





























He can play them all real well, so even-
tually, there are many aréas we can pro-
gress to—develop into—and that makes it
an exciting prospect all.around. It’s enough
to ihake you want to live 1,000 years.
IG: Now that the group has two records
out, do you find people in the audience
requesting certain things. from the albums?
EJ: That has happened. Occasionally, in
some of our concerts and some clubs,
people do come up and make requests and
if we can do them, we do them. If people
are interested enough to buy the record I
can understand that they would want to
hear the piece done live, because there’s
another interpretation you're going to hear
there that's not on the record. Like a
fingerprint, there’s no two alike. And still
you're going to hear what you want. I'm
very happy to play a piece that we re-
corded. Occasionally, they ask if I'll play
a tune that I did with John Coltrane or
some other band or group, and of course
that's impossible. Joe isn’t John Coltrane.
He’s Joe Farrell and he's got his way. I'm
going to play what I'm playing now, and
I think in the long run that will be more
appreciated than trying to placate some-
body’s memory by playing something that
may be done well but won't be done
wholeheartedly, in the spirit that it should
be done, because it wasn’t the person who
actually did it.
IG: When I reviewed your first album I
made the comment that I loved the album
but I'd like to hear the group recorded
live. Are there an plans to do that?
EJ: I've had plans to do it but it’s a
matter of convincing the powers that be
in the record companies that this is the
thing to do. There's another album that
we have coming out later on this year
that was done in a studio—our third al-
bum. With Candido, George Coleman, and
Lee Morgan and a Latin trumpet player—
it's the trio plus. I'm very enthusiastic
about this one. But I'd like to do a live one.
IG: 1 remember when I came down to
Pookie’s Pub a couple of years ago when
Wilbur was first in the group and some-
one came in and taped it, and I heard the
tapes and they were fantastic. That feeling
of being right there.
EJ: I'd like to hear from that engmeer in
Chicago who did that—Bob was his name,
I think. I'd like to get a copy of that tape.
He was an amateur but he had good equip-
ment and really captured the feeling.
IG: It was exciting as hell.
EJ: We were lifting it up off the ground.
The music was the dominant factor. That's
where it all got started.
IG: It was special for me because at that
point I hadn't heard anything in quite
awhile that made me feel that way.
EJ: That’'s what I like about being in-
volved with this group. This hasn’t
changed. That feeling is always there. It's
just a feeling—if you want to call it jazz
you can call it jazz. Anything you want to
call it, but it's a spirit . . . a cohesion
. . joint effort . . . all simultaneous
emotion. . . .
IG: How did you and Joe get together
originally?
EJ: That's a funny thing. Frank Foster
was working with me for awhile and Joe
was working in Thad’s band and he told
somebody that he'd always wanted to play

with me. And he wanted to play where he
could play more because, after all, how
much can you play in an 18-piece band?
You have to play your part and everybody
in that band is a soloist so you'd only get
a chance to stretch out a couple times a
night and that wasn’t satisfying to him.
And a man like him—I can see how it
would be. My group offered the ideal op-
portunity for him to really stretch out and
to do what he felt he wanted to do and I
welcome that kind of enthusiasm and 1
wanted to work with him. )
IG: The two of you have that kind of
thing in common, you know, that love of
playing—it's a perfect match because you
both want to play.

EJ: Right. So it's a real good thing. A
real good thing.

IG: Wilbur Little has been away from
the group and he just came back.

EJ: Yes. After Jimmy (Garrison) left the
group when we were out in California, I
had Jimmy Gannon. He's a good bass
player—he’s a fine bass player. He lives
in LA and worked with me out there for
about two weeks. During that time my
mind was really in a frustrated state.
IG: Joe wasn't with the group then, was
he?

EJ: He didn't make that trip either. He
took a leave of absence. We had come
back from Europe and some things had
happened there that sort of pissed him off
and me, too, and he couldn’t resolve it
exactly. And I agreed with him, because
it wasn’t my fault but he had to learn this
for himself, really realize and find out for
himself that things just happen. So he did.
And I got back to town and we immedi-
ately got back together and started doing
things again.

IG: Like Carnegie Recital Hall—

EJ: Right. We did five concerts in all;
three at Rutgers and two here in New
York. All véry successful. People were very
responsive—very warm—accepted what we
did with open arms. This says more to me
than what we’re doing is right and that it
should be part of everything—it’s a con-
tribiition rather than a mercenary effort.
People get groups together to make money
but they don’t make much music. I like
money just like everybody else but I want
to play for it. I don’t want anybody to
give me handouts and I don’t want to play
any tricks on anybody to live. I guess I'm
basically an honest guy, I suppose, I just
want to play. My mind has to be in
accord with what I'm doing—otherwise I
won't do it.

IG: At Carnegie, it was a young college
audience—with a genuine kind of re-
sponse. The reaction wasn't, “Well, we
know this group and we're supposed to
react such and such a way . . .”

EJ: Yes, it was very genuine. Spontane-
ous. Nobody had to stand out in the
wings and give them any signals. It was
very warm. That means a lot. .

IG: I read in a couple of places that a lot
of the rock kids, especially drummers,
check you out. )

EJ: I suppose so—I meet a lot of drum-
mers. I'm not hard to talk to anyway. If
there’s anything I can do to help another
person gét along or do something I'll do
it. If he needs a pair of drumsticks—
here’s a padir of drumsticks.

IG: Have you heard any rock groups
that have impressed you?
EJ: This is something very odd; I haven't.
I haven't heard many rock groups. I've
heard some of the popular ones—Bob
Dylan and the Beatles’ records that I like
very much. That Hey Jude—that's a hell
of a piece—I really love that. The form
interests me and I like what's happening.
I like the form. And there's some real
creative efforts involved in that area.
1G: Have you heard anything in jazz late-
ly that has impressed you, that stands out?
EJ: The Thad Jones-Mel Lewis Orchestra
—that has impressed me. People have said
that the Clarke-Boland band is better or
vice versa—well, it isn’t that so much. The
Thad Jones-Mél Lewis orchestra is the
best band going today. They have a con-
sistency like Duke Ellington. They have
that force—that power—that swing feel-
ing that I don’t think another band has—
other than Duke, and you almost take it
for granted there. But this is so new, and
so many little subtleties there, aside fiom
the basic thing they have—to get 18 guys
together who ¢an all pat their feet and
play in the same tempo. This is not an
easy thing. *Cause one guy will get a little
more excited than the others and he’ll nish
the time or something will happen to keep
it from swinging. But that band swings,
and this is what I like to hear. You can
sit back and listen to it all night. You
won't feel bored, you won't get tired—
the seat won't get hard and you won't
start squirming around. That's what they
have—that will-o’-the wisp that's hard to
catch—it’s the spirit that’s the life force—
the creative force that'’s there.
IG: It comes from so many parts of the
band and then it all comes together.
EJ: It's a cohesive force—organized. It's
beautiful thing.
l(‘; I was digging Thad last night . . .
the way he comes in and out—you know,
the way he spices it up with a short solo
like spice in a. stew.
EJ: Yeah. Like a chef making a good
sauce.
IG: Then he'll stir when he leads. And
when he plays a fluegelhorn solo, it's like
throwing in some more pepper or what-
ever.
EJ: Yeah—Cornbread and buttermilk—
grits and gravy. You know, cornmeal
mush tastes pretty good—if you can get
some good cornmeal and it’s not ground
too fine. Cook it like you cook rice and
put some sugar and cream on it. And that's
a good breakfast. Sticks to your ribs.
Sounds kind of poverty-stricken, but it
isn't really; it's a real good meal.
IG: I could have all the money in the
world and I wouldn’t stop eating chili.
EJ: There’s nothing like it. You know
who makes good chili? Gil Evans. And
Coléman Hawkins used to make soine
great chili. Whew. 1 ate a whole pot of it
one night at his house.
IG: Without pinning you down, have you
heard some drummers lately that have
knocked you out? )
EJ: I tell you a drummer that’s impressed
me recently. Jimmy Lovelace. He’s found
himself. He’s found his identity. Whether
he ever gets to be famous or not, he is a
percussionist as of now. He has gotten
/Continuéd on page 30
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strument his “Mississippi saxophone”) and
strong singing, backed by a really together
band, most infectious and enjoyable. The
musically most meaningful piece was Help
Me, dedicated to Sonny Boy Williamson
(No. 2), and featuring a beautiful har-
monica cadenza. “I'm gonna tickle my
baby now,” Wells announced, and he did.

After an encore, Wells begged off to
the biggest hand so far, but what fol-
lowed to close the evening was, to me, the
festival's peak set. It was B. B. King, and
they don’t call him the King of the Blues
in vain.

King combines, in a highly personal way,
the best elements, past and present, of the
blues tradition. He is a sensational gui-
tarist—the peer of the best jazz has to
offer—a moving singer, and an outstand-
ingly gifted performer. From start to finish
of a long set (the audience would not let
him go, and one felt he could have played
into the wee morning hours without losing
a single listener), he made beautiful music,
communicated warm emotion, and gave
fully and freely of himself.

His fine backup band (John Browning,
trumpet; Louis Hulbert, tenor saxophone;
Booker Walker, alto saxophone; Onzy
Matthews, organ, arranger; Kenneth Board,
bass; and 12-year man Sonny Freeman,
drums) kicked off with a jumping instru-
mental; then B.B. came on with his stand-
ard opener, Every Day, followed by How
Blue Can You Get (written years ago for
Louis Jordan by that noted blues com-
poser, Leonard Feather), on which he
played seven fantastic slow choruses of gui-
tar, displaying astonishing time and mas-
terly instrumental control, solidly backed
by the rhythm section. A jumping Thart's
Wrong featured some intriguing turning
around of the time, and then B.B. intro-
duced each member of the band with a
personal and informative statement (other
leaders, blues and jazz, please note).

Someday Baby had some more lovely
guitar (“Can I do one more?”, asked B.B.
after the first chorus, answered by a re-
sounding “Yeah!” from the crowd, and a
heartfelt “Do 10 more” on its heels.) His
guitar work here, as strongly jazz-flavored
as any heard at the festival, bore a more
than passing resemblance to prime Django
Reinhardt.

Why 1 Sing The Blues brought the
crowd to its feet for a true standing ova-
tion, and King accepted it gracefully with
a little speech about his pleasure at this
support for the blues, and the fact that
this year so far had been the best of his
career. “You make us feel like Americans,”
he said. “I wish I could shake hands with
all of you tonight.” He followed this with
a simple and eloquent Please Accept My
Love, which stepped the vibrations up a
bit higher.

King spoke again, about people. “They
went to the moon,” he said, “but they
didn't find no people there. Look around
you. Touch somebody next to you. That's
what it’s all about. People.” He finished
up with one of his biggest numbers. Sweet
Sixteen, and there was communion in the
summer night. B. B. King is a great artist,
and while he is a showman second to none,
there is not one iota of sham in anything
he does. After the end of the program, he
lingered backstage for nearly an hour,

signing autographs and taking time to chat
with every young fan who'd come to see
him. (His kindness and grace reminded
me of that of another great artist, Louis
Armstrong.) Still later, he got the jam
session off to a good start, retiring from
the stand only when a succession of har-
monica players showed the same appaling
lack of musical courtesy that, alas, has be-
come common at similar jazz jams.

Saturday afternoon started with one of
the greatest of traditional bluesmen, Big
Joe Williams, his gravely voice, and his
nine-string guitar. Though not at his best,
he still was something to hear, with Baby
Please Don’t Go the capper. On the next
afternoon, however, he hit his true stride
and got a deserved ovation for the beauti-
ful Vernita. Big Joe is more in his prime
than most other elder statesmen of the
blues, and seemed like a veritable embodi-
ment of the strength, directness and vitality
of the blues tradition. One had the feeling
that what he played and sang was him-
self; there seemed to be no distance at all
between art and artist.

This was to have been a “workshop”
afternoon, and emcee Dick Waterman, head
of Avalon Productions and manager of
some of the greatest blues artists in the
world, gave informative and apt introduc-
tions to Williams and Arthur Crudup, sum-
marizing their careers and contributions.
He was filling in for his colleague, Bob
Messinger, who arrived in time to intro-
duce Muddy Water and his band.

Muddy’s current group is one of the
best he's had in recent years, and Mes-
singer, in a well-worked out attempt to
delineate different blues styles, introduced
members of the band and let them do their
thing. In succession, we heard from pianist
Pinetop Perkins, a worthy replacement for
Otis Spann, who demonstrated boogie woo-
gie (Albert Ammons style) with a fine,
rolling Boogie Shuffle, sang some pleasant
city blues, and offered Caldonia in tribute
to Louis Jordan; guitarist Pee Wee Madi-
son, who did Sweet Sixteen in B. B. King
style (he is a more interesting guitarist
than singer); bassist Sonny Wimberly, who
impersonated Wilson Pickett more ably
than he did James Brown, and lead guitar-
ist Sammy Lawhorn, who is a great player
when the spirit moves him. The small but
enthusiastic audience made it clear, how-
ever, that they preferred just plain music
to didactic musical examples, and wanted
Muddy most of all. Both harmonica play-
er Paul Osher and drummer Little Willie
Smith got plenty of opportunity behind the
leader when he came to bat.

Muddy, in a splendid mood, did Train-
fare Home, Hoochie Coochie Man, Long
Distance Call (with a sterling guitar solo),
and, of course, Got My Mojo Working—
one of the all-time surefire blues killers.
Osher, a young white musician, did some
of the best harp work heard at the festival.
He has a natural blues feeling, good fa-
cility, a pleasing sound, and excellent time.

Muddy and the band were on that night
as well, and did basically the same set.
Because Howlin® Wolf had overstayed his
allotted time (he was on for 80 rather than
45 minutes) and his welcome, they were
forced to do just a half hour (the pro-
gram was already into overtime when
Wolf went on) and did just that, almost

to the second, without any shortcuts or
strain. It was a brilliant demonstration of
true professionalism, and Mojo brought
one of the biggest ovations of the three
days.

The evening concert had begun with a
rare treat: Sleepy John Estes and Yank
Rachell, partners in blues for 40 years,
and legends in their own time. Blind and
frail-looking, but full of vinegar, Sleepy
John is one of the greatest of blues poets.
To the uninitiated, his diction can be hard
to grasp, but close study of his lyrics is
more than worth the effort.

Though Rachell, the world’s only blues
mandolinist, at times seemed to overpower
his older and more subtle partner (in part
due to lack of balance in respective am-
plification), Sleepy John scored strongly,
particularly with Divin® Duck Blues. A
sample of the happy blues was You
Shouldn’t Say That, with a joyous refrain
and a melody line quite similar to the jazz
standard Shake That Thing. The team also
demonstrated a sukey jump, and with
Rachell switching to guitar, did a stomp-
ing Goin’ Down the Highway.

How well the youthful audience re-
ceived these traditional performers! All
the ridiculous nonsense about generation
gaps was thrown into a cocked hat by this
festival, Would that jazz could boast of a
similarly receptive, understanding and gen-
erous audience!

Accordionist Clifton Chenier, with his
Zydeco music from Cajun country in Lou-
isiana, was not happy or relaxed without
his customary backup band. Though most
of his material is derivative and highly
eclectic, encompassing Ray Charles, Pine-
top’s Boogie Woogie, and Shake, Rattle
and Roll as well as traditional blues frag-
ments, he is a sincere and interesting per-
former. But a logy drummer got in his
way, and the sudden appearance of a tenor
player (Chenier eventually chased him
off) didn’t help. He was so unhappy with
himself that he insisted on going on again
the next night, but this was a mistake.

Howlin’ Wolf’s rather unfortunate mar-
athon followed. After a hilarious entrance
on a motorscooter (Wolf is a huge man),
he essayed a couple of fair number cli-
maxed by Smokestack Lighting, on which
his fierce harmonica was at its best.
Though he followed up with two other
hits, Spoonful and Little Red Rooster, the
sameness of the tempos he picked and the
seeming apathy of his normally excellent
backup band combined to make the set
relatively boring.

Otis Rush and his Chicago band was
another story. From the opening number,
on which Jim Conley’s hoked-up but ex-
citing tenor brought memories of Big Jay
McNeely and Wild Bill Moore, to the
closing I'm A Cross-Cut Saw, this was a
swinging, intense set of modern blues at
its best. On I'm So Glad You're Mine,
the band generated a great, rocking beat
that flowed irresistibly, and on I Can’t Quit
You Baby, Rush’s singing was something
to hear. He is also a fine, fleet guitarist in
the B. B. King tradition, but with a pen-
chant for chording that is his own and a
bright but never piercing sound. This is
another group that jazz fans would read-

/Continved on page 29
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GOOD THINGS IN SMALL PACKAGES:

a selection of jazz on cartridge tapes and

Though nothing like the abundance of
material available on phonograph records
as yet exists on cartridge tapes or cassettes,
a considerable variety of music is becom-
ing available in these convenient forms.

The following is a selective listing of
jazz (and some blues) currently obtainable
on cassettes (first catalog no. shown) and
eight-track cartridges (shown _in italics).
Most record albums issued these days are
simultaneously released in tape versions.
Prices vary slightly, but most cassettes now
list at $5.98, and most eight-track tapes at
$6.98.

For a survey of the current situation in
the pre-recorded tape field, see article on
p. 32,

Adderley, Cannonball: The Best of
Cannonball & Coltrane RVS3038, 3038
-In Pérson CAP4XTI162, 8XT162

Allison, Mose:

Live At the Lighthouse

Ammons, Gene: Boss Tenor PRE28
Jungle Soul PRE63

Armstrong, Louis: Satchmo’s
Golden Favorites DEC4137, 4137

Baker, Chet:

Timeless (w/Mulligan)
Baste, Count: First Time
(w/Duke Ellington)
Standing Ovation DOT6031, 10371
Straight Ahead , DOT5902, 902

Benson, George: The Shape Of
Things To Come A&M3014, 3014

Brown, James:

. Mighty Instrumentals

Brubeck, Dave: Compadres

ATL1450

LTR8659
COL1810-176

KNG961

(w/Gerry Mulligan) COL1810-512

Time Out COL1810-120
Burrell, Kenny: ‘

Guitar Forms VERS8612

Ode to 52nd Street
Butterfield, Paul: )
~In My Own Dream ELEA4025, 4025
Byrd, Charlie: Aquarius COL1810-0690
Charles, Ray: Genius Plus Soul

Equals Jazz IMP50002, 80002
Coleman, Ornette:

Ornette At 12
Coltrane, John:

CAD798, 798

IMP9178
IMP10

Live at the Village Vanguard |
Impressions IMP42
Giant Steps ATLI1311

Davis, Miles:
Filles De Kilimanjaro
Greatest Hits
Plays for Lovers
Somethin’ Else

COL1810-588
-PRE2S
RCA8PR1003

(w/Cannonball Adderley) LTR8769

Steamin’ PRE49
Desmond, Paul: .

Summeértime A&M301S5, 3015

Two of a Mind

(w/Mulligan) RCAP8S1006

Donaldson, Lou:
Alligator Boogaloo LTR806, 8806
Ellington, Duke: And His Mother
Called Him Bill RCAP8S1325
First Time
(w/Count Basie) ]
Popular: Duke Ellington
Fitzgerald, Ella:
The Best of Ella, Live VER8748, 8748

16 0 DOWN BEAT

COL1810-176
RACP8S1193

Flack, Roberta: First Take ATLS8230
Franklin, Aretha:

Lady Soul
Garner, Erroll:

That’'s My Kick MGM4463, 4463

Up In Erroll's Room MGM4520, 4520
Gelz, Stan: Greatest Hits RCAP8PR1002

Jazz Samba

(w/Charlie Byrd)

What The World
- Needs Now
Gillespie, Dizzy:

On the French Riviera PHL600-048

Swing Low,

Sweet Cadillac IMP9149, 9149
Goodman, Benny: Best of RCAP8S1358
_ Together Again RCAP8S1030
Hackett, Bobby )

That Midnight Touch PRJ5006, 5006
Hamilton, Chico:

El Chico
Hampton, Lionel:

The Original Star Dust DEC4149, 4149
Hancock, Herbie: .

Maiden Voyage LTR8882
Harris, Eddie:

High Voltage

Plug Me In
Hawes, Hampton:

Here and Now
Hawkins, Coleman:
Herman, Woody:

Woody’s Winners
Hines, Earl: .

“Fatha” Blows Best DECS5048, 5048

The Incomparable FANS8381, 8381
Hodges, Johnny: Con-Soul & Sax
. (w/Bill Davis) RCAP8S1074
Holiday, Billie: Greatest Hits DECS5040
Hooker, John Lee:

That's Where It’s At
Hubbard, Freddie: :

High Blues Pressure ATL1501
Illinois Jacquet: Bottoms Up PREA47
Jackson, Milt: Opus De Jazz SAV12036
Jamal, Ahmad, But Not For Me CADé628
Jazz Crusaders: Tough Talk- LTR8708
Jazz Giants: (Rollins, Hawkins,

Desmond, others) LTR28013
Jazz Super Hits: ATL1528, 1528
Johnson, J. J. & Kai Winding:

ATL8176, 8176

VER8432, 8432
VER8752, 8752

IMP9102, 9102

ATLI1529, 1529
ATL1506, 1506

CON7616
Desafinado IMP28

COL1810-084

STX2013, 2013

Jay & Kai SAV12010
Jr. Wells: )

Hoodoo Man Blues DEMY%612
Kenton, Stan: Ballad Style/

Romantic Approach CAP8X2T2377
Kid Ory Favorites:

Vol. 1 &IT G0O01042

King, Albert: King of the )
Blues Guitar ATLS8213, 8213
King, B. B.:

Boss of the Blues MODI5060, 15060

Kirk, Roland: Left & Right ATL1518
Kleoss, Eric: Life Force PRE36
Lateef, Yusef: Eastern Sounds = PRE23

Psychicemotus IMP92

Lloyd, Charles, Forest Flower ATL1473
Mance, Junior:
Live At The Top
Mann, Herbie:
Memphis Underground ATL1522, 1522
. Standing Ovation At Newport ATL1471
Manne, Shelly: Boss Sounds ATL1469
Martino, Pat: East! PRESS

ATL1521

cassettes

McPartland, Marian:
My OIld Flame
McRae, Carmen:

DOT5907, 907

~ The Sound of Silence ATL8200
Mingus, Charles: .
Mingus At Monterey FAN1002

Modern Jazz Quartet: .
European Concert, Vol. I1& II ATL1386

Plays Jazz Classics PRES9
Monk, Thelonious:

Greatest Hits COL1810-0616

Underground COL1810-434

Montgomery, Wes: March 6, 1925-
June 15, 1968 RVS3036, 3036
Smokin’ at The Half Note = VER8633

Mulligan, Gerry: Compadres
(w/Dave Brubeck) COL1810-512

Parker, Charlie: = Memorial SAV12000

Peterson, Oscar: Trio+One

(w/Clark Terry) MERG64005

Something Warm VER8681
Rich, Buddy: Mercy, Mercy LTR8896

The New One LTR8809
Roach, Max:

Drums Unlimited ATL1467
Rollins, Sonny:

Now’s The Time RCAP8S1059
Russell, Pee Wee:

& His Dixie-Land All Stars PIC164

Shepp, Archie: New Things At Newport
(w/Coltrane) IMP9%4
Silver, Horace: o
Song for My Father LTRé691, 8691
Smith, Jimmy: The Boss VER8770
Stitt, Sonny: Night Crawler PRE43
Sun Ra: Sun Ra, Vol. I ESP1014
Szabo, Gabor: : .
The Best Of IMP9173, 9173
Terry, Clark: Trio + One
(w/Oscar Peterson)
Waters, Muddy:
After the Rain CAD320, 8320
Super Blues (w/Bo Diddley) CHK3008
Zawinul, Joe: Rise and Fall of
The Third Stream

MERG60975

VOR2002

Label Abbreviations

A&M ......cciiiiienns A&M

ATL ......cciiiiiiinnes Atlantic

CAD ..........ciiienes Cadet

CAP ........cciviinenn Capitol

CHK ................. Checker

COL ..........ciiivunn Columbia
CON ......ivvvivnnnnns Contemporary
DEC .........c0viienne ecca

DEM .........c.00iaen Delmark
DOT ......covievnvnnns ot

ELE .........c0000unne Elektra

ESP ...ciiviiiinninnnns ESP Disk
FAN ... ... .iiiiiinnee Fantasy

GOO .........c..0un.n Good Time Jazz
IMP ...........o0iuts Impulse

KNG ........cciiinnn King

LTR ... iiiiiiiinenens Liberty

MER ........cci0venee Mercury
MOD ...........cc000i Modern

PHL .........cciiveaen Phillips

PIC ......cciiiuiiineans Pickwick
PRE ......cii00eineenn Prestige

PRJ ... iiiiiiiiianns Project Three
RCA ......ciiiiiveans RCA Victor
RVS .. it Riverside
SAV ...t Savoy

STX ... iiiiiiiinrnnnns Stax

VER ......coiiviivnnns Verve

VOR .....ciiiivnennns Vortex [ d b))



Records are reviewed by Chrjs Albohson, Don DeMicheal, Gilbert M. Erskine,' Ira Gitler, Alan Héineman, Wayne Jones, Lawrence Kart, John
Litweiler, John McDonough, Dan Morgenstern, Irvin Moskowitz, Don Nelsen, Harvey Pekar, Harvey Siders, Carol Sloane, and Pete Welding.

Reviews are signed by the writers.

Ratings are: % % % K k excellent, * % % KX very good, X % k good, % % fair, % poor.
When two calalog numbers are listed, the first is mono, and the second is stereo.

Chicago Transit Authority EEE———

THE CHICAGO TRANSIT AUTHORITY—
Columbia GP_8: Introduction; Does Anybody
Really Know What Time It is? Beginnings; Ques-
tions 67 and G8; Listen; Poem 58; Free Form
Guitar; South C’aliform'a Purples; I'm a Man;
Prologue, Aug 29, 1968/Someday, August 29,
1968; Liberation.

Personnel: Lee Loughnane, trumpet, vocals;
Jim Pankow, trombone; Walter Parazaider, wood-
winds, vocals; Terry kath. guitar, lead vocals;
Robert Lamm, piano, organ, lead vocals; Petcr
Cetera, electric bass, lead vocals; Dan el Sera-

phine, drums.
Rating: % % % %

There's 77:43 of music on these two
records. 70:50 of it is at least good, and
some is very heavy indeed. Producer James
Guercio (who, to judge from the liner, is
in Jove with the sight of his name in
print) is cornering the market on rock
groups with brass, since he also produces
Blood, Sweat & Tears.

Comparisons are inevitable. BS&T is po-
tentially a more exciting band and certain-
ly a more variegated one. Steve Katz is
a more interesting guitarist than Kath
(hmm—even thé names are similar), and
CTA has no soloist with the power of
Fred Lipsius on alto, although trombonist
Pankow sounds awful good.

Despite which this set surpasses either
of BS&T's albums. All seven members of
CTA are first-rate musicians. All the lead
vocalists are effective, though David Clay-
ton-Thomas shows more individuality than
any of the CTA leads. Most importantly,
the brass charts, by Pankow, are gorgeous,
and they're played sharply and cleanly.
Furthermore, CTA uses hard rock more
integrally and more successfully than BS&T.

One of the more ingratiating traits of
the music here is that the introductory riffs
usually establish a pattern that leads log-
ically but surprisingly into another figure
in the same tempo, set by the rhythm. Inu-
troduction, for example: nice brass riff,
vocal based on another pattern, good en-
semble blowing, a ritard into a fine, full-
toned trombone solo by Pankow, another
ritard for a Loughnane trumpet spot (ap-
propriate if not electrifying), an accele-
rando for Kath’s guitar solo, and back to
the ensemble chart for the out choruses.

Pankow is gutty and groovy after the
vocal on Beginnings, entering with a mov-
ing cry. There’s also some nice dual im-
provisation between him and Loughnane.
The tune ends with a suspended riff fol-
lowed, unfortunately, by some overextend-
ed Latin percussion.

Seraphine steals Questions, an interest-
ing line with an early-Classical feel. He
plays some fine breaks behind the vocal,
and some stinging figures on the seventh
and eighth bars of the singer’s re-entry. His
nicest touch, however, is to hit the closed
hi-hat just a hair early on the back beat
behind the brass; it really locomotes the
arrangement.

Poem features Kath. His solo makes it

clear that he likes Jorma Kaukonen (in
the early building) and loves Eric Clapton,
emulating his tone as well as his way of
getting to a climax via hard chording.
Derivative as hell, but pretty enjoyable
nonetheless.

The two best pieces are Purples and
August. Purples is a real fooler: sounds
like a regular blues, then gets progressively
less regular. If you’re used to humming or
singing along with records, it'll feel like
you stepped into an elevator shaft. (But
the fall is a gas.) As the song’s going out,
the lead singer throws in the brilliantly
mimicked first line of I Am the Walrus.

Prologue is simply a short recording of
someone (Dick Gregory?) exhorting the
Chicago demonstrators to march through
the police barricades on S. Michigan, fol-
lowed by the repeated chant, “The whole
world’s watching,” which is used to set the
rhythm for Someday. Effective lyrics, good
vocal; the chant comes up again under-
neath, leading into a vocal reprise and
another bit of good brass section writing,
as various instruments enter staggered to
construct a chillingly dissonant chord. The
concept could have been gimmicky, but
the way the chant sets up and reinforces
the song is very natural, very appropriate,
and very unnerving.

The only bummer on the records is
Guitar, in which it is discovered that, gee,
Dad, my new $1500 toy can sound wike
an airpwane or a choo-choo or somebody
with severe gas problems. Feh.

Whoever thought there’d be something
nice to say about the Chicago Transit
Authority? This is one El of an impres-
sive debut. —Heineman

(Note: The group has reportedly changed
its name to just plain “Chicago”.—Ed.)

Dizzy Gillespic HEE————————

MY WAY-—Solid State S$S18054; Galveston;
This Girl's In Love With You; Games People
Play; Magic Tree; Whatever Possessed Me; Med-
ley; Aquarius, Let ‘the Sunsbine In; bc:ar!u
M‘;u-lm: I'm Gonna Sit Right Down and Write
Myself a Letter; Exotica; Birks' Works. .

Personnel: Gillespie, trumpet; Joe De Angelis,
Don Corrado, = Paul Ingraham, French horn;
Jerome Richardson, baritone saxophone, flute,

iccolo; unidemiﬁ«i seeings; Paul Griffin, piano;

illy Butler, guitar; Bob Bushnell, electric_ bass;
oe Marshall, drums; Paul Fcin, tympani; Jimmy
undy, arranger, conductor.

Rating: % % %

SOUL AND _ SALVATION—Tribute 5001:
Stomped and Wasted; Pot Licka; Blue Cuchi-
frito; Turnip Tops; The Fly Fox; Chicken Gib-
lets; Casabab Melon; Clabber Biscuits; Rutabaga
Pie; Turkey Fan. -

Personnel: Gillespic, Joe Newman, trumpet;
James Moody, tenor saxophone; others unidenti-
fied; Ed Bland, arranger.

. Rating: % % V2

Dizzy merits five stars on each of these;
the ratings are based on subtraction for the
backdrops fashioned for him, possibly with
good (if not pure) intentions, but undeni-

ably with atrocious taste.

My Way is slightly better, only because
the repertoire is more varied and the trum-
pet soloist less frequently obstructed. On
the other hand, Salvation, as a whole, is
more lively.

I have no quarrel with the idea of mak-
ing a great jazz artist “commercial”, giving
him “contemporary” material, and devising
settings for him that are sufficiently fash-
ionable-sounding to obtain some airplay
and juke box exposure. If the formula
works, he can then be “sold” without such
trappings.

But for pity’s sake, how can it work
when the object of the experiment is
smothered in banalities to the degree that
a listener applying even the barest mini-
mum of musical standards is made to
cringe on nearly every track? People who'd
actually like these records could never be
expected to appreciate the art of Dizzy
Gillespie. It’s like smothering prime filet
mignon in stale ketchup, or mixing 20-year
old scotch with soda pop. .

Much to Dizzy’s credit, he rises above it
all on nearly every track. On Whatever, a
poignant ballad from Tadd Dameron’s
legacy, he is very moving (and the chart
quite passable); on Exofica," credited to
“L. Gillespie” (which I assume is wife
Lorraine), he is relaxed and pleasantly
nostalgic, and on Magic Tree (credited to
Richard Carpenter with the Walkin’ ears),
he is brilliant. But even a master can’t
cope with the deadly tempo and logy
rhythm (tympani sounds like a fat man
stumbling about the studio) on Besame or
the absolutely dumb revamping of Birks’
Works into Latin rock, with interminable
trumpet-piccolo unison statements (the
piccolo must be one of the most irritating
instruments devised by man, and the usu-
ally impeccable Jerome Richardson plays
it badly on Besame). And there’s no vi-
tality in Jimmy Mundy’s settings of not-
so-hot Bacharach, Jim Webb and Galt Mac-
Dermot tunes. (Sure, Aquarius is a nice
song. But it doesn't raise /my hair.)

The second album gives Diz a chance
to preach and moan. But what material!
And what arrangements! Ed Bland is
aptly named; his musical taste fits his witty
titles. Sprinkle from one large bag of
cliches one or more of the following: blues,
soul, Gospel, Latin, bossa nova. Lard gen-
erously with backbeat, and season with
doo-wah voices. Phew! What a stew!

There are a few spots for Moody’s tenor
(no altoist is mentioned, but if Moody is
responsible for the passages on that horn,
aside from the fair solo on Stomped, he
must have had his tongue in both cheeks).
No personnel is listed, but Joe Newman
appears in a backliner photo, so presum-
ably it is he who engages in a brief shout-
ing match with Dizzy on Giblets. The
oddly named Turkey Fan, a minor piece
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with some semblance of melodic substance,
has honest tenor and soulful Diz, and the
trumpeter tries valiantly to make himself
heard in front of the ceaseless ooh-ooh-
oohing of the soul girls on Pot.

Only confirmed Gillespie fans (such as
the undersigned) would care to sift his
pearls from these clammy shells. Tribute,
by the way, is a new label, making its
debut with this masterful creation, They
have signed Dizzy. Let's hope they give
him a fairer break next time. And don't
blame Diz—all a jazz artist wants these
days is to reach a larger audience, and
record companies talk a slick game. Judg-
ing from this year’s crop so far, they are
rapidly reaching an all-time nadir of taste.
And that's not easy—as you, dear reader,
no doubt know only too well,

: —Morgenstern

Luis Gasca I —

THE LITTLE GIANT—Atlantic 1527: Just a
Linle Bit; Motberless Child; Nancy; Cosia No. 2;
Afro-Blue; Joy Ride; Sweet Pea.

Collective personnel: Gasca, trumpet, flugel-
horn; Joe Gallardo, trombone; Hubert Laws, Lew
Tabackin, flutes; Joe Henderson, tenor saxophone;
Herbie Hancock,  Paul Griffin, Mark Levine

iano; Charles Rameg. Dave Herscher, Richard

avis, bass; Bernard Purdie, Mickey Roker,
drums; Mongo Santamaria, Jullito Collazo, Steve
Berrios, Marty Sheller, Latin percussion.

Rating : % %

All this album has to recommend it are
solid Henderson solos on Child and Afro-
Blue and-a light, pretty Tabackin solo on
Joy Ride.

Gasca has good range and facility, and
I'm sure he is a fine man in a section. As
yet he has no distinctive voice as a solo-
ist, and his borrowings from Miles Davis
and Freddie Hubbard make one wish for
an expansion of the copyright laws.

Even if you have a taste for second-hand
Davis and Hubbard, I don't think you'll
be satisfied by Gasca here, since he slaps
together their licks with little taste or
continuity. His only personal quality is an
occasionally blaring tone, reminiscent of
Kenton's lead trumpeters, but I find this
touch unpleasant and certainly at odds with
the Davis and Hubbard passages.

Linle Bit, by Hubert Laws, is the es-
sence of hippy-dip cuteness, and, as such,
deserves a spot in the latest time capsule,
while Child, arranged by Levine, is laid
out on a modal rack with voicings a la
the Jazz Crusaders.

Save your money. —XKart

Chico Hamilton m—

THE HEAD HUNTERS—Solid Statc 18050:
Guitar  Willie; Reach and Grab It; 1 Found
Out; Head Hunters; Cmylamemlu; Oor Man;
Cee Ee Jaaa; Them’s Good Ole’ Days.

Personnel: Steve Potts, alto saxophone; Russ
Andrews. tenor saxophone; Ray Nance, violin;
Eric Gale, guitar; Jan Arnett, bass; Hamilton,
g;ums. vocal; Jimmy Cheatham, recitation (track

Rating: % %

This is a slick but not very substantial
LP. The casual jazz fan may think it’s
pretty far out because there is some poetry
on a couple of tracks or because the in-
strumentation is unusual. However, while
the album does contain these features and
some other rather novel effects, there’s
not much in the way of significant innova-
tion. John Handy may have influenced
Hamilton’s overall group conception on
this LP—the composition of Hamilton’s
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band and of the popular Handy group of
a few years ago is almost the same.

Nance, a veteran of the Swing era, rises
to the occasion and plays very well here in
a modern jazz context. Some of his earlier
violin work was a bit too schmaltzy for
my taste, but this LP seems to provide
him with the kind of challenge he needs.
His playing on Conglomerates is passionate
but disciplined; he plays melodically at-
tractive phrases, resolves his ideas logically,
and produces a rich tone. Hamilton’s work
in the rhythm section is busy and power-
ful on this track and he inspires Nance.

On the rollicking, up-tempo Days, Nance
again constructs his work carefully; how-
ever, he is not as inventive as on Con-
glomerates. 1 wish he would have opened
up a bit more on Days and played with
more of the joyous abandon that the com-
position conveys. Nance makes interesting
use of double stops on both tracks.

Potts is a facile musician who seems to
have been influenced directly or indirectly
by men like Eric Dolphy and Ornette
Coleman. His playing, while energetic, is
much tamer than theirs and has a good
deal in common with John Handy's work.

Gale has good technique and a warm
tone and plays tastefully but doesn't ex-
hibit much individuality here.

Hamilton’s playing as an accompanist,
except on Conglomerates, is disappointing
and not nearly as imaginative as it has
been many times during the past decade.
He plays some tricky figures lightly, crisp-
ly and cleanly but doesn't really seem too
concerned with helping the soloists or
adding richness to the group performance
as a whole; he just seems to be digging
himself and what he's into. During Guitar
Willie, Head Hunters and Cee Ee Jaaa
his Latin-influenced playing is monotonous,
repetitive, and lacks dynamic variety. On
these three tracks he seems obsessed with
trying to be tasty.

As for the jazz and poetry tracks—Ol
Man, written and narrated by Jimmy
Cheatham, portrays the pensive, genteel
sadness of an old man. It contains corny
lines like, “When evening comes you have
a tete a tete/With dear old friends till
maybe half past eight,” Nance providing
a Gypsy violin background. The track bor-
ders on the ludicrous but manages to con-
vey some meaning due to the sincerity of
the performers.

Hamilton's I Found Out contains a very
brief, cryptic poem and the music of the
kalimba, an African instrument that sounds
something like a cross between a celeste
and a xylophone. —Pekar

Richard “Groove’ Holmes m——

WORKIN’ ON A GROOVY THING—World
Pacific Jaxz ST-20153: Isole Natale; Do You
Know the Way to San Jose; Workin' on a
Groovy Tbing; Oklaboma Toad; High Blues
Pressure; Listen Here; In and Out; Dreams of
the Everyday Housewife; Rbythm & Groove; 1
Can’t Stop Dancing. .

Personnel: Jerome Rusch, Larcy McGuire, Her-
bert Anderson, Paul Hubinon, trumpets; William
P clectric trumpet: Frank Strong, Thur-
man Green, trombone; Mike Wiberly, bass trom-
bone, Ernest Waus, Anthony Ortega, alto saxo-
phone: Richard Aplanald. baritone saxophone;
Dennis Budimir, guitar; Wilton Felder, electric
bass; Paul Humphrey, drums.

Rating: % %
The idea here was to make an album
that would sell, not to cut the esthetically
best LP possible with the available per-

sonnel. This is indicated by the fact that
Budimir’s work is blatantly imiative of Wes
Montgomery's commercial playing. (When
Budimir is in a non-commercial setting he
is his own man.)

The guitarist gets a surprisingly Iarge
amount of solo space, considering that it
is Holmes’ LP. Taking into account the
limitations placed on him, he does a nice,
tasteful job. Holmes, however, is the fea-
tured performer and the success or failure
of this venture depends more on him than
on anyone else.

The organist’s work should go over
pretty well with his more dedicated fans.
He gives them the cliches they want to
hear and plays energetically. He's played
more imaginatively elsewhere, though it
should be kept in mind that this LP is not
meant to challenge the listener but to give
him more of the same. That being the
case, it would be surprising if Holmes were
at his best here.

Gerald Wilson’s arrangements are, all
things considered, very nice; his writing
for brass is especially notable. = —Pekar

Freddte Hubbard massessamsm—m

A SOUL EXPERIMENT—Adantic SD 1526:
Clap Your Hands; Wichita Lineman; South Street
Stroll; Lonely Soul; No Time to Lose; H,

ang 'Em
Up; Good Humor Man; Midnite Soul; Soul

Turn Around; A Soul Experiment.

Collective Personnel: Hubbard, trumpet; Carlos
Garnett, tenor saxophone; Kenny Barron, piano;
Gary lllingworth, organ; Billy Buder, Eric Gale,
guitar; Gerry Jemmott, Fender bass; Grady Tate
and Bernard Purdy, drums.

Rating: % 13

This is the worst LP issued under Hub-
bard’s name I've heard. He performs in the
context of rather hackneyed, modern r&b-
influenced arrangements and most of the
compositions themselves.are uninteresting.
Obviously, this isn't the kind of setting
likely to bring out the best in Hubbard's
work.

In trying to play soulfully, Hubbard
uses too many funky cliches. Even under
far better circumstances Hubbard isn't al-
ways the most tasteful, relaxed musician
in the world, and here his playing is some-
times a raucous drag. - '

The rhythm section is quite good and
inspires Hubbard to play with a lot of
fire, but his work is still unimaginative
compared to his best performances. That,
in the end, is what makes this LP so dis-
appointing. —Pekar

Yusef Lateef H s —
YUSEF LATEEF'S DETROIT—Atlantic SD
1525: Bishop School; Um'nﬁ:lon PIa{fmund;
Eastern Market; Belle Isle; Russell and Eliot;
Raymond Winchester; Woodward Avenue; That
Lucky Old Sun. .

Collective Personnel: Snooky Young, Jimmy
Owens, Danny Moore, Thad <!ones. trumpets;
Lateef, tenor saxophone, Rute; Gene Orloff. Sel-
wart Clarke, Emanuecl Green, Kermit Moore,
strings; Hugh Lawson, piano; Eric Gale, guitar;
Cecil McBee bass; Chuck Rainey, electric bass;
Bernard Purdie, Ro Brooks, drums; Norman
Pride, Ray Baretto, Albert Heath, percussion.

Rating: % % %

Lateef wrote all the selections except
Sun. His originals are supposed to be a
musical depiction of the Detroit he knew.
Although the album has some points of
interest, it's far from his best.

Some of the compositions are good;
Russell and Eliot, for example, is a power-
ful, troubled kind of piece and Belle Isle

has a pretty, haunting melody. The ar-
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Attention
Music Educators!

Special School Year
Subscription Offer

In order for music educators and
musicians to best use the Music
Workshop, down beat is making an
unprecedented special school year
subscription offer at less than half
of its regular newsstand price.

Here’s what you get . . .

e A minimum of three copies of
down beat sent to you at one address
every other Thursday for 19 con-
secutive issues (Sept. 18, 1969 thru
May 28, 1970) for only $10.50. Addi-
tional copies, sent at the same time
to the same address, only $3.50 for
19 consecutive issues. You save 1/3
of regular subscription rate!

o Music Workshop features include:
Electronic Technology by Charles
Lishon; Drum methods by Ed
Shaughnessy; Mallet percussion by
Bob Tilles; Keyboard techniques by
Marian Mci’artland; Improvisational
techniques by David Baker; Arrange-
ments, big band and combo, by Phil
Wilson, Oliver Nelson, Quincy Jones,
Thad Jones/Mel Lewis, et al; Off-
the-record transcriptions of top
soloists from their current record-
ings; reviews of new literature and
materials.

Here’s how you order . . .

down beat/Music Workshop l
l 222 West Adams, Chicago, Ill. 60606 l

Yes, start immediate delivery of your
| Special School Year Subscription which I
I understand to consist of Three (3)
copies of down beat sent to the below
listed address every other Thursday for
l 19 consecutive issues for a total price of |
$10.50. Please send additional
copies at the same time to the same
[ address @ $3.50 for 19 consecutive issues. |

( Total number of coples to be sent each |

Issve: Total cost: $
' [J Remittance enclosed

= 3 Bill School

l Authorized by

: Address

' City
|

| state Zip
( 20769 |
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succeeded that night, even though he had
to jump down from the stage, sing while

lying on his back, and eventually resorted

to removing his shirt, displaying a scarred
potbelly. It was all good fun, however, and
Turn On Your Lovelight really did it, what
with r&b effects, ceaseless repetition of
lines, and a well-organized backup band.
When he let up, pandemonium ensued.

In stark contrast—and one could have
thought of no more fitting way to end this
festival—was the finale. After quieting
down the audience, Dick Waterman spoke.
“You've heard all kinds of blues,” he said,
“but we thought it appropriate to end this
festival without horns or amplified guitars.
We want to go back to the roots.”

And he brought on an aged, stoop-
shouldered black man, simply but neatly
dressed in white shirt, blue pants, and a
blue string tie. The old man sat down,
gingerly grasped a steel-body National gui-
tar, and, after the mikes had been adjusted,
began to talk about the blues. This was
Son House from Mississippi, friend and
companion of Charley Patton, teacher of
Robert Johnson, and sometimes called
“father of the blues.” That might be hyper-
bole, but there can be no doubt that there
is no purer living representative of the
source.

Son House spoke in a soft voice, but
clearly, like a grandfather telling a story
to attentive' ears. And it was quiet as in
church. He talked about Robert Johnson,
and then he began to play and sing. His
bottleneck stroke was slow and deliberate,
but the sound rang out pure and strong.
The voife quavered a bit, but it still had
power, and the words were clear. Death
Letter Blues. Many verses, each beautiful,
and the guitar accompaniment—phrases of
uneven Jlength—full of unexpected twists
and turns. When the last note died, there
was silence, and then, terrific applause—
not of the kind that greeted James Cotton,
but just as emphatic. ’

The old man smiled and shook his head,
as if in disbelief. Then, joined by his wife,
he told another story, leading into “the
church says Lord have mercy when I come
to die, but I say, Lord have mercy before
I die.” And they did the song—a spiritual
as much as blues—Son House keeping
strong time with his foot and digging into
the strings with surprising energy. Another
ovation. Then his wife sings Precious Lord,
Take My Hand a capella in an unschooled
but rich voice, and then, together, they
sing This Little Light of Mine.

When' they finish, many people have
tears in their eyes. It has been an im-
mensely moving and wholly appropriate
finish to a great festival—a stroke of
genius on the part of Dick Waterman,
whose idea it was to end it this way. It
was a gamble—some people backstage
were concerned about anticlimax and such
—but the audience proved itself worthy.

The Ann Arbor Blues Festival did not
make headlines. Yet it was without doubt
the festival of the year, if not the decade.
We hope it becomes a permanent institu-
tion and that it will live up to the standard
it has set for itself. To producer Cary
Gordon, John Fishel, Janet Kelenson, and
the other youngsters who worked so hard
and well to bring it off—more blues

power!

JONES

(Continuved from pege 13)

over that hump of lack of confidence—
whatever it is that drummers lack that
makes them rhythm men—whatever it is,
he’s passed that obstacle and he’s an ex-
cellent drummer. My hat's off to uhim.
He's playing now at La Boheme. I admire
his spirit and his determination—he’s a
man, and that’s what’s essential. You get
to the point where you don’t have to con
your friends out of lunch money and you
become your own—you're an individual
person. He's done it and it’s been trans-
planted into his playing and communi-
cated from there. He has maturity—au-
thority. It's good to see this. So many
people think that you can pick up a pair
of sticks and imitate the dominant sounds
and adopt the title of drummer and give
yourself a diploma. That’s not true. You
have to be able to function as a man—as
a percussionist with other instruments, and
know what your instrument is in relation
to other instruments and how to use it.
And it takes some thought and applica-
tion—and mental energy. There are no
magic words. You've got to work at it,

IG: What are your immediate plans for
the group?

EJ: We were supposed to leave on Au-
gust 21 for the continent, but let's say
that the monetary conditions for one of
the jobs were far from satisfactory. They
wanted us to pay our own transportation.
That wouldn’t have been dignified. I'm
not that anxious to go. We are booked to
go into the Jazz Workshop in Boston in
October. And we're slated for another re-
cording date Sept. 26. And I'd like to do
a live date.

IG: What might be an alternative is to
invite friends and others to come to the
studio and that would help create that live
atmosphere. It's the next best thing to be-
ing in a club. I'd like to come. Are there
any other thoughts that you'd like to get
across?

EJ: There’s a gripe that I've had for
awhile. Far be it from me to put anybody
down—I'm not going to mention any
names of the people who seem to be too
busy to do things properly. There have
been a lot of things happening around New
York where my group hasn’t been in-
volved—concerts in the park, festivals, etc.
—and I would have liked to have made
some of these for the benefit of the group
exposure, for one, because I have to make
a living too and it wouldn’t have taken
anything away from what was going on.
It would have been a contribution.

1G: I saw you perform at Newport in
1968 to standing ovations—I know what
would have happened.

EJ: I'm just wondering why I haven’t
been doing more of this. It’'s puzzling me.
Why haven't I been doing more in the
immediate area? I would hate to think
that it would be because of some personal
vendetta—that anybody could be that
cruel, that anybody could stoop that low.
I would like to be involved more in things
like that—not just me, but other groups,
new groups trying to get recognition, to
put forth their efforts before the public—
I would like to be included. That's all. I
think that isn't too much to ask.



BOBBY BRYANT'S “Good Morning, Starshine” SOLO By David Baker
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THIS SOLO by trumpeter Bobby Bryant is taken from the album called The Jazz Excursion into ‘Hair' (Pacific Jazz ST-20159). The
specific composition is Good Morning Starshine, although the solo choruses are based on the blues. The album is under the leadership
of Bryant, with arrangements by Shorty Rogers.

The solo spans 28 measures; a four measure break plus one complete blues chorus (the changes are twice as long as they
would be in a regular blues). The key is concert G major and the range of the solo is from the written note, A below middle C to


















According to Harris, Clark Terry and
Nat Adderley have tried it and given their
seal of approval . .. Bound To Be Heard,
an hour-long documentary featuring high-
lights of a recent nine-week road trip with
Stan Kenton and his orchestra, was pre-
miered locally on Channel 5. Stan is bank-
rolling efforts to get the show syndicated
. Bill Fritz, ex-Kenton reed man, con-
ducted a jazz workshop ensemble at Fresno
State College—a program of neophonic
works and students compositions . . . Film-
ways, Inc. has entered the music business
by acquiring Skye Records for an undis-
closed amount of Filmways common stock
. . One of the British blues groups that
has virtually made Los Angeles its second
home is led by John Mayall. His tenor
man, Johnny Almond, is a real product
of today, spending half his time and talent
in the world of jazz, and the other half
in rock. Leonard Feather and Mike Ver-
non just co-produced an album or rock
flavored jazz called Johnny Almond's Mu-
sic Machine for British Decca subsid.,
Deram. In addition to vibes and organ,
Almond played various reed instruments,
paired with Hadley Caliman, Curtis Amy
and Vi Reed. Others on the session in-
cluded Joe Pass, guitar; Charles Kynard,
organ; and Earl Palmer and Joe Harris
alternating on drums . . . Lorez Alex-
andria, after a month at the Pied Piper
locally, will be goin’ back to Chicago for
a return engagement at the Apartment
. . . Johnny Hartman worked the Baby
Grand West, one of Los Angeles’ newest
clubs, backed by Gerald Wiggins, piano;
George Morrow, bass; and Jimmy Smith,
drums . . . Henry Mancini, who had only
one fling as a big band pianist (with Tex
Beneke) recorded his second album as
featured pianist for RCA, fresh from the
success of Warm Shade of Ivory, with its
Romeo and Juliet Theme. Mancini has
also ventured into the symphonic pops
field for the first time, conducting his
own suite, Beaver Valley '37, for RCA
with the Philadelphia Orchestra. “Standing
in front of 110 musicians like those Phil-
adelphians makes you feel small. But
where can you get a better demo,” he said.

Chicago: A free 10-hour blues concert
entitled Bringing the Blues Back Home
was the final activity of the city’s summer
Reach Out program. Among the blues
artists announced for the blues marathon,
held Aug. 30 in Grant Park, were Muddy
Waters, B. B. King, Junior Wells, John
Lee Hooker, Little Brother Montgomery,
Victoria Spivey, Koko Taylor, Big Mama
Thornton, Lightnin’ Hopkins, Buddy
Guy, and Sam Lay . . . The Association
for the Advancement of Creative Mu-
sicians presented a concert at the Hyde
Park Art Center featuring serveral new
pieces for the A.A.C.M. big band by
Muhal (Richard Abrams), John Stub-
blefield, and Henry Threadgill . . .
Miles Davis, Nina Simone, and Herbie
Mann played a doubleheader at the Audi-
torium theater . . . On Aug. 22, altoist
Sonny Criss, trombonist Bennie Green
(on vacation from Duke Ellington’s
band), and drummer Roy Haynes and his
sextet did a weekend at the Apartment.
Criss, Green, and Haynes stayed over for
Joe Segal’s 14th Annual Charlie Parker

Memorial Concert, which also featured
singer Eddie Jefferson . .. Vince Sand-
ers of radio station WBEE held a benefit
for Provident Hospital at Ben Lewgee’s
Red Carpet Room, (formerly the Suther-
land Lounge). Criss and Green played the
benefit along with tenorist Clarence
Wheeler and The Enforcers, Odell
Brown and The Organizers, the Eddie
Buster Quartet with tenorman Von Free-
man, organist Lady Byron, tenorist Prince
James, and other Chicago-area musicians
. . . Count Basie and his band closed Old
Orchard Shopping Center’s free summer
concert series. Basie also played one-
nighters at the Burning Spear and High
Chaparral . . . Buddy Rich brought his

Monday night, August 25 . . . Sonny Stitt
returned to Soul Junction for a weekend
. . . Singer Kerry Price from Detroit and
Wisconsin’s Riverboat Ramblers were
special guests at Sloppy Joe’s second Dixie-
land Festival Aug. 24. Also on hand were
the Original Salty Dogs, Little Brother
Montgomery’s band, and Franz Jackson’s
combo with singer Jeanne Carroll . . .
Drummer Wilbur Campbell and tenor-
man Sandy Mosse are playing weekends
at a new lounge, the Bourbon Bush on
Howard St. Stu Katz and Eddie Baker
have alternated on piano, and Steve Cohn
has been the bassist . . . Red Saunders
played 10 nights at the Burning Spear (the
old Club DeLisa). Singer Brook Benton

big band to the Plugged Nickel for a was with the band.

1970 Grants Total $6 500 00

' down beat’s 13th Annual
Hall of Fame Scholarship Grants

In 1956 down beat established an annual scholarship program in honor of its Jozz Hall of
:Aome, suutobly located at the internationally famous Berklee School of Music in Boston,
ass.

The Hall of Fame Scholarship program provides for fourteen (14) scholarship grants to be
owarded to student musicians on the basis of their potential and current abilities.

Members of the Jazz Hall of Fame whom these scholarships honor are elected by down
beat’'s annual Readers and International Jazz Critics Polls. The Berklee School of Music
offers a four-year music and academic curriculum leading to the Bachelor of Music degree
in Composition, Music Education or Applied Music; and a four-year professional diploma
curriculum with’ recognition in Arranging/Composition of Instrumental Performance.

WHO IS EI.IGIB'-E? Anyone, male or female, regardless of national residence, fulfilling
the following age requirements is eligible.

Junior Division (under 19) : Any instrumentalist or arranger/composer who will have grodu-
ated high school and who has not reached his 19th birthday on or before September 1, 1970.

Senior Division (over 19): Any instrumentalist or arranger/composer who will have had his
19th birthday on or before September 1, 1970.

DATES OF SCHOlARSHIP BOMPETIHON Official application must be postmorked

2 not later than midnight, December 24, 1969. Scholarship winners will be announced in an :
April, 1970 issue of down beat.

4 HOW J“DGED All decisions and final judging are the exclusive responsibility of down
} beat and will be made on the basis of demonstrated potential as well as current musical
) proficiency. 4
>

TERMS OF SCHOLARSI'"PS All Hall of Fome Scholarship ionts are applicable against ]
r

tuition fees for one school year (two semesters) at the Berklee School of Music. Upon
completion of the school year, the student may apply for on additional tuition scholarship
grant, 4

All scholarship winners must choose one of two possible starting dates: September, 1970 or
January, 1971, or else forfeit the scholarship award. Scholarships are not transferable.

The 1970 Hall of Fame Scholarship grants ore made in the following amounts.

Two scholarships valued at $1 000 00 each 2,000.00
Six scholarships valued at 500.00 each 3,000.00
Six scholarships valued at $250.00 each 1,500.00

Total value of down beat’s 1970 Scholarships 556‘500.00

HUW T0 APP LY Fill out the coupon in this announcement, or a reasonable faesimile, and
mail to Hall of Fame Scholarship, down beot, 222 West Adams St., Chicago, lllinois 60606.
You will be sent immediately an official application form. With the official application, you
will be required to send to down beat o tape or record of your playng on instrument or of
E an ensemble performing your original composition_and/or arrangement.

esmcnasssancccccsccccncnccnnnncancnacna e cccerccee ceesesescecccceccccavvenanasccncad

Hall of Fame Scholarships Date
down beat e 222 West Adams St. L] Chicago, lll. 60606
Please send me, by return mail, an official application for the 1970 down beat Hall of

Fome Scholarship grants. (You or your teacher or your guidance counselor moy request
additional applications at no cost.)

Name

Address

City
hfsa

State Zip
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the Fort Worth jazz scene, drummer Bob
Stewart and his trio (Jim Shannon, gui-
tar; Raymond Green, organ) are appear-
ing weekends at the Flamingo Club.
Stewart, incidentally, still maintains his
nightly jazz show on KFAD-FM . . .
Pianist Jac Murphy and his quartet re-
ceived a return booking into the Hyatt
House (formerly the Cabana Motel) lounge
following a successful July engagement.
Trumpeter Don Jacoby has stepped in as
a surprise addition to the group after Jac's
younger brother Nipper received a call
to join the Woody Herman band . . . Two
young jazz musicians from the same area
of Dallas died within a week’s period. They
were composer-saxophonist Allen Solga-
nick, 27, a former member of the NTSU
One O’Clock band and a professor at
San Jose State, who passed away in Oak-
land, California, and Joe Ed Savage, 31,
guitarist with the original Cell Block Sev-
en and George Mosse groups, victim of
a helicopter crash in the Grand Canyon
. . . In statewide news, Houston’s City
Park and Recreation Department, in coop-
eration with Local 65, has been sponsoring
a series of outdoor jazz concerts, featuring
such names as Hal Tennyson’s Young
Jazz Artists, Cedric Haywood’s Ebony
Workshop, Richard Shannon, and the
Buddy Brock big band with guest soloist
Arnett Cobb . . . Bob Morgan’s Jazz
Octet from Sam Houston State College,
Huntsville, were among local groups fea-
tured on the Austin segment of the Long-
horn Jazz Festival, along with the 23-mem-
ber University of Texas Jazz Ensemble,
directed by Dick Geodwin and guest tenor-
altoist from NTSU Randy Lee. The Mor-
gan group then departed immediately to
take part in the ninth annual Texas Jazz
Festival, several hundred miles south in
Corpus Christi. The four-hour free concert
headlined trumpeter Clark Terry, who ap-
peared with John Gallardo, piano, Sal
Pedroza, bass and Ernie Durawa, drums.
Also on hand were the Luis Gasca Sextet
with vocalist Carolyn Blanchard; tenor-
man Joe Henderson; the Kansas City
Jazz Artists; Rene Sandoval and the
Houstonians; the Raul Cuesta Octet; the
Galvan Brothers Quintet; the Claudio
Rosas Orchestra from Tampico; the Cana-
vantra Band, the Blue Diamonds and
an all-star area big band. Mulmor Rec-
ords of Corpus has much of this year's
festival available on a stereo album.

New Orleans: The Greatest Show in
Town, an annual police benefit program
at City Park Stadium, featured a jazz-
oriented program that included reedman
Al Belletto, pianist Ronnie Dupont’s
combo with trumpeter Warren Luening,
and pianist Dave West’s trio. Adding some
show-biz glitter to the program were vocal-
ist Abbe Lane, pianist-composer Gene
Austin, singer Frankie Brent and Leon
Kelner’s Blue Room band. . . Pete Foun-
tain met his old friend and former em-
ployer Lawrence Welk at the airport when
the latter came to town for a one-nighter
at the Municipal Auditorium . . . Trum-
peter Thomas Jefferson and his band will
return to the Paddock when trombonist
Nick Gagliardi’s contract expires . .
Drummer Freddie Kohlman has joined
the Dukes of Dixieland. The Dukes’ bass-
ist, Rudy Aikels, sat in with Willie Tee
and the Souls at the Jazz Workshop dur-
ing a breather between engagements. The
Souls were on the scene at the Lakeside
Shopping Center for a promotional concert
recently . . . Vocalist Betty Farmer did a
brief engagement at the Playboy after leav-
ing the Bistro . . . Rock Night a Pont-
chartrian Beach (once Milneberg) spot-
lighted Paul Varisco and the Milestones,
Bobby Reno, The Q, and several other
groups.

Paris: Pianist Burton Greene recorded
one album for Byg records, and trumpeter
Jacques Coursil made two . . . Cecil Tay-
lor played in the south of France (Fonda-
tion Maeght) at the end of July with his
group, composed of altoist Jimmy Lyons,
tenorist Sam Rivers, and drummer An-
drew Cyrille. Taylor spent a few days in
Paris on his way back to the U.S. and is
scheduled to return to Europe as part of
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George Wein’s Newport Festival Tour in
October and November . . ., Also at the
end of July, Archie Shepp, with trum-
peter Clifford Thornton, trombonist Gra-
chan Moncur III, pianist Dave Burrell,
bassist Alan SiHlva and drummer Sunny
Murray, played the African Arts Festival
in Algiers. In early August, Shepp and the
group arrived in Paris to record a series
of albums for the Byg label. As a matter
of fact, about 10 LPs were recorded with-
in a two-week-period starting Aug. 11.
Shepp, Moncur, Silva, Burrell, Thornton,
Lyons, and Cyrille recorded one or two
albums each as leaders, most of the time
using the others as sidemen. For one of
his sessions, Shepp used Lester Bowie and
Thornton, trumpets; Arthur Jones, Hank
Mobley, Roscoe Mitchell, reeds; Dave
Burrell, piano; Earl Freeman, Malachi
Favors, bass, Sunny Murray, Philly Joe
Jones and Art Taylor, percussion. All the
sessions were supervised by Claude Del-
cloo, a young avant-garde drummer and
journalist . . . Hank Mobley’s recording
date for Blue Note underwent a last-minute
change of personnel from the one men-
tioned in this column in the Aug. 21 issue.
Recording with Mobley were Dizzy Reece,
trumpet; Slide Hampton, trombone; Vince
Benedetti, piano; Abby Cullaz, bass; Philly
Joe Jones, drums . . . Pianist George
Gruntz has been replaced by Gordon
Beck of London in Phil Woods’® Euro-
pcan Rhythm Machine.

Denmark: Altoist Phil Woods played
at the Montmartre for the first three weeks
of August, accompanied by Kenny Drew,
Nicls Henning, Orsted Pedersen, and
drummer Makaya Ntshoko. On Aug. 26,
Dexter Gordon opened a one-month en-
gagement, his first long stay at the club
in several years . . . Jazzhus Tagskaegget
in Arhus opened in new rooms on July
26, and a lot of Danish musicians, plus
John Hiseman’s Colosseum from Lon-
don, played at the opening festivities. Dex-
ter Gordon played at the club during the
last three nights of July, accompanied by
guitarist Hans Jacob Sahlertz and his
quartet. On Aug. 18, Phil Woods and his
Montmartre rhythm group played at Tags-
kaegget . . . The fourth annual summer
jazz clinic at the Vallekilde Folk High
School, arranged by the Danish Jazz Acad-
emy, was a tremendous success. The course
was oversubscribed, and aside from a lot
of well known Danish jazz personalities,
the staff of teachers included composer-
arranger George Russell. Dexter Gordon
and Ben Webster gave a joint concert with
the Kenny Drew trio, and two South Afri-
can musicians, Dollar Brand and Makaya
Ntshoko, were reunited during the 10
days of activities. The Danish Radio will
broadcast five one-hour programs from the
final mammoth concert—the five hours are
not even half the total music performed.
Danish television has prepared a 30-minute
program from the course . . . Altoist
John Techicai and his group recorded for
the German MPS Records July 15 in
Copenhagen. The session was supervised
by Joachim Ernst Behrendt and the al-
bum with the Danish Jazz Musician of the
Year will be issued with financial assist-
ance from the Danish Jazz Academy.









