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he said. “They brought some jazz, but no controversial jazz;
like they never brought anything by Charlie Parker.”

After a couple of years spent on the school’s wrestling
team, Kirk took up music again. Another uncle had a C-
melody saxophone that interested the youth. The uncle en-
couraged him to try his hand at it; Kirk also was playing
clarinet in the school band at the time.

“] was torn between saxophone and clarinet,” he said.
“My mother had a John Kirby record (that featured clari-
netist Buster Bailey] I liked, and we had a lot of Artie
Shaw records. But I decided to play saxophone when I was
about 12 or 13.

“A friend, who played saxophone, showed me some
things. The first two were easy: Jumpin® at the Woodside,
which was three notes, and Sentimental Journey—1I couldn’t
play the channel, but I could play the first part. So I really
didn’t start playing no bad music.

“Generally, though, I taught myself. The only studying
I did at school was to learn the band parts. The teacher
would play the parts on piano. When I was with Charlie
Mingus, he did the same thing; it reminded me of being
back in school.”

By the time he was 15, Kirk was playing professionally
with Boyd Moore’s band. Moore was a well-known leader
around Columbus, Ohio.

“He was a man strictly out to make money,” Kirk re-
membered, “and played a lot of rhythm and blues. I stayed
with him off and on for about two years. But the more I
progressed on my horn, the more he told me to stay down to
earth in my playing. We were playing a lot of white clubs,
and these white people were saying I was hitting sour notes
—like if they heard a flatted fifth—sour notes, especially in
Columbus. It would still be good rhythm and blues, but my
music was changing more as I worked with it.

“I was learning my instrument better, so quite naturally,
anything I learned I just played on the gig. But he'd tell
me the owners said I was getting too far away from the
melody. All this was causing us to fall out, and I gave him
my notice. .

“Now, during this time, I started playing with two in-
struments, because I got frustrated with all this talk he was
telling me. Plus I was fed up with walking the floor—they
were billing me as The Walking Blind Man—and I was tear-
ing my clothes up.”

It was at this time that Kirk had the dream in which he
was playing two instruments at the same time. He said he
told a music-store proprietor about it, and the man took him
to the store’s basement where there were several old in-
struments.

“1 started feeling around,” Kirk said, “and I felt this
scrap horn, which was the manzello. He told me that I
couldn’t play that because it played out of tune, among
pther things. But he fixed it up for me, and I liked the way
it sounded, so I began playing it with my tenor with Boyd
Moore. That really kept the talk up about me—getting too
modern and too far out.”

When he left Moore, Kirk and a drummer friend decided"
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I got a break to go with a rhythm-and-blues band to
Texas after that. The bus left in the evening, and when we
got on the freeway do you know the last person I saw?
That union man. He said, ‘If you're going to play some place
close by, I'm going to come and get you.’ I understand he’s
not with them anymore.”

After the band broke up in Texas, Kirk returned to
Columbus, first stopping off in St. Louis to hear Charlie
Parker.

“I always keep this with me,” he said, whipping out a
plastic song flute, a toy instrument, “so when I go hear
somebody, I can play along with them and see what key
they’re in. In this club in St. Louis, I was sitting 'way over
in the corner, and Bird was playing Half Nelson. 1 played
along with him real soft. There weren’t many people there,
and he heard me. He came over after the set and asked me
if I played an instrument. I told him I tried to play saxo-
phone and that I played two instruments. He said he thought
that would be interesting and, ‘I can tell by what you play
on this little thing that you’ve got something, so keep it up.’
That made me feel pretty good.”

displaced. The days of frustration were nowhere near an
end for Kirk. He formed his own group in Columbus, but
more than once he had to overcome an owner’s reluctance
to hire what many said was a gimmick musician. One time
he was fired because someone told an owner that he really
wasn’t playing music.

The frustration, he said, led him to hop a bus on his days
off to travel to other Ohio cities, like Dayton and Spring-
field, in order to meet and play with other musicians.

About two years after he got the manzello, a small horn
with a sound similar to a soprano saxophone’s, Kirk found
the strich, a long horn that sounds something like an alto
saxophone. (Both the horns had to be doctored with shorter
necks and much friction and adhesive tape and numerous
rubber bands. Both are now Ep instruments, though the
manzello changes to Bb in its upper keys and also must be
lipped down to be in tune.)

When he first acquired the strich, Kirk didn’t play it in
conjunction with tenor and manzello, as he often does now,
but featured it by itself. A bit of frustration dealt by the
hand of another musician, however, changed all that.

“It was the first time I'd played where there were two
bands,” he said. “This sax man in the other band was an
older fellow who played alto and tenor. He was one of those
smart people who always have something to say about the
young people. When he announced me, he said, ‘We got
Roland Kirk here tonight. He plays two horns at the same
time, and I'll give you an idea of what it sounds like.” He
put his horns in his mouth and just made a bunch of noisec.
He'q never heard me at all. So when we went on, I was drug
at him because I didn't know him that well that he should -
make fun of me like that.

“We played a regular set, and then on the la
\ ; , st number.
I said to myself I.ll play all three of them. I hadn’t worked
out how to do this, but I just played a blues out of G, and
:L came off pretty goo'd. I went home and did some wo;k on
he sound part, and I've been playing all three together ever

since. I guess that came through determination.’
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he said. “They brought some jazz, but no controversial jazz;
like they never brought anything by Charlie Parker.”

After a couple of years spent on the school’s wrestling
team, Kirk took up music again. Another uncle had a C-
melody saxophone that interested the youth. The uncle en-
couraged him to try his hand at it; Kirk also was playing
clarinet in the school band at the time.

“I was torn between saxophone and clarinet,” he said.
“My mother had a John Kirby record [that featured clari-
netist Buster Bailey] I liked, and we had a lot of Artie
Shaw records. But I decided to play saxophone when I was
about 12 or 13.

“A friend, who played saxophone, showed me some
things. The first two were easy: Jumpin’ at the Woodside,
which was three notes, and Sentimental Journey—I couldn’t
play the channel, but I could play the first part. So I really
didn’t start playing no bad music.

“Generally, though, I taught myself. The only studying
I did at school was to learn the band parts. The teacher
would play the parts on piano. When I was with Charlie
Mingus, he did the same thing; it reminded me of being
back in school.”

By the time he was 15, Kirk was playing professionally
with Boyd Moore’s band. Moore was a well-known leader
around Columbus, Ohio.

“He was a man strictly out to make money,” Kirk re-
membered, “and played a lot of rhythm and blues. I stayed
with him off and on for about two years. But the more 1
progressed on my horn, the more he told me to stay down to
earth in my playing. We were playing a lot of white clubs,
and these white people were saying I was hitting sour notes
—like if they heard a flatted fifth—sour notes, especially in
Columbus. It would still be good rhythm and blues, but my
music was changing more as I worked with it.

“I was learning my instrument better, so quite naturally,
anything I learned I just played on the gig. But he'd tell
me the owners said I was getting too far away from the
melody. All this was causing us to fall out, and I gave him
my notice. .

“Now, during this time, I started playing with two in-
struments, because I got frustrated with all this talk he was
telling me. Plus I was fed up with walking the floor—they
were billing me as The Walking Blind Man—and I was tear-
ing my clothes up.”

It was at this time that Kirk had the dream in which he
was playing two instruments at the same time. He said he
told a music-store proprietor about it, and the man took him
to the store’s basement where there were several old in-
struments.

“I started feeling around,” Kirk said, “and I felt this
scrap horn, which was the manzello. He told me that I
couldn’t play that because it played out of tune, among
other things. But he fixed it up for me, and I liked the way
it sounded, so I began playing it with my tenor with Boyd
Moore. That really kept the talk up about me—getting too
modern and too far out.”

When he left Moore, Kirk and a drummer friend decided

to go to Los Angeles. At first, Kirk proposed, seriously,

that the two pedal there from Columbus on a tandem bi-.

cycle, but his mother (*she was awfully nervous”) persuaded
them to take the bus.

He and his friend had difficulty getting into the Los
Angeles musicians local, which frustrated Kirk’s burning
desire to play. Finally one night, the late tenor saxophonist
Wardell Gray allowed him to sit in.

“Up until then,” Kirk said, “everytime I'd get my horn
out, this union man would come and stop me from playing.
This night I thought I was clear of him, but I got in the
middle of my chorus, and this union man came in and blew
the whistle. It seemed like he knew everywhere I was going.”

16 o DOWN BEAT

“I got a break to go with a rhythm-and-blues band to
Texas after that. The bus left in the evening, and when we
got on the freeway do you know the last person I saw?
That union man. He said, ‘If you're going to play some place
close by, I'm going to come and get you.’ I understand he’s
not with them anymore.”

After the band broke up in Texas, Kirk returned to
Columbus, first stopping off in St. Louis to hear Charlie
Parker.

“I always keep this with me,” he said, whipping out a
plastic song flute, a toy instrument, “so when I go hear
somebody, I can play along with them and see what key
they’re in. In this club in St. Louis, I was sitting 'way over
in the corner, and Bird was playing Half Nelson. I played
along with him real soft. There weren’t many people there,
and he heard me. He came over after the set and asked me
if I played an instrument. I told him I tried to play saxo-
phone and that I played two instruments. He said he thought
that would be interesting and, ‘I can tell by what you play
on this little thing that you've got something, so keep it up.’
That made me feel pretty good.”

HE GOOD FEELING engendered by Parker was soon to be

displaced. The days of frustration were nowhere near an
end for Kirk. He formed his own group in Columbus, but
more than once he had to overcome an owner’s reluctance
to hire what many said was a gimmick musician. One time
he was fired because someone told an owner that he really
wasn’t playing music.

The frustration, he said, led him to hop a bus on his days
off to travel to other Ohio cities, like Dayton and Spring-
field, in order to meet and play with other musicians.

About two years after he got the manzello, a small horn
with a sound similar to a soprano saxophone’s, Kirk found
the strich, a long horn that sounds something like an alto
saxophone. (Both the horns had to be doctored with shorter
necks and much friction and adhesive tape and numerous
rubber bands. Both are now Ep instruments, though the
manzello changes to Bb in its upper keys and also must be
lipped down to be in tune.)

When he first acquired the strich, Kirk didn’t play it in
conjunction with tenor and manzello, as he often does now,
but featured it by itself. A bit of frustration dealt by the
hand of another musician, however, changed all that.

“It was the first time I'd played where there were two
bands,” he said. “This sax man in the other band was an
older fellow who played alto and tenor. He was one of those
smart people who always have something to say about the
young people. When he announced me, he said, ‘We got
Roland Kirk here tonight. He plays two horns at the same
time, and I'll give you an idea of what it sounds like.’ He
put his horns in his mouth and just made a bunch of noise.
He’d never heard me at all. So when we went on, I was drug
at him because I didn't know him that well that he should
make fun of me like that.

“We played a regular set, and then on the last number,
I said to myself I'll play all three of them. I hadn’t worked
out how to do this, but I just played a blues out of G, and
it came off pretty good. I went home and did some work on
the sound part, and I've been playing all three together ever
since. I guess that came through determination.’

Little by little, Kirk’s fame began to grow in the Midwest.

Kirk met trumpeter-saxophonist Ira Sullivan in Louis-
ville in spring, 1960. Sullivan heard him play and advised
him, if he got to Chicago, to look up Joe Segal, who presents
many excellent jazzmen at his sessions there.

“I went up the next Sunday,” Kirk said, “and I went to
one of Joe’s sessions. I think Joe thought it was going to be
one of those novelty things when I told him I wanted to sit
in, because he didn’t let me play until the last set, late at









“But it isn’t only a personal thing,” Adams said. “You
find a lot of similarity in the Detroit players. They’re all
good, thorough musicians who know what they're doing.
And you’'ll notice that they're all players with a strong
personal conception.

“I think you’ll find, too, that all the Detroit players
are very proficient in their knowledge of chords. That
doesn’t necessarily mean that they're chordal players,
but they do have this knowledge ”

Adams, it will be noted, is the only white member
of the Detroit School. (Donald Byrd once said dead-pan
to an interviewer: “Pepper and I met in the midst of a
Detroit race riot.” The interviewer dutifully wrote it
down.) In the period when Adams was growing up,
he found himself attracted musically to what young Negro
musicians in Detroit were doing—and ignored by most
of Detroit’s white musicians.

“I find even to this day,” Adams said, “that saxophone
players in the Stan Getz vein are offended by my playing.
Not that they necessarily find it good or bad—just
offensive.

“Harry Carney and economics influenced me to play
baritone. I was working in a music store when I was 15,
and I had a chance to buy a good used baritone cheap.”

Carney, whom Adams met when he was 12, influenced
him in the sound he uses—“specifically, in the breadth
of sound.”

“It is a sound that fits better the character of the instru-
ment,” he said. “But it also fits better what I want to
do. You have a pretty wide-open field with the saxo-
phone. Who is the authority for what is the correct
sound? You can listen to Prokofiev's Cinderella Suite,
played by the Moscow Symphony, with Prokofiev con-
ducting, and hear in the tenor solo a sound that is laugh-
ably bad. But it is what Prokofiev wanted—the intention
is humorous—which is often the case with saxophone in
classical orchestras.

“Coleman Hawkins’ sound fit what he wanted to do,
and Lester Young's sound—even though it got him
laughed out of the Fletcher Henderson Band when he
first came to New York—fit what he wanted to do.

“My sound fits what I want to do.

“It’s easier to get mobility with a lighter baritone sound,
similar to that of tenor. If you play a fast run with a full
sound, it's likely to sound like a run on the piano with
the sostenuto pedal down.

“To make the run clear, you have to lightly tongue
every note—to get the proper separation of notes. If you
were doing it on tenor, or playing with a lighter baritone
sound, you would not have to tongue it; the keys would
articulate for you, generally speaking. The need to lightly
tongue the notes makes the timing element more critical.

“You know, if you're used to baritone, and you pick
up a tenor, it sounds so damn shrill you scare yourself.
It's not all psychological, either—the sound coming back
to you lacks some of the overtones, and so it's lighter
than the sound someone out in front of you is hearing.

“When Wardell Gray and I worked together in Detroit,
we used to trade instruments. It worked very well,
because we got used to each other’s horns. Also, we used
very similar mouthpieces and reed setups.”

HE EARLIER likening of Adams to Paul Desmond was
T not casual. There is something oddly similar about
them, in their attitudes to work (both would prefer

simply to walk onstage and play in a good group, the
responsibility for which is in someone else’s hands), in
their scholarship (both are voracious readers), in their
politics (both are saddened Stevensonian Democrats,
though Adams these days is revealing his Detroit nation-
alism in calling himself “a Walter Reuther Democrat”),
and even in their persistent bachelorhood. Neither has
ever broken his ties with his home town: although both
live in Manhattan when they’re off the road, they main-
tain mailing addresses at their parents’ homes—Desmond’s
in San Francisco, Adams’ in Detroit.

But they are most alike in their humor, which is dis-
cursive and shot through with improbably obscure refer-
ences. They have never met, yet the following nonstop
passage, elicited by a question about Adams’ background,
could, in its style, have come from Desmond:

“Leonard Feather’s Encyclopedia of Jazz states that
I was born in Highland Park, Ill. I was really born in
Highland Park, Mich., which was discovered when I was
inducted into the Army in 1951. I went to the Detroit
city hall for my birth certificate and was advised that
I didn’t qualify. I evidently had not been born in Detroit,
as I had always assumed. By simple deduction, I arrived
at the conclusion that I must have been born in High-
land Park.

“Highland Park is one of two enclave communities
which are bounded on all sides by Detroit, except where
they are bounded by each other. The other is Ham-
tramck, fabled in Polish song and story and one record
by Gene Krupa, who is also Polish.

“Hamtramck has no place in my chronicle, since I
wasn’t born there, but I thought you would like to know.
I was, as I mentioned, born in Highland Park.

“Highland Park is something of a misnomer, since it
is not a park and it is no higher than any of the rest
of the flat land around Detroit. According to a Corey
Ford book published in the 1920s, the lowest mountain
in the world is Mt. Clemens, Mich., which attains a
height of six feet above lake level.

“I regret that I was not born in Highland Park, Il
as Mr. Feather’s estimable encyclopedia asserts, because
it is a somewhat higher-class community than Highland
Park, Mich. Perhaps it is injudicious of me to make this
observation. The city fathers of Highland Park, Mich.,
are a pretty salty bunch. They made Detroit detour a
proposed expressway and go around them.”

Adams’ life in jazz also has been discursive. Recently,
for example, he worked with Lionel Hampton for four
months—‘the longest I've been on a big band in about
seven years.” He was having trouble finding work; the
slow withering away of jazz clubs had affected him as
it has everyone else in jazz.

“Lionel had 12 straight weeks of work,” Adams said.
“T felt I owed it to my creditors to accept the job.”

Since leaving the Hampton band (“it’s more correct to
say the band left me—Lionel went to Japan with a small
group”), Adams has taken an apartment in New York,
the first he has had anywhere in about three years. Does
this indicate that he will at last follow so many of his
colleagues into the studios?

“T wouldn’t find any satisfaction in it,” he said. “When
I lived in Los Angeles, I was making all kinds of records
and more money than I've ever had in my life. But as
soon as I got my card in Local 47, I left, and 1 haven’t
been back since.”
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we came back I quit to join John Kirby
at the Onyx Club.”

Bassist Kirby had organized the
group Topsy-like only a short time be-
fore, but by the time Procope joined,
the lineup had been solidified: Billy
Kyle, piano; Buster Bailey, clarinet;
Charlie Shavers, trumpet; and O’Neill
Spencer, drums. The sextet’s brilliantly
suave style, its airily subtle swing, and
its clever (though never superficially
so) arrangements of material from the
classical repertory achieved for the
group a considerable popularity and ac-
ceptance. By 1940 the band had its own
network radio show featuring Kirby's
wife, vocalist Maxine Sullivan.

It was an excellent, tightly knit band,
its recordings regrettably absent from
the LP catalog today, except for a
couple or so tracks in Epic’s Swing
Street. A fine, representative 12-inch
Columbia set has been out of print for
some time now, and the Harmony In-
timate Swing album, extracted from the
Columbia, is likewise unobtainable.

The Kirby band was really a happy
accident, Procope recalled. “It was like
any other projectsthat’s successful,” he
said. “There’s no formula; these things
just happen. We had these people to-
gether, and it just happened. It wasn't
planned at all.

“One thing about Kirby, though; he
insisted on perfection, in a way; and, in
fact, we all did. There was a real pride
in the group. We all worked hard at it.”

Procope remembered that before the
group’s success, the Onyx management
let the band go, because Stuff Smith, to
whom the club was committed, was
bringing a band back into the club.
Still, during this time, the Onyx paid
the Kirby men half-salary on the under-
standing they would meet at the club
every afternoon for rehearsals.

“We worked up a lot of stuff, really
got the group together,” Procope said,
“while Stuff was working.” After the
violinist left, the band went back to
work, and its success began to swell.

By 1942, it was all over. When the
war started, both Kyle and Procope left
for the service. Spencer died soon after,
and Kirby found himself hard pressed
to keep a group together. Finally, he
gave it up.

Procope, as usual, found himself in
musical surroundings even while in the
Army.

“I never left home,” he said. “Not
only was I attached to a band, but I
was stationed in New York City—up on
110th St.—playing at Army shows and
bond drives in the area.”

In 1945, he was released from serv-
ice. Kirby then tried to re-form the sex-
tet and duplicate its earlier successes.
He took a group into the Copacabana
following Nat (King) Cole, but things

just didn’t seem to work out for him.
Interest in the band’s style had waned
during the war—a new musical form
had come to flower—and in the hectic
postwar years Kirby himself no longer
seemed interested in the group or in the
struggle to keep it going.

“He'd get lost for weeks on end,”
Procope said of this period. “There’d
be no jobs, and you couldn’t find him
anywhere—never knew where he was.
Finally he just gave it all up and moved
out to the West Coast.”

The altoist went back to gigging. In
November, 1945, Duke Ellington en-
gaged him for a night’s work.

“He asked me to play one night,”
said Procope. “They had this engage-
ment in Worcester, so I played the
night. I didn’t intend to stay, but he said
to me, ‘Well, since you're here, you
might as well play tomorrow night too.’
So I played tomorrow night, and the
next night, and after about a week I
didn’t say anything to him about stay-
ing or not staying. He didn’t say any-
thing either. But I liked it. I liked what
was happening, and after 17 years I'm
still here. I'm still playing that same
night.”

“As far as I'm concerned,” he con-
tinued, “it’s not at all complicated: it’s
just a matter of blowing. My whole life
is playing, and I like what I'm doing
with the band. I like Duke’s music; it’s
original; it's different. And he does give
you a chance to do what you can do.
Everyone in the band gets a chance to
contribute what he can to the over-all
picture.”

In pursuit of this topic, Procope
added, “The particular sound of the
band has been very instrumental in its
success, and as a result, there are cer-
tain patterns Duke follows in making
arrangements and scoring his music. So,
naturally, you would have to more or
less conform to the over-all picture. Still
in all, the contribution of each indi-
vidual member of the band is accepted
and taken into consideration.”

The thing that makes the band what
it is, however, remains the man Elling-
ton. “After all,” the altoist said, “it is
Duke’s writing and arranging that
makKes this band. And Billy Strayhorn
too, but that's the same thing: he’s been
writing for the band so long that there’s
no real difference.”

“Duke,” he elaborated, “could pick
up a pencil and write an arrangement
and get any 10 or 15 people to play it,
and the minute you heard it you’d know
it was Duke’s music, regardless of who's
playing it. The sound is there; one
chord, and you say it's Ellington. That’s
the success of this group.

“And it’s only natural that if you
play Duke’s music long enough—what
with his chord changes and its sound—

and if you have any adaptability at all,
you'll come around to it, and you'll play
it too. It'll become second nature.”

HAT QUESTION of adaptability and

flexibility is an important one with
Procope, and he takes great pride in
the thoroughgoing professionalism that
has permitted him to fit in with each
disparate group of which he’s been a
member—from Morton to Webb to
Henderson to Hill to Kirby to Elling-
ton, and, briefly, to Wilbur DeParis’
essentially Dixieland-based group.

“Two years ago,” he explained,
“when Duke went to Europe for a
while, I went down and worked with
the Wilbur DeParis Band. I played
clarinet and baritone—no alto—with
them for six weeks, and it was pretty
gratifying to me, because it was some-
thing I'd always wanted to do. I proved
something to myself; not to anyone else
—that wasn’t important. But I always
thought I could do it, and it worked out
pretty well.

“I think I'm pretty flexible. I never
really had played that sort of music
that consistently before. It was a proper
challenge. Wilbur told me, ‘Don’t just
think of it as having to play Dixieland
as such, because the scope is so much
broader than that.’”

Further evidence of Procope’s striv-
ing for a kind of perfection in his
chosen profession is his statement about
the recordings he's been on: “I never
made a recording in my life that I didn’t
feel that if I did it again tomorrow I'd
do it better. I've never been really sat-
isfied; I always wish I could do it over
again,”

Procope is a cautious man. “I've
never been a person to venture too far,”
he explained, “not because of not want-
ing to. That’s just the way I am: you
just don’t pull up stakes, stop what
you're doing, and try to do something
else. I'd like to play different kinds of
music—when youre with a big band
you always want to play with a small
one, and vice versa—I’d like to have
my own orchestra and play my own
music. In the back of my mind I'd like
to play freer jazz—not overly arranged
things—if I ever get the opportunity.”

“Seeking is all right,” he concluded,
“but at the same time I don’t lose sight
of the fact that this is it, that I've got
something good going here and now,
that there are realities to be faced [like
day-to-day living and a family to sup-
port, a home to be maintained]. I meet
a lot of people who tell me what I
should be doing, but they never have
any concrete suggestions or ideas or
offers, so until that happens or until I'm
in a position to try something else, I
think I'll just bide my time, absorb what
I see and hear, and when that time
comes, I'll just take a whack at it.”
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record reviews

Records are raviewed by Don DeMicheal, Gilbert M. Erskine, Loonard G. Feather, Ira Gitler,
Bill Mathieu, Harvey Pekar, John A. Tynan, Pete Welding,

Barbara Gardner, Richard B. Hadlock, Don Nelsen,
John S. Wilsan. Reviews are initialed by the writers.

Ratings are: % % % % X excellont, k * % % very good, * * * good, % % falr, % pgor.

DOUBLE VIEW:
STAN KENTON

Stan Kenton L

ADVENTURES IN TIME—Capitol 1844: Com-
mencement; Quintile; Artemis; 3x3x2x2x2 — 72;
March to Polaris; Septuor from Antares; Artemis
and Apollo; Apercu.

Personnel: alton Smith, Gary Slavo, Bob
Behrendt, Marv Stamm, Keith LaMotte, trumpets;
Bob Fitzpatrick, Newell Parker, Tom Ringo, Jim
Amlote, trombones; Ray Starling, Dwight Carver,
Joe Burnett, Lou Gasca, mellophoniums; Dave
Wheeler, tuba; Gabe Baltazar, Don Menza, Ray
Florian, Allan Beutler, Joel Kaye, saxophones;
Kenton, piano; Bucky Calabreso, bass; Dee Barton,
drums; Steve Dweck, percussion.

Ratind: % % & %

Following the initiatives of Max Roach,
Dave Brubeck, et al., Johnny Richards has
jumped on the odd-time-signature band-
wagon with an ambitious eight-part con-
certo for orchestra. As is invariably the
case with Richards, the writing is brilliant,
the voicing skillful, and the craftsmanship
impeccable.

Thematically, the work at times is
strangely reminiscent of early Kenton of
the Rugolo and even pre-Rugolo eras. The
orchestration, too, has some of the ful-
minous quality often associated with this
band in its definitive years. The main dif-
ference, of course, lies in the instrumen-
tation. A 14-piece brass section is a mighty
load for any band to carry.

The band, in fact, seems to have been
operating in recent years somewhat like a
limbo dancer. Just as the dancer has to
wiggle through under a pole placed ever
lower, so the Kenton orchestra has to
swing under conditions gradually pro-
scribed by bigger sounds, more complex
charts, and now awkward time signatures.

I find it very hard to believe that 7/4,
for instance, is a natural, logical, or de-
sirable meter for jazz. Like any time sig-
nature, it can be used effectively for oc-
casional contrast, but between the 7/4 and
5/4 and 3/4 and 6/8 passages here, it be-
comes difficult at times to tell where “1” is.

Similarly, one cannot get a clear picture
of the solo talent; soon after an individual
begins to take over, he is swallowed by
walls of trumpets and mellophoniums and
trombones and saxophones. Nevertheless,
there are a couple of admirable passages
by Gabe Baltazar’s alto, and some attrac-
tive work by mellophoniumist Ray Star-
ling on 3x3x2x2x2.

The soloist who stands out best is Ken-
ton himself. His brooding, full-chorded
style is well showcased in Artemis, a pret-
ty theme that achieves at times a vaguely
Claude Thornhillish mood.

By and large, of course, this being a
concerto for orchestra, section and en-
semble sounds dominate; to quote the liner
notes, “huge blocks of sound encompass
the listener. . . .” and “Baltazar’s note-
lashing alto speaks out determinedly
against the urgency of the horn-dominated
brass section. . . .” Against these odds,
however, Baltazar has to withdraw.

24 o DOWN BEAT

Despite the noted gravity problems, this
is one of the Kenton band's more in-
triguing albums, as one can usually expect
when Richards’ pen is involved. For those
mainly concerned with swinging and with
blowing, this may be a 214- to 3-star set;
for students of orchestration and mass-scale
experimentation, it deserves at least four;
hence a compromise rating. (L.G.F.)

Stan Kenton msssssssssssssssssases
ADVENTURES IN TIME — Capitol 1844.
Rating: no rating

Kenton and composer Johnny Richards
ought to receive credit for the year’s most
novel LP idea: a do-it-yourself movie sce-
nario kit. Just put this disc on the turn-
table, sit back, and work up your own
movie plot. All during this “concerto,” for
example, I was envisioning this rocket ship
forced off its course by a strong gravita-
tional pull and made to land on an eerie,
desolate, uncharted planet. The crew mem-
bers, exploring the chilling, alien land-
scape, are surprised and taken prisoners
by a band of androids who are armed with
rayguns and taken to the court of the
statuesque Amazonian chick who rules the
planet. She, of course, is dressed in this
gold lame toga and wears a metallic head-
dress emblazoned with some sort of ca-
balistic design. She’s got eyes for the rocket
ship, captain, and . . . you take it.

The Kenton band executes with consider-
able expertise the faintly exotic material
Richards has concocted, but in the main it
seems just so much misspent energy for all
concerned. Other than as an exercise in
different time signatures (5/4, 9/8, 7/4,
etc.), there would appear to be neither
rhyme nor reason for this extended “suite.”
The charts are pointless, flatulent, ponder-
ous melanges of effects that serve no pur-
pose and no apparent musical ends.

It’s all bluf and bravado—Kenton at
his most pretentiously trying. (P.W.)

INSTRUMENTAL

Gene Ammons L |

TWISTING THE JUG—Prestige 7238: Twist-
ing the Jug; Born to Be Blue; Satin Doll; Moten
Swing; Stormy Monday Blues; Dalwn the Line.

Personnel: A , tenor sa s Joe New-
man, trumpet; Jack McDuff, organ; Wendell
Marshall, bass; Walter Perkins, drums; Ray
Barretto, conga.

Raling; * * *

Though there’s plenty of meat-and-pota-
toes playing served up piping hot by
Ammons and a slightly more graceful
brand offered by Newman, this pleasant
set does not escape the pitfalls of routine
playing. Despite the addition of the trum-
pet as second horn, this is essentially a
program of organ-backed tenor music such
as one might hear in numerous bars and
clubs across the country—a visceral, unre-
flective music that makes few demands of
the listener and almost always seems more
exciting than it really is.

The arrangements are of the most skel-

etal form: simple theme statements by the
two horns leading into solos of usual
fashion.

Ammons, however, is a master of the
genre, and even though his playing here
is not up to its highest standards, it is
good. His warm ballad style is well dis-
played on Born, and the driving, blues-
rooted approach he has made his own
gets its best showing on the title piece,
Monday, and Down.

Newman’s more capering, lighter style
affords pleasant contrast throughout, and
he has an especially tasty spot on Monday,
where Barretto’s conga patterns point up
the trumpeter’s phrasing.

McDuff is an organist who has some
idea of restraint; he feeds the soloists well
without ever becoming obtrusive, and his
own solos are flowing and well-constructed,
as a rule. (P.W.)

Gary Burton

WHO 1S GARY BURTON? — Victor 2665
Storm; I've Just Seen Her; Fly, Time, Fly; Con.

ception; Get Away; My Funny Valentine; One
ote.

Personnel: Clark Terry trumpet; unidentified
trombone; Phil Woods, alto saxcphone; Burton,
vibraharp; Tommy Flanagan, piano; John Neves,
bass; Joe Morello or Chris Swanson, percussicn.

Rating: % % % %

Burton’s second album takes the glare
of the spotlight off his vibes and spreads
attention among a set of interesting ar-
rangements and effectively integrated solos
by Woods, Terry, Flanagan, and an un-
billed trombonist who sounds like Bob
Brookmeyer. In fact, aside from Burton,
it is the trombonist who gets most of the
solo space. And he does well by it, partic-
ularly with a big, lusty bit of blowing
on the hard-driving Get Away.

Terry’s main opportunity is on Valen-
tine, on which he turns in a dark-timbred,
beautifully developed solo.

Woods throws in an occasional warm
and swinging alto solo and makes one
strong appearance on clarinet.

Burton’s playing is, as before, efficient
and businesslike in general, but he also
shows a promising ability to convey a
sense gf warmth. J.s.w.)

Sidney Bechet

I S

THE IMMORTAL SIDNEY BECHET—Reprise
6076: Basin Street Blues; Frankie and Johnny 3
Dan les rues d'Antibes; Petite Fleur; Ole Miss;
When You Wore a Tulip; Chinatown, My China-
town; Dardanclla; Laura; Soprano Blues; When
I Grow Too Old to Dream. .

Personncl: Bechet, soprano saxophone; Pierro
Dervaux, Gilles Thib or Guy Longnon, Claude
Rabanti, Jonah Jones, Claude Phillipe, Marcel
Bornstein, trumpcts; Benny Vasseur, Jean-Louis
Durand or Bernard Zacharias, trombone; Claude
Luter, Andre Reweliotty, or Rene Frane, clarinet;
Yannick Singery, Christian Azzi. Andre Persi.
anny, or Eddie Bernard, piono; Claude Phillipe,
banjo; Roland Bianchini, Zozo d'Halluin, or Benojt
Quersin, bass; Marcel Blanche, Michel Pacout,
he Galepides, or J David, drums.

Rating: % % % *

Made in France between 1952 and 1957,

both at concerts and in studios, these per-

formances are brim full of Bechet’s char-





































Caught
In The
Act

CHARLIE PARKER MEMORIAL CONCERY
Sutherland Lounge, Chicago

Personnel: Gene Shaw Quintet—Shaw, trumpet;
John Tinsey, tenor saxophone; Jim Taylor, piano;
Sidney Robinson, bass; Benny Cook, drums. Joe
Daley Trio—Daley, tenor saxophone; Russell
Thorne, bass; Hal Russell, drums. Dodo Mar-
marosa Trio—Marmarosa, piano; Thorne; Russell.
Roland Kirk Quartet—Kirk, tenor saxophone,
strich, manzello, flute; Richard Abrams, piano;
Robinson: Gerald Donovan, drums.

L ]

It was a night for debt paying. Under
the aegis of Joe Segal, three wholly local
groups and a pickup unit under the leader-
ship of multi-instrumentalist Roland Kirk
(who came in from Detroit) gathered on
the eighth anniversary of Charlie Parker’s
death to render homage to him. It was the
eighth such memorial program organized
by Segal and must surely rank as one of
the most provocative and stimulating re-
cent jazz events in Chicago.

The music, at any rate, was greatly
varied and of an extraordinarily high
caliber.

The program was led off by the quintet
of trumpeter Shaw, a thoughtful, deliber-
ate player who shapes his solos with sen-

sitivity and logic. He possesses speed and
facility but uses them with marked re-
straint, preferring to understate. His was
the group’s dominant voice, and the air of
quiet, resolute intensity he dispelled was
thrown into sharp relief by the lunging,
bullying work of Tinsey —a full-toned,
wide-open tenorist with that harsh-edged,
dolorous sound currently so favored. Tay-
lor, a pianist who sings out spare, lithe
lines with a light springy feel to them,
occasionally came up with a wry, epigram-
matic statement, as on his solo on Now’s
the Time, a number that was further
heightened by Shaw's bittersweet, poignant
playing. The trumpeter’s more humorous
side came out on What Is This Thing
Called Love? in which his capering solo
was followed by the assertive Tinsey, who
got lost in the changes before the end of
his solo.

Certainly the most daringly experimental
playing was that of the Daley trio. In three
extended numbers, this group played with
unflagging excitement, spurred by the jab-
bing, darting tenor of the leader, the
phenomenal bass work of Thorne, and
Russell’'s drumming. The trio is perhaps
the city’s foremost “new thing” group—
and the three men make it work most of
the time, though I found Thorne’s compo-
sition Helicon #1 (“What's a helicon?”
Daley asked the bassist in an aside), which
might be described as a tone poem for
iconoclasts, rather disjunctive and pointless,
though rhythmically exciting.

Parker’s Dexterity had the tenor and
bass stating the theme in unison, before
the saxist explored the tune at length.

Daley is more a harmonic than mel-
odic player, and on a piece like this, he
was much more effective than on the
Ornette Coleman blues, Rambling, that
followed. Thorne is a stunning bassist—
fleet, darting single-note lincs alternated
with plucked and strummed chords, mov-
ing octaves, and a knowing use of rests.
He bears watching, as does this whole
group.

In his four numbers pianist Marmarosa
was a trifle disappointing. Not that he
played badly, but just that nothing of any
great moment took place in the course of
his explorations. (I understand he played
much better later in the evening.)

Hardly hampered by a pickup group
that had some trouble keeping up with
him, Kirk proved the hit of the evening.
Kirk was well aware of the nature of the
program and offered a number of tunes
associated with Parker; his strich solos
on a “Parker medley” (Star Eyes, They
Can’t Take That Away from Me, and a
fantastically up-tempoed Lover) were eer-
ily reminiscent of Bird’s sound and phras-
ing without being at all imitative.

Elsewhere Kirk demonstrated for all to
hear that he is very much his own man
and a hell of a musician. His Three for
the Festival, the theme of which employs
all his horns, was a fine showcase for his
flute, but the other flute piece, Everything
Happens to Me, was somewhat marred by
trouble with the rhythm section. His Blues
for Alice (a Parker tune) was a powerfully
driving performance that never once let up.

It was the best kind of tribute to Parker.

—Welding

Student Musicians: Apply Now!

DOUWN BEAT SURINER
SGHUOLARSHIP P

Awards for the Down Beat summer scholarship program are made on a com-
petitive basis and are specifically designed to assist high school and college stu-
dents who are concerned with evaluating their career potentials in music. The
scholarship fund consists of twelve $200 scholarships and twenty-two $100
scholarships to the Berklee School of Music, Boston, Mass., where summer
courses are held June 10 and July 22. Down Beat scholarships will be awarded
to music students between the ages of 15 and 19 upon the recommendation
of their music supervisor and/or guidance counselor. All applications must be
received by May 18, 1963. Winners will be announced May 25, 1963. Write for
your official application now.

Down Beat Music Scholarships

the summer of 1963.
Name

205 W. Monroe St., Chicago 6, ll.

Please send me, by return mail, an official applica-
tion for the 1963 Down Beat Music Scholarships for

5/23

Address.

City

Zone State

eligible.

ROGRAN

How to Apply:

To receive the official application form, fill out the cou-
pon to the left, or a reasonable facsimile, and mail to
Down Beat Music Scholarships, 205 W. Monroe St.,
Chicago 6, Ill. In support of your application, you will
be required to submit a tape or disc recording of your
playing (if you are an instrumentalist) or of a group
in performance of your original composition or arrange-
ment (if you are a composer-arranger). Write now, as all
applications must be received by May 18, 1963 to be
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HOT BOX:

Benny Garter

By GEORGE HOEFER

Many-talented Benny Carter’s influ-
ences have helped to carry jazz on the
road of progress, a fact too rarely
pointed out. Where other innovators
have contributed a single, but impor-
tant, development, Carter’s amazing
career has reached into every facet of
the art.

Bennett Lester Carter was born on
Aug. 8, 1907, in New York City and
grew up on W. 63rd St. in the San
Juan Hill section.

He first became fascinated with the
cornet through the influence of his first
cousin, Cuban Bennett; his boyhood
neighbor Bubber Miley; and the early
recordings of Bix Beiderbecke. Young
Carter, who had studied a little piano
with his mother and sister, bought
himself an old cornet with $33 he had
saved working in a laundry. He tried
for two days to get music out of the
instrument but finally gave it up and
took the horn back to the hockshop and
exchanged it for a C-melody saxophone.

He had been told that saxophones
were easier to play, and he had noted
C-melody saxophonist Frankie Trum-
bauer’s playing on records. A short
time later he acquired a used alto.

Around 1923 the afterhours hangout
for jazz musicians was Ed Small’s
Sugar Cane Club on upper Fifth Ave.
It was there that they would gather to
hear, and to sit in with, the late June
Clark’s band, featuring trembonist
Jimmy Harrison. The Clark-Harrison
duos were famous; cornetist Clark and
trombonist Harrison modeled their
playing together after the Oliver-Arm-
strong cornet duets.

Carter became a hanger-on at
Small’'s and was later to tell Belgian
jazz critic Robert Goffin, “The biggest
thrill I ever had in jazz was the first
night I heard Jimmy Harrison at
Small’s in 1923.” Carter went on to
credit Harrison with being the prime
reason he turned his main interest from
classical saxophone playing to the field
of jazz. The two men became close
friends, and Carter taught Harrison the
mechanics of music.

Young Carter got the opportunity to
join Clark’s band in 1924. At first, Car-
ter was an adept, but undistinguished,
sideman. Bandleader Teddy Hill has re-
called how he had heard Carter pro-
gress “from a squeaky beginner to a
master musician.”

Early in 1925, Carter, along with

Harrison, Tommy Ladnier, guitarist
Clarence Holiday (Billie’s father), and
drummer Walter Johnson, joined bari-
tone saxophonist Bill Fowler’s dance
orchestra for an engagement at the
Strand Roof—it was Carter’s first big-
band job.

Carter thinks it was that year (1925)
that he made his first recording, “with
some singer for Perry Bradford, but
I've no idea whether it was released.”

After playing a Palace Theater date
with Billy Page’s Broadway Syncopa-
tors, the saxophonist rejoined Clark,
who had obtained a job at Isiah Jack-
son’s gambling house during the Au-
gust, 1925, racing season at Saratoga
Springs, N. Y. It was Carter’s first job
in music outside New York City.

Clark opened after Labor Day at
Small’'s new place, the Paradise, on
Seventh Ave. at 135th, but Carter had
decided to study theology at Wilberforce
University in Xenia, Ohio. Before he
got around to registering, he became
involved with the college dance band
under the leadership of Horace Hen-
derson. He found himself on the road
with Henderson’s Wilberforce Col-
legians instead of in the classroom.

Back in Manhattan in April, 1926,
Carter was included in the formation
of an augmented Duke Ellington Or-
chestra to play at Ciro’s on Broadway.
Ellington added Harrison, Carter,
Prince Robinson, tenor saxophonist
George Thomas, and trumpeter Harry
Cooper. According to Carter it was a
“lousy” idea, and the group was fired
after two weeks.

Carter followed this experience with
sideman stints with Elmer Snowden’s
band at the Bamville Club in 1927 and
with Charlie Johnson’s band at Small’s
Paradise. He recorded on three sides
for Victor, playing alto saxophone with
Charlie Johnson’s Paradise Ten in Jan-
vary, 1928.

Later in '28, Carter replaced Don
Pasquall on alto saxophone with the
Fletcher Henderson Orchestra. By this
time he was beginning to be recognized
as a good arranger and took over the
arranging chores with Henderson that
had been handled by Don Redman.

Carter arranged the first two sides on
which he recorded with Henderson in
December, 1928. The tunes were Come
On, Baby and Easy Money with a vocal
chorus sung by Carter for good meas-
ure. He recently re-arranged Money for
the Count Basie Band.

A few months later Carter was em-
barked upon another phase of his career
when he organized a band of his own.
It was one of the bands selected to play
the opening night of New York’s Al-
hambra Ballroom on Sept. 13, 1929.
There were five bands on the program
—Carter and Luis Russell from Har-

lem, Zach Whyte’s band from Cincin-
nati, the Missourians out of Chicago,
and Johnson’s Happy Pals from Rich-
mond, Va.

Carter next recorded and played
with McKinney’s Cotton Pickers in
November, 1929. About this time he
began to concentrate more on arrang-
ing and recording than on performing
regularly with a band. He worked inter-
mittently with Fletcher Henderson,
McKinney’s Cotton Pickers, Chick
Webb, Willie Bryant, Mezz Mezzrow,
and others.

He tried again in 1932 to organize
and keep a band of his own working
but couldn’t. Some of the men in early
Carter bands included Teddy Wilson,
Sid Catlett, flute soloist Wayman Car-
ver, Eddie Heywood Jr., Tyree Glenn,
Vic Dickenson, Dickie Wells, Cozy
Cole, and Jimmy Hamilton.

Carter took up trumpet in 1932, and
when he went to Europe in 1935, he
joined Willie Lewis’ band in Paris as a
brass man. The following year he
worked as the staff arranger for Henry
Hall's BBC dance band in London,
and in 1937 he led a band at a Dutch
summer resort made up of musicians
from all over the world. Before return-
ing to the United States in 1938, Car-
ter joined Coleman Hawkins and two
French saxophonists in Paris to make
the first recordings for the new French
Swing label.

When the musician with “my nine
lives,” as Carter described himself,
came back to New York, he found the
swing fad in full flight.

From 1939 through 1944, Carter
prolifically recorded with his own
bands, and the results accounted for a
set of recordings that rank as more sat-
isfying than, and musically superior to,
most sides released in the swing idiom
during that period. In his arrangements
and in his playing style he substituted
sensitiveness for sheer drive. He was one
of the first jazz musicians to make an
effort to limit his vibrato and inflec-
tions, a mode of performing that has
become characteristic of modern jazz.

By the time the bop revolution was
well under way, Carter was considered
a dean of jazz, with bands that could
be called jazz workshops.

Two years ago, Leonard Feather,
writing in Down Beat, summed up his
article on Carter: “Benny represents
all the things one should look for in
jazz: lyricism, emotion, extraordinary
technical facility, beauty of sound, per-
fection of intonation and execution—
all the qualities that are most woefully
lacking in some of the new run-before-
you-walk pseudo-experimentalists.”

Through the years the Carter influ-
ence has been one of jazz’ finest assets.
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Up Beat Section:

INNER EAR

By BILL MATHIEU

In understanding the technique of counterpoint it often
helps to single out the element of rhythm and discuss it
without reference to melody or harmony.

Discussing jazz counterpoint this way brings some interest-
ing problems to the fore, especially in respect to syncopation.

Let’s take a passage of solid classical counterpoint and
consider only its rhythmic aspect:
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This four-part passage (from the end of the F-minor
fugue in Book I of The Well-Tempered Clavier) contains
four rhythmic ideas, none of which obscures its neighbors.
The skill lies in variety. Just as parallel intervals obscure
the independence of contrapuntal melodies, parallel rhythms
destroy the independence between two rhythmic thoughts.

Simple rhythmic alternation is the solution to simple
rhythmic parallelism:
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This is not as contrapuntally effective as:
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Contrapuntal interest can be sustained for long periods
by the use of two or three simple rhythms in alternation.
Even brief examination of Bach fugues uncover uses of this
technique that are immediately applicable to jazz.

Sometimes rhythmic parallelism is desired. Short passages,
such as the parallel 16th notes above, tend to de-emphasize
the rhythm and focus attention on the contrary movement
of the parts. This is often good contrast, but when used

too often or carried too far, it becomes contrary to the idea
of good counterpoint.

Jazz syncopation presents a special problem. As far as
I know, no rules (i.e. areas of common agreement) have
been expressed concerning syncopated, contrapuntal jazz
rhythms; every composer is on his own. A rule of thumb,
however: if the feel of the syncopation is lost in any of the
parts because of rhythmic intrusion by another part, then
something is wrong. The answer to the problem almost
always lies in simplification. Beware of opposites like:
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In each case, A, the syncopated line, may be all right with
B, but it is best to remember that there is a Cross-purpose
implied in the combination, and care must be exercised.
Another technique that requires care and a sensitive ear
is the combination of less-common rhythms such as triplets,
quintuplets, and septuplets. These combinations should not
be attempted until the composer figures out precisely where
the beats fall in relation to one another. Following are some

typical examples. Note that jazz phrasing will slightly alter
the mathematical “correctness” of these rhythmic figures:
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Generally, in writing jazz counterpoint, it is best not to
allow the rhythms to become too busy, but to keep the lines
rhythmically varied. And don’t be afraid to use rests and
sustained notes.

Remember that other rhythms may be going on in the
music—for instance, in the bass or in the percussion.

The broadest aspect of rhythmic motion, harmonic
rhythm, is quite arbitrary in the Bach figures. That is, the
harmonic rhythm meanders through each piece like a river,
with a general but winding and unpredictable direction.
Quite the opposite is true in less contrapuntal music. Ac-
companied tunes are greatly shaped by the force of their
harmonies. Why should music lose its dependence on har-
monic rhythm when it becomes more and more contrapuntal?
This seems to be a basic musical question. I do not know
if the answers are yet clear. )

IJAZZ ON CAMPUS
By GEORGE WISKIRCHEN, C.S.C.

The following letter was received in
response to this column:

“Here at the University of Massachu-
setts some students are forming a jazz
workshop and would like to know how
other colleges are running their work-
shops. We at the workshop would ap-
preciate any information or suggestions
with which you could help us.”

The actual mechanics of college jazz
labs or workshops are as varied as the
colleges themselves with regard to re-
hearsal times and schedules, the type of
music played, ways of acquiring music,
and methods of recruiting personnel.
Some rehearse once a week; others re-
hearse daily. Some use published ar-
rangements, others only special arrange-
ments. Some limit personnel to members
of a particular curriculum; others open
it to all, even noncollegians.

In general, however, jazz labs are

divided into two categories — curricular
and noncurricular.

In the curricular programs there has
been formal acceptance of jazz and a
performing program of jazz by the
school authorities. In these programs
credit is usually given for participation.
Many consider this the ideal setup, and
it seems to be becoming more and more
the trend across the country. In these
programs there is a faculty director,
which results in better organization,
better prestige, and fewer personal and
personnel problems.

Schools that have included jazz in
this manner usually have, or intend to
have as soon as feasible, credit courses
in jazz theory, improvisation, arranging,
and history. A couple of representative
schools in this category would be the
Berklee School of Music, Indiana Uni-
versity, and North Texas State Uni-
versity.

In the non- or extracurricular pro-
grams, there usually is an attitude of
mere toleration on the part of school

officials. These programs often are un-
der the guidance of the music depart-
ment, with a faculty member or grad-
uate assistant as director. Their work
with the jazz band is usually a labor of
love. In other cases, the jazz lab can be
under the sponsorship of a fraternity or
merely a private organization of students
under student leadership.

Normally in such situations no credit
is given for participation and no the-
oretical courses are offered. These pro-
grams are usually characterized by a
great desire to play jazz on the part of
the students, coupled with little organ-
ization or advancement and lots of prob-
lems. A good analogy here would be
the bickering, sloppiness, static level of
a pick-up athletic game by members of
a dorm as opposed to the well-trained,
smoothly operated, always improving
school-sponsored and coached team.

Which is best? The answer is not so
obvious as might first appear. All things °
being equal, theoretically more could,

(Continued on page 44)
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APATHY / by Yusef Lateef

Yusef Lateef, rapidly gaining wide attention with his work on tenor saxophone, flute, and oboe with the Cannonball Adderley
Sextet, is not only an outstanding instrumentalist but an excellent arranger-composer too, as can be seen in his original score
of his composition Apathy, reproduced on this and the next page. .

The arrangement, a D-minor blues written for two trumpets, trombone, baritone saxophone, flute, bassoon, and rhythm section,
should be played at a medium bounce with special attention given' the half-note triplets. The trumpet solo at B indicates the
general solo section and need not be limited to 12 bars played by the second trumpet.

Lateef recorded this arrangement of Apathy in his album The Centaur and the Phoenix, Riverside 337.

Lateef's permissio

The score is printed with
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