exposition, with splendid tonal
variety and a knowing nod or two to Parker’s
Ko-Ko. Moten Swing also worked well with
the trio trying hard: Disley’s concept is based
on Django Reinhardt and it must be said that it
sat oddly with that of Williams.

Hopefully, Williams will return soon to
England but this time in faster and more
appropriate company. Well-preserved and sharp
in appearance, "'Fiddler’” Williams stands for a
style of hot jazz violin that may be disappearing,
yet which remains glowingly alive when he
plays. — Peter Vacher

PERCUSSION

Milford Graves, Sven Ake Johansson, Paul
Lytton, Frank Perry,

L’Arte della Percussione (The Art of Percussion)
Pisa, ltaly

February 21-24, 1980

A program involving only four percussionists
was set up in order to:

(1) verify the potential of an instrument or
family of instruments in an isolated context.
The drums and percussions in improvised music
have been freed from a supporting and comple-
mentary function. On one hand this has
revealed the essence of rhythm in its relation
with music and the process of life; on the other
hand it has broadened the expressive spectrum
of colors and tones, heading towards an absolute
sound-freedom away from the generally accept-
ed conventions.

(2) look for a common line that unites impro-
vising musicians working with different methods
in different environments (America, Germany,
England) wishing to share to simply be part of
a common experience.

The program consisted of one solo from
each percussionist, each of them meeting the
audience on a workshop basis, and also there
was space for an aleatory part open to any
solution. That is, each musician in the last
evening performance in the theatre, might
have chosen to play again in solo or play in
come combination with the others. But before
the incredible final concert, | must say that the
four solos showcased four different yet equally
exceptional musicians.

Milford Graves once again evidenced his
capacity of synthesizing centuries of musical
traditions, the whole drum culture, making
them live in his percussive, vocal and theatrical

improvisations (he started his performance with
his head inside a drum, the instrument also vis-
ually part of the body, with an effective panto-
mime).

Paul Lytton was more turned towards a
balance of developing unorthodox techniques
for his improvising and the creation of an ex-
tremely rich universe of sound through the use
of electricity, and homemade tools which form
his very personal kit (I would like to recommend
his first solo record, that gives a very true
reflection of Lytton’s amazing music, "“The
Inclined Stick’’, Po Torch Records).

Sven Ake Johansson was more concerned
with the dynamic possibilities of the traditional
drum kit; nonetheless, he manipulates it to an
extreme, although he also abandons it in order
to use different objects like metal bands, or to
sing and play accordion. Johansson'’s solo work
is at its best in two records on the German label
SAJ, but the impact of a live performance
should not be missed, a wonderful musician.

Frank Perry played inside the cage that he
built with a huge amount of gongs, bells, glass
bells, and oriental percussion instruments. He
gives the impression of letting them sound by
themselves; he seems to look for an almost
pure beauty of the sound itself, the music is
the result of slight changes and slow variations
and retains an almost mystical atmosphere, with
few moments of intensity, and the intelligence
of the improvisor makes it an exceptional exper-
ience.

Each musician on one of the four days, in
the afternoon program, met the people in dif-
ferent ways: Graves gave a lecture on Babi
Music, concerning the philosophical, historical
and physiological implications of rhythm, Lyt-
ton and Johansson played briefly and then
dialogued with the audience, Perry illustrated
some fascinating theories on music and astrol-
ogy.
The final concert of the four percussionists
together was much more than the sum of four
individual talents. The agreement on a human
level turned into an even more rewarding
harmony in musical terms. During the concert
(approached with caution by everyone, con-
cerned with extrapolating from their own con-
ceptions something to fit with those of their
fellow musicians), the space available for each
percussionist became larger and larger, rather
than more limited, and the four seemed to have
been playing together for years. Graves, who
limited his action at first, found in Johansson
a perfect mate for some high energy duets,
Lytton was absolutely fantastic in laying a
carpet of sounds that turned this concert into a
beautiful, unexpected dream. | feel uncom-
fortable in writing about it, it had to be
experienced, who might imagine a Swedish
drummer throwing confetti at an American
drummer  during his solo, as part of a unique,
arranged plan?

To date this might be the most rewarding
program that the C.R.I.M. (Centro per la Ric-
erca sull’lmprovwvisazione Musicale) has present-
ed, and it will continue after the next Pisa
Festival (V Rassegna Internazionale del Jazz,
June 25-29). — Roberto Terlizzi

ODDS & SODS

The 27th annual Newport Jazz Festival will
be held June 27 to July 6, 1980, in New York
City, Saratoga Springs, the Town of Hempstead

and Waterloo Village, New Jersey. The festival
will feature simultaneous concerts at Avery
Fisher Hall, Carnegie Hall and Town Hall as
well as a Celebration of Swing at Roseland
Ballroom, a solo piano series at Carnegie Re-
cital Hall, the Staten Island Ferry Boat Ride,
a weekend of jazz at Waterloo Village, and two
12-hour concerts at the Saratoga Performing
Arts Center. The 52nd Street Jazz Fair and a
KOOL Newport Jazz Festival evening in the
Town of Hempstead will conclude the festival.

“Year of the Bird - a Tribute to Charlie
Parker’ will be produced in cooperation with
Ira Gitler, at both Carnegie and Avery Fisher
Halls. Over 40 musicians will perform at both
venues on Friday, June 27. Co-produced by
Richard M. Sudhalter with Joel E. Siegel,
""Puttin on the Ritz — A Jazz Tribute to Fred
Astaire’’ will feature Mel Torme, Stan Getz,
George Shearing, Sylvia Syms and others. Ros-
etta Reitz is the co-producer of “Blues is A
Woman'’’ with Big Mama Thornton, Adelaide
Hall, Sippie Wallace, Linda Hopkins, Nell Carter,
and narrator Carmen McRae. New Audiences
will co-produce an evening with Angela Bofill
and a tribute to the late Eddie Jefferson with
Manhattan Transfer, Jon Hendricks and Dizzy
Gillespie. "'Toshiko Akiyoshi and Friends’’, a
co-production of the KOOL Newport Jazz Fest-
ival and National Public Radio’s ""Jazz Alive"
will include Toshiko along with Max Roach,
Phil Woods and the Akiyoshi-Tabackin Big
Band. This concert will be broadcast live nat-
ionwide on National Public Radio.

A new venue for the Festival, Town Hall,
will be the site of a major presentation of
new music. Over the ten-day Festival, artists
presented will include the Art Ensemble of
Chicago, Beaver Harris/Don Pullen & 360 Degree
Music Experience, Carla Bley Band, Oliver
Lake, Leroy Jenkins, Julius Hemphill, World
Saxophone Quartet, Archie Shepp Quintet and
others. Town Hall will also host David Chertok’s
popular Jazz On Film program.

Sarah Vaughan, Dave Brubeck, Gato Barbieri,
Lionel Hampton, Chick Corea, Dexter Gordon,
McCoy Tyner, Gerry Mulligan, George Benson,
Benny Carter, and a host of others will perform
on various programs. Two performances of Jazz
Latino, co-produced by Felipe Luciano, will star
Tito Puente, Mongo Santamaria, Eddie Palmieri
and Dizzy Gillespie. “'Swinging Taps’ with
Benny Carter’'s Orchestra and dancers Honi
Coles, Sandman Sims, Buster Brown, Chuck
Greene and others, will spotlight the Tap Dance
renaissance.

Newport Jazz Festival brochures, with spec-
ifics on the 1980 Festival, may be obtained by
writing to P.O. Box 1169, Ansonia Station,
New York, N.Y. 10023 or by calling (212)
787-2020. The New York Sheraton Hotel,
located at Seventh Avenue between 55th and
56th Streets, is the official headquarters for
the Festival. The central KOOL Newport Jazz
Festival box office for all events will be located
in the lobby beginning May 27.

Billy Bang’s Survival Ensemble was heard in
concert at Soundscape April 24 and 25. The
violinist is becoming an increasing force in
New York music circles and he will be heard
July 4 and 5 at Alley’s Bar with David Murray,
Fred Hopkins and Rashied Ali.... Oliver Lake
and Leroy Jenkins presented an evening of
duets and solos March 25 at University Union
Social Room.... Woody Shaw appeared in con-
cert May 16 at Symphony Space Theatre.... The
Jimmy Lyons Quartet were at The Tin Palace
May 2-4.... Roland Young collaborated with
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dancer Dianne Mclntyre May 10 at Cami Hall.
Dianne will also be appearing June 13 and 14 at
Symphony Space in the company of Max
Roach, Oliver Lake, Gary Bartz, Arthur Blythe
and Hamiet Bluiett.... The Malachi Thompson
Quartet gave a program of blues, jazz and
gospel at the American Museum of Natural
History on May 18.... George Lewis will be
program director of the Creative Music Studio’s
summer program from July 28 to August 24....
Nomi Rosen (flute) and pianist Connie Crothers
will be heard June 1 at Carnegie Recital Hall.

Pontiac, Michigan is the venue of a series of
concerts of "New Music” to be held in May,
June and July. The series began with a concert
May 17 by Anthony Davis and reedman Anthony
Holland. Holland returns June 22 for a duet
presentation with guitarist A. Spencer Barefield.
The final concert, to be held July 12, features
the New Chamber Jazz Quintet.... The AACM
presented Douglas Ewart and Orchestra Invent-
jons in concert April 19 at Chicago’s Eleventh
Street Theatre.

Operation Sail 1980 is holding a Benefit Ball
May 29 at the New England Aquarium in
Boston. The expensive affair will feature Dizzy
Gillespie, Stan Getz, George Benson and the
Ramsey Lewis Trio.... Sandy’s Jazz Revival in
Beverly, Massachusetts opened for the 1980
season on April 5 with Bob Wilber guesting
with the Widespread Depression Orchestra....
The Hartford Jazz Society is celebrating its 20th
anniversary with a two-day festival to be held
October 18 and 19.... Marion Brown's String
Trio performed in Hartford at Real Art Ways
on March 165.

Ruby Braff and Dick Hyman were featured
at Cincinnati’s Cuvier Press Club on April 13 in
a concert presentation of the Classic Jazz Soci-
ety of Southwestern Ohio.... Burlington, lowa
is the site of a week-long summer festival.
Traditional jazz is part of the festivities and
these take place June 21 and 22 with such
bands as Gene Mayl's Dixieland Rhythm Kings,
the St. Louis Ragtimers and an all-star band of
mid-west musicians.... A serious attempt to
restore and revive Beale Street in Memphis (once
the hub of black entertainment in that city)
seems to be meeting with some success. Enter-
tainment complexes such as Blues Alley and the

Beale Street Cabaret are part of the new activ-
ity.

yBee Hive recording artist Ronnie Mathews
was busy during April with club and concert
appearances on the East Coast before heading
to Japan for a ten-concert tour in May. Math-
ews’ second Bee Hive album is called "“Legacy”’
and features the pianist with Bill Hardman,
Ricky Ford, Walter Booker Jr. and Jimmy
Cobb. Release is expected in the fall of this
year.

The National Endowment for the Arts has
announced that beginning in the fall of 1980
the Endowment’s Artists-In-Schools program
will conduct a pilot project placing jazz artists
in schools for year-long residencies. These will
not be teaching positions; rather, the musicians
will be available for performance/workshop/re-
source presentations in collaboration with the
school’s existing program. Larry Ridley is
coordinating the program and can be reached
at 37 Blenheim Road, Englishtown, New Jersey
07726 USA.

Ron Carter has disbanded the quartet he
led for several years with Kenny Barron, Buster
Williams and Ben Riley. New personnel will be
pianist Ted Lo, bassist Leon Maleson and drum-
mer Wilby Fletcher.

WFDU-FM, a college radio station in Tea-
neck, N.J. has changed its programming. lts
new focus will be traditional musics of America.
...Benjamin Franklin V has hosted a radio show
in Columbia, S.C. for several years which foc-
uses on bop and modern mainstream to the
present. It is called '"Jazz In Retrospect’’ and
will begin being heard by a wider audience July
1 when National Public Radio are to distribute
it nationally.... Jazz Alive is still the big show
on Public Radio and the summer schedule is
as stimulating as ever with music ranging from
Bill Holman's big band to the Globe Unity Or-
chestra at Moers in 1979.

Guitarist Ole Molin was recipient of the
1980 Ben Webster Jazz Award in Denmark.

The first East Lansing Blues and Jazz Festi-
val took place April 18-20 with Son Seals and
the World Saxophone Quartet as the principal
headliners.... The Cape Cod Jazz Society has
organized a Memorial Day Weekend festival at
the Tivoli Room of Duffy’s Hyannis Resort.
The New Black Eagle Jazz Band, Buddy Rich,
Scott Hamilton, Bob Wilber, Dick Johnson,
Doc Cheatham, Vic Dickenson and Earl Hines
were among those scheduled to appear.... La
Grande Parade du Jazz takes place July 19-22in
Nice. There will be an All Star Band from
Concord (Hamilton, Vache, McKenna), a Basie-
style band under Nat Pierce’s direction and a
Benny Carter band with trumpeters Clark Terry,
Doc Cheatham and Jimmy Maxwell. More than
250 musicians will participate in the event.

The Northsea Festival will be held in the
Hague on July 11-13.... The Detroit-Montreux
Jazz Festival will be held over Labor Day week-
end in the Motor City at various locations.... The
Verona, ltaly Jazz Ottanta is being held June 5
to 8 with Julius Hemphill, Andrew Hill, Bill
Dixon, Air, Cecil Taylor, Horace Tapscott and
George Russell as the featured leaders. The
focus this year is on composers and arrangers.
Each night after the concerts there will be music
at the Can Da La Scala club....

A Festival of Traditional Jazz will be held
November 7-9 at the Holiday Inn, O'Hare/Ken-
nedy in Rosemont, lllinois... A series of concerts
is being held this spring in Rome under the
auspices of Italian radio/TV. Artists perform-
ing have included Lee Konitz, Gil Evans, Sun
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Ra, Anthony Braxton, Willem Breuker, Old
and New Dreams, Memphis Slim, Chris McGreg-
or and Albert Mangelsdorff.

Thirteen concerts recorded at the 20th
annual Ljubljana Jazz Festival in Yugoslavia
are now available for broadcast in Canada and
the U.S. from the Broadcasting Foundation of
America, 52 Vanderbilt Ave., Suite 1810, New
York,N.Y.10017. Gary Burton, Joe Henderson
and Nucleux are among the featured bands.

Creative World announced the publication
of “'Stan Kenton: Artistry in Rhythm’ by
Dr. William F. Lee. The retail price of this
biography is $24.95 and is available from
Creative Press, P.O. Box 35216, Los Angeles,
California 90035.... Klacto is the name of Ha-
waii‘s jazz newsletter. It is available free from
stores and clubs in Hawaii. Write Mike Bloom,
916 McCully Street, Honolulu, Hawaii 96826
for more details.... ""Jazz Lives" is the title of
Michael Ullman’s new book. There are inter-
views/essays with such musicians as Joe Venuti,
Doc Cheatham, Dizzy Gillespie, Sonny Rollins,
Betty Carter, Karl Berger and Anthony Braxton.
...A selected discography of Lionel Hampton
(1966-1978) has been published by Otto Fluck-
iger, Talackerstrasse 7, 4153 Reinach, Switzer-
land. The fifteen-page booklet sells for $1.50.
...Burt Korall (2 Park Lane, Mt. Vernon, N.Y.
10552) has begun research for a book on jazz
drummers. He is seeking significant informat-
ion on jazz drummers — especially concerning
the early pioneers. Anyone wishing to partici-
pate in this project should contact Burt Korall
at the above address.

Sweet Earth Records has released a well-re-
corded studio effort by Sun Ra called "The
Other Side of the Sun”(SER 1003). Upcoming
on Sweet Earth are albums by Claudine Amina
Myers, Stephen McCraven and Ed Blackwell....
Timeless Records in Holland have announced
several new releases. These will eventually
become available on Muse in the U.S. SJP 132
features Clint Houston with Joanne Brackeen;
SJP 133 "Lionel Hampton in Haarlem'’; SJP
134 Mike Nock solo; SJP 140 - David Liebman.
... Japo, ECM’s subsidiary label, has four new
releases - Manfred Schoof (60030), AMM 111
(60031), Om (60032), Elton Dean Quintet
(60033).... The most recent releases from Fam-
ous Door are Bill Watrous in Hollywood (HL
127), Mousey Alexander Sextet (HL 130) and
Eddie Miller’s New Yorkers (HL 131).... New Ips
from Art Pepper and George Cables are due
from Contemporary Records. Also in preparat-
ion are albums by Joe Farrell, Mike Garson,
Joe Henderson and Tete Montoliu.... New two-
fers from Prestige/Milestone include Blue Mit-
chell: A Blue Time'’; Ben Webster/Joe Zawinul:
“Travelin’ Light' (also has some tracks from the
Webster/Bill Harris collaboration), Charles Min-
gus: “Portrait” (two of his Mingus releases)
and George Wallington: "Our Delight".

One of the most respected bass players in
modern jazz, Ronnie Boykins, died of a heart
attack April 20 at his home in Brooklyn.

— compiled by John Norris

A LETTER

| would like to thank you for your recent
review of Blp 12060, Blp 12061, Blp 12062, and
Blp 12063 in the April issue of Coda.

As a note of clarification in reference to
the review | state the facts as follows:

In the review by John Norris. he mentions
that "’A technical note on these reissues: much



of the top end has been removed from the
music on these reissues — presumably to reduce
the surface noise from the original LPs."”

Although this is basically correct in reference
to BLP 12060 and BLP 12061 (reissued from
the original LPs), it is incorrect in reference to
BLP 12062 and BLP 12063. These particular
reissues were transferred from the original
master tapes of the recording dates. All Dawn
material to be reissued by Biograph Records
in the future are from the original master
tapes. The Raney & Thompson original tapes
have still not turned up and that is why we
used the LPs.

As to ""No attempt has been made, either to
augment the original LPs with extra material
from the sessions — something which could
have been done in the case of the Sims and
Cohn LPs.” In the case of the Al Cohn and
the Zoot Sims records, we have received no
additional takes and/or “‘extra material’’ from
these sessions that could have been included.
There is a full album of Zoot Sims (vol. 2)
which we have just released, plus the original
album titled ““Tenors Anyone?’’ which con-
tains two additional sides of Zoot Sims and
will be reissued soon. This album also feat-
ures Stan Getz, Wardell Gray and Paul Quin-
nichette. It would have been inappropriate to
disorient the Sims material in this case since we
want to stay as close as possible to reissue the
Dawn catalog as it first appeared over twenty
years ago.

In the future we would welcome any quest-
ions from your reviews concerning the accuracy
of the Dawn Catalog.

— Arnold S. Caplin, president
Biograph Records

SECOND WIND

A SERVICE FOR MUSICIANS WHO WISH TO BUY OR SELL USED WIND INSTRUMENTS.

SECOND WIND will find the used wind instrument of your
choice at your price.

Phone (416) 781-0048

or Write SECOND WIND, Box 203, Station Z, Toronto M5N 2Z4.

BARRY GALBRAITH: "“Jazz Guitar Study
Series’’. Professionally acclaimed study mat-
erial for intermediate, advanced players by
top rank recording artist/teacher. Finger-
board and minor scale workbooks plus un-
ique book/record practice set, ‘'Play Along
With Bach’ with stereo separation. ‘‘Best
I've ever seen. Much needed!": Bucky
Pizzarelli. Full description, order form from
Weybridge Productions, Inc., Dept. CP, 3 Park
Street, Middlebury, Vt. 05753 U.S.A.

SMALL ADS

This section is for individuals and organizations
to advertise non-display items. Cost is 25¢ per
word ($5.00 minimum), payment to be made
when copy submitted. Boxed ads $1.00 extra.

DISCOGRAPHIES

ORNETTE COLEMAN 1958-1979: A Disco-
graphy, by Wild & Cuscuna. Complete inform-
ation on all recordings; biography; photographs.
Now available, $5.50 US postpaid. Still avail-
able — RECORDINGS OF JOHN COLTRANE:
A Discography, Second Edition. Revised, en-
larged, updated. Complete information on all
recordings. $7.00 US postpaid. Second, Third
Supplements to First Edition also still available,
$1.25 US postpaid. (both $2.00 US postpaid).
WILDMUSIC, Dept. A, Box 2138, Ann Arbor,
M| 48106 USA.

BOOKS

“AUNTIE NATURE" by LLOYD GARBER.
A sideways perspective for guitarists (and oth-
ers). A 'deprogramming’ exercise or mental
‘screwer-upper’. Fragmented thoughts; finger-
board patterns (improvisation); clusters; pre-
pared guitar; compositions. 265 pages.
$37.00 (int. m.o.) to Lloyd Garber, Box 7020,
Station ‘A’, Toronto, Ontario Canada M5W 1X7.

INSTRUMENTS

DOUBLE BASSES: Largest collection in
Canada. Buy-Sell-Rent-Appraise. Dr. George
Woodall, (416) 225-6225.

RECORDS

FREE LISTS of rare jazz Ip's at auction.
Older jazz literature at auction. Gary Alderman,
P.O. Box 9164, Madison, Wl 53715 USA.

JAZZ LPs. Rare, out-of-print and current. Free
price and auction lists. ~Wm. Carraro, 25
Aberdeen Street, Malverne, N.Y. 11565 USA.

DAYBREAK EXPRESS RECORDS 'Duke
Ellington And All That Jazz'' JAZZ MAIL
ORDER SPECIALISTS: Imports and small
labels, budgets too. Affinity, Bead, Black
Saint, BVHaast, Blue Parrot, Cadillac, Cap-
rice, CJM, Circle, Dragon, Fluid, FMP, EI
Saturn, Horo, ICP, Ictus, Incus, Jazz Con-
noisseur, Jazzcraft, Jazz Society, MCA, Mag-
pie, MPS, Ogun, Rarities, Red, Moers Music,
Spotlite, SteepleChase, Sun, Tax, Vogue,
Waterland, Wave, Unique Jazz. For com-
plete listings of these and many other labels
send for free catalogue to: P.O. Box 250,
Van Brunt Station, Brooklyn, N.Y. 11215.

RARE out-of-print Jazz Ip’s for sale by
auction. Free lists. Leon Leavitt, P.O. Box
38395, Los Angeles, California 90038. | also
buy/trade rare Ip’s. Top $ paid.

COLLECTORS RECORD AUCTION — Original
Albums, 45's, 78's. JAZZ various categories.
Many other categories. Rarities. Specify inter-
ests. Free lists: but IRC’s (Overseas) appreciat-
ed — John Petrell, P.O. Box 30321, Gahanna,
Ohio 43230 USA.

COLLECTORS RECORDS - 60,000 LPs sold @
auction — International service since 1971 in:
(1) Jazz, Swing Bands, Jazz Vocals; (2) Sound-
tracks, original cast, TV, (3) Country/Western;
(4) Personalities, Folk, Instrumentals, Vocals,
Comedy; (5) R&B, R&R, Rock, Blues. Specify
list from: Ray Macknic, P.O. Box 7511, Dept.
G, Van Nuys, Calif. 91406 U.S.A.

BLUES, JAZZ AND MUCH MORE.. Thous-
ands of imported and hard-to-find albums.
Free regular newsletter. Complete illustrat-
ed 40-page BLUES catalog $1.00. JAZZ
catalogavailable soon. DOWN HOME MUSIC
(Z), 10341 San Pablo Ave., El Cerrito, Ca.
94530, U.S.A.

ALL KINDS of LP’s, including JAZZ. Many
out-of-print. Free list. Mark Axtell, P.O. Box
695, South Pasadena, CA 91030 USA.

RECORD RARITIES** Jazz/Big Bands/Vocals/
Shows/Soundtracks/Rock ‘N’ Roll/Books/Lots
Of Nostalgia. 110 Page Catalog $1.00 Domest-
ic/$2.00 Overseas. Serendipity Record Rarities,
P.O. Box 261, Dept. B, Bogota, New Jersey
07603 USA. Overseas requests welcomed.

WE DEAL exclusively in Improvisational &
Avant-Garde rock & jazz cut-outs. Hard to find
and overlooked music at incredible prices.
Wayside Music, P.O. Box 6517, Dept. C, Wheat-
on, MD 20906 USA.
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JAZZ LP'S: Major-label cutouts by Hawk,
Mingus, Morgan and many more, (Set priced,
sealed) THCC, Dept. BC, P.O. Box 107, Drexel
Hill, PA 19026 USA.

JAZZ BLUES CUTOUTS best price select-
jons service tape and accessory bargains;
foreign orders and dealer inquiries welcomed
Free catalog Left Bank Records 1028 Fourth
St Rensselaer NY 12144 USA

STORES

380 % s pryes

337 KING STREET WEST, TORONTO

(between University & Spadina)
take Spadina exit from the Gardiner expy

*» RECORDS * BOOKS =«
* MAGAZINES » N

OPEN MONDAY-SATURDAY 11 AM-6 PM

* Comevisit us =

DRIFTWOOD  MUSIC

Qualit_v Used Records
Bouq’lt & Sold

247 QUEEN STREET WEST
TORONTO, ONTARIO M5V 174
CANADA. (416) 598-0368

MAGAZINES

RADIO FREE JAZZ — special feature articles;
indispensable jazz industry coverage; latest in-
formation on all jazz releases; reviews of the
best of latest releases and reissues. 1 year (12
issues) $10; 2 years (24 issues) $18. Order from
Radio Free Jazz, Dept. C1, 3212 Pennsylvania
Avenue S.E., Washington, DC 20020 USA.

THE RECORD FINDER is the best way to buy
and sell any type of rare recording — especially
if it is 78 RPM. Write to E.S. (Stan) Turner,
4164 Marlborough Ave., San Diego, CA 92105.

JAZZ JOURNAL International: Back issues for
sale, each $2.00postpaid from Coda Publications:
February 1978: Vol. 31, Nos. 1 & 2: Gerry
Mulligan, ECM, Monty Alexander, W. Devereux.
July 1978: Vol. 31, No. 7: Lionel Hampton, Gil
Evans & Stan Tracey, George Wein.

August 1978: Vol. 31, Nc. 8: Dicky Wells,
Bobby Wellins, New York, New Orleans Jazz.
January 1979: Vol. 32, No. 1: Albert Mangels-
dorff, Akiyoshi-Tabackin, N.Y. Avant Garde.
February 1979: Vol. 32, No. 2: Shorty Rogers,
Jelly Roll Morton, Readers’ Poll Results.

March 1979: Vol. 33, No. 3: Al Haig, Jay Mc-
Shann, Lennie Tristano.

VINTAGE JAZZ MART is the leading record
trading magazine in the world. Whether you
wish to buy or sell rare 78's this is the magazine
for you. Trevor Benwell, 4 Hillcrest Gardens,
Dollis Hill, London N.W. 2, England.

SOUNDS VINTAGE: The magazine for vintage
wireless and sound equipment, gramophones
and records, literature, instruments. Sounds
Vintage, 28 Chestwood Close, Billericay, Essex,
England.

BACK ISSUES OF CODA still available — $1.50
each postpaid or 10 for $11.00 (164/5 counts
as two issues and costs $3.00 per copy):

MAY 1967 (Albert Ayler, Earle Warren)
AUGUST 1973 (Louis Armstrong Special)

127 (March 1974 - Gene Krupa)

129 (May 1974 - Kenny Hollon, Larry Coryell)
130 (July 1974 - Mary Lou Williams, Jimmy
Rogers, Morris Jennings)

131 (September 1974 - Rashied Ali/Andrew Cy-
rille/Milford Graves, Johnny Hartman, Swing)
132 (October 1974 - Karl Berger, Jazz Cross-
word, Johnny Shines)

133 (November 1974 - Charles Delaunay pt. 1,
Rex Stewart, Howard King)

134 (December 1974 - Julian Priester, Steve Mc-
Call, Muggsy Spanier Big Band)

135 (January 1975 - J.R. Monterose, Armstrong
Filmography, Strata-East Records)

137 (April 1975 - Mose Allison, Ralph Sutton,
Nathan Davis, Cross Cultures)

138 (May 1975 - Niels-Henning Orsted Pedersen,
Art Ensemble on Nessa, Junior Wells, Graeme
Bell)

142 (Oct. 1975 - Claude Thornhill, Brew Moore)
144 (February 1976 - Art Farmer, Woody Shaw,
Red Rodney, A Space Concerts)

145 (March 1976 - Betty Carter, Marc Levin,
Pat Martino, Ben Webster European disco.)
146 (April 1976 - Delaunay pt. 2, Leroy Coop-
er, Noah Howard)

147 (May 1976 - Oliver Lake, Miles Davis)

148 (June 1976 - Harold Vick, Jimmy Heath)
150 (Sept. 1976 - Milford Graves, Will Bradley)
151 (Oct. 1976 - Don Pullen, Benny Waters)
152 (Dec. 1976 - Warne Marsh, Bill Dixon)

153 (Feb. 1977 - Steve Lacy, Marty Grosz, Mal
Waldron, Blues News)

154 (April 1977 - Milt Buckner, Christmann/
Schonenberg Duo)

155 (June 1977 - George Lewis, Lloyd Glenn)
156 (Aug. 1977 - Stephane Grappelli, Stuart
Broomer, Moers Festival, Hot Club de France)
157 (Oct. 1977 - Bobby Bradford, John Carter,
Chet Baker, Butch Morris)

158 (Dec. 1977 - Joseph Jarman, Eddie Durham,
Bobby Hackett)

159 (Feb. 1978 - Randy Weston, Milt Hinton)
160 (April 1978 - Willem Breuker, Joe Pass,-En-
rico Rava, European labels)

161 (June 1978 - 20th Anniversary Issue: Julius
Hemphill, Doc Cheatham, Jazz Literature, etc.)
162 (Aug. 1978 - James Newton, Sonny Clark,
George Russell, Moers Festival)

163 (Oct. 1978 - Henry Red Allen, Frank Lowe,
Albert Nicholas)

164/5 (Feb. 1979 - Special Double Issue: Jeanne
Lee, Lester Bowie, Gunter Hampel, Hank Jones,
Vinny Golia, Nick Brignola, Red Holloway)

166 (April 1979 - Paul Bley, Larry Dubin, Jess
Stacy, Bley discography)

167 (June 1979 - Evan Parker, Incus Records,
Red Callender, Bill Russell, Rova Sax 4tet).
168 (Aug. 1979 - Albert Mangelsdorff, Barry
Altschul, Moers Festival, Blues News)

169 (Oct. 1979 - Amina Claudine Myers, Kenny
Burrell, Pisa & Bracknell Festivals)

170 (Dec. 1979 - Abbey Lincoln, Olu Dara)
171 (Feb. 1980 - Archie Shepp, Dewey Redman)

THE JAZZ INDEX: a quarterly bibliography of
articles and reviews from over 30 jazz maga-
zines. Bilingual (German/English). For further
information write: Norbert Ruecker, Kleist str.
39, D-6000 Frankfurt/M 1, West Germany.

LIVING BLUES, America's first blues magazine,
published quarterly since 1970. Contemporary
and historical coverage, from Robert Johnson
to T-Bone Walker. Photos, reviews, news, in-
depth interviews, etc. Sample copy $1.50 (U.S.
funds only); $6.00 for 4 issues (one year) from
Living Blues, 2615 N. Wilton Ave., Chicago,
Illinois 60614 USA.

CADENCE, the monthly review of Jazz and
Blues. Interview, oral histories, hundreds of re-
views, news. Complete coverage of the whole
scene. Fantastic. Sample $1.25, 1-year subscrip-
tion $11.00, outside the USA $14.00. If you're
serious about your jazz and blues interests try
us. Cadence, Route 1 Box 345, Redwood, N.Y.
13679 USA.

EXCELLENT coverage of blues and jazz in Le
Point du Jazz for those who read French. Write
Jacques Tricot, Avenue Van Overbeke 48,
B-1-80 Bruxelles, Belgium for more inform-
ation.

DER JAZZFREUND brings jazz news from
East and West. Articles, discographical dates,
record reviews and others. Free sample copy
from: Gerhard Conrad, Von Stauffenberg-Str.
24, D-5750 Menden 1, Germany.

MUSICWORKS

30 Saint Patrick Street Toronto

)
A
renegade activity in

musicalcanada

Subscriptions for 6 issues are $5.00 in North America,
$7.00 elsewhere & $10.00 for institutions.

WANTED

WANTED by Coda staff: Abbey Lincoln Live
At Misty - KIVA Records KV 101 (Japanese).
Contact us at Coda Magazine, Box 87, Station J,
Toronto, Ontario M4J 4X8 Canada.

WANTED: Flying Dutchman album "'Giant Is
Awakened'’ Horace Tapscott, p; Walter Savage,
b; David Bryant, b; Everett Brown Jr, d; Black
Arthur Blythe, as; 1969 Los Angeles. Contact
Mark Weber, 1559 Shelley Ave., Upland, Calif.
91786 USA.
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PIANO LESSONS

Enlightening Performances by Three Keyboard Legends

INNER CITY 1071

TOMMY FLANAGAN

TOMMY FLANAGAN PLAYS THE MUSIC OF

Harold Arlen, whose melodies form the basis of this
Flanagan compendium, ranks alongside Ellington and
Gershwin as one of the composers most respected and
most often recorded by jazz musicians over a half cen-
tury span. Bornin 1905 in Buffalo, N.Y., he was a profes-
sional pianist at 15 (as Tommy himself would be). After
working as a pit band musician in George White's
Scandals of 1928, he began composing the following
year and had his first hit with Get Happy, in Earl
Carroll’s Vanities of 1930.

The endless series of Arlen successes (many of them
with lyricist Ted Koehler) provided popuiar singers and
jazz musicians with a great source of material.
Flanagan’s choices are all long familiar. Between the
Devil and the Deep Blue Sea was introduced by Aida
Ward ina 1931 Cotton Club show for which Koehler and
Arlen wrote the score. Over The Rainbow (1939, with
words by Yip Harburg) was of course Judy Garland’s
timeless wonder in The Wizard of Oz.

A Sleepin’ Bee (words by Truman Capote and Arlen)
was introduced by Diahann Carroll in the 1954 stage
show House of Flowers. Ill Wind is another Cotton Club
show product, vintage 1934. Out Of This World was
sung by Bing Crosby using Johnny Mercer’s lyrics, in a
1945 film by the same name.

One of the most brilliant examples of Arlen’'s
melodic sense and unconventional construction is One
For My Baby, another Mercer collaboration, which Fred
Astaire sang in a 1943 movie, The Sky’s The Limit. My
Shining Hour has the identical credits.

Best of all there is the exquisite Last Night When We
Were Young, for which producer, Helen Merrill adds a
vocal that is understated even by her own uniquely sub-
tle standards. It is hard to imagine a more perfect wed-
ding of singer, song and accompanist.

You will notice that there has been no evaluation of
Tommy Flanagan. | could go into elaborate details
about the bop influence discernible on the up tempos,
the Tatum hints in /Il Winds, and so forth; but it is very
apparent that Flanagan's interpretations speak for
themselves. He has long been called an underrated ar-
tist; with the release of albums like this, the rating
seems likely at last to draw level with the talent. For
this we must thank not only Tommy himself, but also
Helen Merrill, the prettiest producer, with the most
tasteful of ideas.

ALMADA DISTRIBUTION CORP.
380 St. Antoine Street West
Montreal, Quebec, H2Y 1J9
Canada (514) 844-1127

Available from

INNER CITY 1072
ALHAIG 4%

AL HAIG PLAYS THE MUSIC OF JEROME KERN

There is a curious sense of history revisited, or
rewritten, in the release of this album by Al Haig. More
than three decades ago, in 1947, Haig was a member of
the large orchestra (woodwinds, strings, French horns)
conducted by Johnny Richards for a Dizzy Gillespie
record session. The date was dedicated to Jerome
Kern; in fact, two of the four songs recorded, The Way
You Look Tonight and All The Things You Are, are found
in the present Haig collection.

The two 78 singles by Dizzy were issued by a long-
defunct company, Paramount Records, and were
promptly withdrawn because of complaints from the
Jerome Kern estate. Attitudes in those days were very
different; any variation on a melody could be, and occa-
sionally was, interpreted as desecration.

The present album finds Al in his element, provided
with material from the long-prolific pen of Jerome Kern.
A New Yorker, born in 1885 (he died there in 1945), Kern
is credited as having contributed to the modernization
of musical theatre. His songs were invariably im-
aginative, often harmonically and melodically un-
conventional. All The Things You Are (written, iron-
ically, for a flop stage show in 1939, Very Warm For
May) has become one of the most used of all standards
in jazz circles because of its extraordmary har-
monic/melodic conception.

Haig's version of Yesterdays (introduced in a 1933
musical, Roberta) finds him in a reflective mood, with
fills and ornamentations that are at times evocative of
Art Tatum. It is interesting that even on the up tempo
pieces such as /I'm Old Fashioned, Al bears little
resemblance to Bud Powell, who was generally ac-
cepted in his day as the pace-setting bebop pianist. The
supple bass work on this and other tracks is by Jamil
Nasser.

It is rewarding to hear once again this evidence of
Kern’s very special talent, and to find his songs in the
hands of an interpreter who knows just how to deal with
them, how far to wander and how soon to return. No
less welcome is the renewed presence of Al Haig on the
recording scene, displaying the facility and good taste
that has marked his work ever since those Iong gone
days with Dizzy.

JEROME KERN |

INNER CITY 1073

ROLAND HANNA PLAYS THE MUSIC OF
ALEC WILDER

Sir Roland Hanna is not just an honorary nobleman
like some of the Dukes, Counts and Earls who have
graced the music world. In 1969, after giving a tour of
concerts for charity to help young students in Africa, he
was knighted by the late President William Tubman of
Liberia for his humanitarian interests and activities.

Born in Detroit, Roland was a couple of years
younger than another budding local pianist, Tommmy
Flanagan, who became one of his early influences. The
son of apreacherin aSanctified church, Hanna was ex-
posed to rhythm and blues but soon became absorbed
in classical music. Long after his career had taken off,
he recommenced his studies, attending the Eastman
School and, later, Juilliard.

His credits in the later 1950s included stints with
Benny Goodman and Charles Mingus. From 1960-63 he
accompanied Sarah Vaughan, of whom he recalls:
“That was a great learning experience; the time | put in
with Sarah helped me to develop a style of my own.”

After playing with the New York Jazz Sextet, whose
members included Art Farmer and Benny Golson, he
joined the Thad Jones/Mel Lewis Orchestra and spent
much of his time with the band for the next seven years,
touring Europe, Japan and the Soviet Union. During and
after that he diversified his activities with television
staff work on the Dick Cavett show, overseas jaunts
with the New York Jazz Quartet (the ex-Sextet), solo
concerts, gigs with Zoot Sims, Dick Gibson’s Colorado
Springs Jazz Party and the Nice Jazz Festival. All inall,
a satisfying life, both for him and for his listeners.

Hanna characterizes Wilder as an unorthodox com-
poser whose areas span the classical and popular
worlds. He has been able to fuse the elements of Euro-
pean and American music, creating a rare variety and
diversity in his writing.

Summing up his feelings about this unique album,
Roland Hanna observed, “What makes me happiest of
all is that Alec Wilder really liked it when he heard it.
That was a special source of pleasure to me.” It now
becomes your turn to share in the pleasure of Wilder
and Hanna.

—LEONARD FEATHER

o
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CHUCK WAYNE/JOE PUMA
INTERACIONS

CRS 1004
“What the two of them do here
together is at a level where the
men are rapidly separated
from the boys.”

—Jim Hall, guitarist

CAROL SLOANE
COTIONTAIL

CRS 1025

Carol Sloane embraces and
interprets vocal styles from
Annie Ross to endearing Duke
Ellington ballads, assisted by
former Ellington standout
Norris Turney.

JOANNE BRACKEEN
TRING-A-LING

Sl 10? 6 she shows a

tremendous amount of im-
provisational imagination.”
— Harold Fuller, News World

ROLAND HANNA

with GEORGE MRAZ
_SIRELF + 1

CRS 1018
“ .. haunting themes, un-
usual harmonies, and subtle
rhythmic tensions . . . one of
the best albums released in
1978."

— Lois Moody, Ottawa Citizen

distributed by the MMO Music Group Inc.

ZOOT SIMS
PARTY

CRS 1006

“ ..yields more pleasure and
joy with each encounter . . .
this is the way jazz records
should be made.”

— Dan Morgenstern

QiCE

TOOTS THIELMANS
CAPTURED LIVE

CRS 1007

“Itis a joy to listen to this man
interpret whatever musical
piece he encounters.”

— Gerry Macdonald

(17474

LEE KONITZ
TENORLEE

CRS 1019
“Revealing technique, control,
and understanding, Konitz
soars, growls, sobs, and
swings over the piano of
Jimmy Rowles.”
— Chris Colombi Jr.,
Cleveland Plain Dealer

Available from

THE JIMMY GIUFFRE
THREE

Music For People, Birds
Butterflies & Mosquitos
CRS 1001

EDDIE DANIELS

with BUCKY
PIZZARELLI

A Flower For All Seasons
CRS 1002

ROLAND HANNA
Sir Elt
CRS 1003

VICTOR FELDMAN
featuring TOM SCOTT
CRS 1005

BUDDY DeFRANCO
Free Sail
CRS 1008

JOANNE BRACKEEN
SNOOZE

CRS 1009
“She plays piano audaciously
and with the innovative har-
monies characteristic of a yet
undiscovered great.”

— Sojourner

JIMMIE ROWLES
GRANDPAWS

CRS 1014
“ .. Rowles is an encyclo-
pedia of the American popular
song . .. he glides harmonical-
ly and melodically from one
tune to another.”
—Owen McNally,
Hartford Courant

BUDDY DeFRANCO
GORDIE FLEMING
WATERBED

CRS 1017

“The music is ingeniously

arranged, the playing expert,

and the program well varied.”
— Stanley Dance

AL HAIG/JIMMY RANEY BENNY ARONOV

Strings Attached Shadow Box

CRS 1010 CRS 1021

JIMMY GIUFFRE THREE SAL MOSCA ~

River Chant A Concert

CRS 1011 CRS 1022

IRENE KRAL JIMMIE ROWLES

Where Is Love Paws That Refresh

CRS 1012 CRS 1023

s#l,r PH}:LL;PS JOANNE BRACKEEN
illips’ Hea i

Al \;’v’.,tsr; EDDIE GOMEZ

CRS 102
BOB MOVER ¢

featuring TOM HARRELL
On The Move
CRS 1015

IRENE KRAL
with ALAN BROADBENT
CRS 1020
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