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George Benson i ——

THE OTHER SIDE OF ABBEY ROAD—
A&M SP 3028: Golden Slumbers, You Newer
Give Me Your Money; Because, Come Together;

ling; Here Comes the Suny I Want
You (She's So Heavy); Somelhing, Ociopus’
Garden; The Eud, . i

Personnel; Freddie Hubbard, Mel Davis, Bernie

low. Marvin Stamm, trumpers: Wayne Andre,
trombone; Phil Bodner, Hubert Laws, Sonny For-
mne, Jerome Richardson, Don Ashwarth, reeds:
Herbie Hancock, Bob James, Ernic Hayes, piano,
organ: Benson, guitar, vocals; Ron Carter, Getry
Jemmotr, bass; Ray Barretto, And%‘ Gonzales,
! i Ed Shaugh Idris uhammad,

E:'i:lms: string quartet; Don Schesky, arranger.

A Rating: % 9% % 14

There are a lot of nice things on this
smooth pop album: Benson’s fine guitar
and pleasant singing; the craftsmanship of
the studio ensembles; some first-rate Bea-
tles songs.

As is customary when Creed Taylor
produces, the album is conceived as a
whole and every detail is well planned
and executed, There are no cheap record-
ing tricks; the thing is tastefully done.

But the thing itself is a problem. Ben-
son’s great talent has not been handled
well on records. Columbia made a fair
start but seemed to lose intérest; Verve
overproduced and commercialized him, and
A&M has been grooming him as Wes
Montgomery’s successor. But there was and
will be only one Wes Montgomery.

However, Wes didn’t sing, and Benson
sings very well indeed. His Oh!l' Darling
is a pgas; he dispenses with the original
version’s amiable touch of satire, turning
it into a straight r&b ballad in a style
somewhat like Nat Cole out of Ray
Charles (and Nat was Ray's man), but
with definite George Benson touches, Those
who remember I Wonder will like this—
that kind of feeling. Maybe his singing
will enable Benson to really get his guitar
across to the people.

Some of his playing here is excellent.
On the intro to I Want You, he sounds
startlingly Django-like, and on this, the
most jazz-flavored track, there is nice ob-
bligato and solo work by Hubbard. The
guitarist’s pretty and inventive melodic im-
provising in Money is perhaps his best
solo spot on the LP.

“Something, one of the best pop tunes
in a long, long time, almost makes it on
the strength of the melody and Benson’s
good playing, but flutes and strings need-
lessly pretty it up, and I'd like to have
heard Benson sing more of this demanding
song than just the short bridge. On Here
Comes, the string quartet is prominent,
voiced in rich Borodin style, with just a
touch too much sugar,

This pleasant album will probably appeal
neither to jazz nor Beatles fans, and is of
interest mainly for Benson’s singing, Oh!
Darling would make a great single. The
LP seems tailored to the ‘sort of people
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depicted in Playboy’s guides to the swing-
ing life—but do they really exist any more,
if indeed they ever did? —Morgenstern

Charlie Christian IE———

SOLO FLIGHT WITH THE BENNY GOOD-
MAN SEXTET. SEPTET & ORCHESTRA—CB
62 581: Solo Flight; Rese Room; Flying Home;
Star Dusty Shivers; The Sheik of Avaby: 1 Sur-
rewder Dear; Meomories of You; Boy Meels Goy

“Grand Slam): Honeysuckle Roser Puve Found a

e Buby: Roval Garden Blues; Benny's Bugle;
I Caw't Give You Anything But Lover As Long
as [ Live; On the Alamo, s

Collective personnels Cootie Williams, trom-
pet; Goodman, clarinet; George Auld. tenor
saxophone; Lionel Hampton. vibraharp; Fletcher
Henderson, Count Basie, Johnny  Guarnieri or
Kenny Kersey, piano; Artie Bernstein, bass; Nick
Fatool, Harry Jaeger or Jo Jones, drums; full
Goodman- band on tracks 1 and 10.

Rating: v % % & %

Nobody makes much money on reissues
these days, and this seems true of major
companiés as well as the minor ones serv-
ing specialized interests. The former do it
with little enthusiasm and view it as one
of those responsibilities that must be met;
the latter do it for love of the music and
expect little financial reward.

The majors own most of the choice
items. Columbia, Victor, ‘and Decca have
served jazz well in the past decade, but the
rejssue boom seems to have passed its
peak, Unfortunately, the valves are being
shut while many treasures still remain in
the pipes, What is the answer?

The answer may be for the U.S. majors
to let their always morc active English,
German and French branches carry the
reissue burden for awhile but allow prod-
uct that does not duplicate material already
in domestic circulation to be imported
and sold in this country in record stores.

Peters International, a New York im-
port house, and American and French
Columbia (CBS over there) have made
such ‘an arrangement, and this brilliant
LP is one of its first fruits. Issued about
three years ago, its introduction into the
U.S. market now just about completes the
fabulous recorded legacy of Christian.

It introduces to LP for the first time
(in the U.8.) the following: Rose Room,
I Surrender, Boy Meets Goy, I Can't Give
You Anything, New Baby, and Solo Flight.
(An alternate take of Solo Flight was
issued on CL 652). The other tracks have
been out of  print since CL 500 was
dropped about 10 years ago.

It’s difficult to know where to start with
something like this.

Take Goodman. One is hard pressed to
find examples of his studio playing that
are more consistently alive and fresh 30
years later. From this collection of bril-
liant performances,’ I would single out
Royal Garden, which recéives a gently
prodding but intenscly swinging reading

that contrasts sharply with the sy
em-up Dixieland treatment, Goodm;
to the heights in a stabbing,
twisting, growling chorus that winds
slithers like a great serpent of sound
Christian infused the Goodmap
—which was somewhat at sixes and
ens after the loss of Gene Kpy
Teddy Wilson and the direction th
Goodman’s first small groups—with
life and made it a group to be gpok
in reverent tones, as one talks of (He §
Seven or the Original Basie Rand or |
Miles Davis-Gil Evans teamwork,
empathy!
Listen to the guitarist’s intricate:
weaving through the fabric of Neip
or the floating stream of sound ,dr
through the bands riffs in Solo
One looks in vain for a superfluops
or a misplaced stroke. g
All this plus Cootie Williams in
economical but intense muted ¢ho
There aren’t many records around
ing up the kind of jazz potency g
here, Get it. See! - }

Miles Davis

BITCHES BREW—Columbia GP26: P
Dance; Bitehes Brew: Spanish Key: Joby
Laughlin; Miles: Runs The Voodoo Dotny
friaary. . 4

Collective Personnel: Davis, trumpet
Maupin, buss clarinet; Wayne Shorrer,
saxophone; John McLaughlin, electric
Chick Corea, Larry Young, Joe Zawin
iano; Dave Holland, bass: Harw:i» B
er bass; Larry White, Jack DejJohnette,
Alias, drums; Jim Riley, percussion,

Rating: % 4 k k % ,
Listening to this double album |
say the least, an intriguing exper
Trying to describe the music is sOme
else again—mainly an exercise in ft
Though electronic effects are prom
art, not gimmickry, prevails and the s
protrudes mightily.
Music, most of all music like this
not be adequately described. I n?all
want to count the cracks on this
sidewalk—Pd rather trip over the
sures, peaks, plateaus; anguish, St
beauty—it’s all there for a reasofl.
can be torn up for a reason. 5
To be somewhat less ambiguous—0
list only my lasting impressions: Mat
bass clarinet work generally; the eefie
effect employed on Miles' various PX
throughout Brew; the rhythm secti¢
vices during parts of Brew (Digl 7
iniscent of Wagner's Siegfricds :
March from Goetterdaemmerun€);
er’s solos on Key and Voodoo; the
piano work on Key; Miles' Iyrie
Sunctuary, and McLaughlin on Mt
lin. .
Parenthetically, my liking for ‘:f
Miles came to an abrupt halt
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