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A major catalyst in the production of this album is Walt Dickerson, the
i y i ive vibist, Dick iloes not appear as a musician, but
he was instrumental in assembling the musicians and in helping Sid Frey
direct the session. The album was firs1 ived during a i
between Frey and Dickerson. They were talking about those musicians
who had “problems”—a euphemism for those who have had to divide
their energy and spirit between music and such exacerbating precccupa-
tions as addiction or ather conflicts with societal norms which have
brought them for varying periods of time to Rikers Island and similar
WaysIops.,

It was Frey’s contention that adding to the pressures of a jazz musician
is the fact that “often, o musician’s worth in this society is not judged by
his ability as o musician, but by his ability 10 sell liquor.” A further nega-
tive factor in some jazzemen's failure 10 retain an emotional center
gravity are the conditions under which they often work. “Some of them,”
said Frey, “become cusier victinis because of the places where they're
forced to make a living—anid they don't even make a good living. For
some, the circle of i amd anxiety is exceedingly hard to break.”

It should be noted, of course, that most jazzmen do survive without
yielling part of themselves 1o the shadows, Adidiction, for example, i
much less prevalent in jazz than it was during the 1940%, but it does still
exist. And addiction outside of jazz continues to rise. Something vital
is wrong with the way this society treats addicts and, for that matter, with
the way it handles most of those who have broken its laws. As Hal Hal-
lisier, an expert on the problems from the inside, wrote in Narper's:
“Measured siricily on performance, tho J\merEv;m penal aystem is o

scandalons lop as a 1 This 1 is unargu-
able because more than two-thirds the population of the country's
' ional’ instituli are that is, inmates who have re-

ceived the prescribed treatment, but were not corrected.”

In 2 ase, the “outsiders™ among us have a very rough time getting
back in fell,” says Wall Dickerson, “that the public should be mads
more aware of the existence of this kind of problem; and more specifi-
cally, the public should be aware of the kinds of pressures in jarz—
inclu economics—which muke it so dillicult for some musicions to
get back insfde society.” Dickerson hlumell has not heen I trouble with
the law, but he sees the problem of the owlsider every duy und every
night,

“What I hope this album may help bring about,” says Dickerson, "is a
greater awareneis among those people wha can do something about the
waste of talent now lurking in the shadows. Some program—or programs
—should be set up so that musicians with proven ability can work with
a4 minimum of economic pressure. At least some part of the music
business can be reorganized and revitalized so that & man with something
to say musically can have a chance to perform without that kind of per-
sistent scuilling which drains his spirit.”

Through the years, Hope worked with a number of important jazzmen
—Sonny Hollins and Clifford Brown, among them. In the late 1950',
Hope moved to California, and among the groups he worked with there
were units led by Harold Land and Lionel Hampton. Since 1961, Hope
has been back in New York. His style, both as pianist and composer, is
characierized by lucidity, 2 resilient sense of order, and reflective lyricism.

Hope's originals in this set indicate some of his range as a writer. There
Is the gentle, expectant line and mood of Kevin, named for Elmo's
youngest child, seven months old ot the time of the recording. It's a
waliz-type tune, but different in characier from another fusion of wal
form and juzz, Three Silver Quarters. The latter, with its thapsodic
introduction and reminative theme, has an intriguing opening in which
Philly Joe Jones sounds like o modern Sonny Greer. The formidable Mr,
Jones was the obvious inspiration for a third Hope original, One for Joe.
“It's Latin in form,” Elmo explaing, “and ils main aim was to give Philly
complete freedom of speech.”

Three other compasitions by Hope are the airy, brightly Iyrical Ecrrasy;
the unaba ly romantic Monigre, and the brisk Frippin® whosa title
retlects the Kind of gait Elno had in mind when he wrote the tune, Of
the standards, Elmo chose Night in Tunisia “so that everyone would
have a chance to strerch oul.” Groovin' High is in large part o vehicle
for the intriguingly idiomatic seat singing of Marcelle Daniels, a voealist
for whom Hope has great respect. “He's been around a long time,” Elmo
observes, “and he deserves a great deal more attention than he's received
¥ The vocalist on It Shouldi't Happen 10 o Dream is the resonant,
distinciive Farl Culeman who is one of the mare persuasive interpreters
of ballads, O '8 list of crediis is u distinguished one—including work
with Jay M. H 1, Gene Ammons and Charlie Parker.

OF the sidemen, Philly Joe Jones is chara ticully precise, assured,
imaginative, and unerringly tasieful. His propeiling beat and range of
cross-accents provide soloists with unusual stimulus to dig deeper into
themselves, and he is also masterful in his use of dynamics. The tangy,
asseriive trumpeter is Lawrence Jackson who came 1o Mew York from
ind with Sonny Rollins some time ugo and is now free-lancing in
ailmore, whise full svind and sugingly logical conceptlon
tly evident in Three Silver (uurters amd Monigue—as well
as in his passionate solo on Night {n Tusisla—has recorded with Freddie
Hubbard and is considered by musicians as one of the more important
of the newer tenor saxophonists,

Hope points out this album is Freddie Douglas' “first chance 1o get a
real hearing.” The allo saxophonist, who also plays soprano sax, was
born in New York and was active during the early years of modern jazz,
having worked with Bud Powell, Thelonious Monk, and Hope. Bassist
Ronald Boykins is from Chicago, where he played with Sun Ra. In New
York for the past two years, Bo 5 is still playing with Sun Ra, who
also moved here, as well as occasionslly with Walt Dickerson. His time
is d lable, his tone i and his ideas are thoughtfully and

As for adiiction, Dickerson is a firm belicver that some ion of
the “HBritish system should be applicd in this country. The essence of that
British system, as explained by Dr. Jeffrey Bishop in his chapter in The
Drig Addict As Patient (Myswander) is that “morphine or heroin may
properly be administered to addicts (a) under treatment by the gradual
withdrawal method with a view to cuj b} where it has been demon-
strated, after a prolonged attempt at cure, that the use of the drug cannot
safely be discontinued entirely on account of the severity of the with-
drawal symptoms produced and (c) where it has been similarly demon-
strated that the patient, while capable of leading a useful and relatively
normal life when a certain mini dose i3 I dmini 1}
becomes incapable of this when the drug is entirely discontinued.”

Tn sum, in England, the drug addict ir treated as a patient by a doctor,
i ince the 1920%. the medical profession has abandoned
ated by law enforcement officials, the vast majority of
doctors will not treat addicts. The addict, therefore, i left with no choice
the pusher, the underworld. And eventually, he is “treated” in
prison, and that means no treatment at all. There is no ome way to ap-
proach the problem of addiction, The “British system” can work for
many. For others, Synanon, which requires that an addict be fully off
drugs hefore sell-rehahilitation is begun, can work, Paychotherapy cin
Delp some, amd ot el others, The one thlig we fave leared I
the thoroughly wtive ay will st work.
inally, there are signs that experimental clinics will be set up—two
such plans huve already been announced in the state of New York—ta
discover if an addict can function as a useful member of socicty if he
receives regular administrations of drugs under medical supervision, They
would be provided at nominal prices rather than the voraciously nflated
prives of the pushers, n the Wall Street fournal, in a lead editoriol on
April 17, 1963, declared: We should begin considering how physicians,
under careful rules, can be allowed to treat these sick people as they do
others: and we can start searching for ways in which the tragic incurables
can be put on sustaining doses that will keep them from desperate acts.”

That day s coming, but it isn't here yet, and so lives and fal
tinue (o be wasted. But some come out of it and have kept the
The leader, Elmo Hope, is a pisaist and composer of consistent originality
and—a word which particularly applies o his music—grocelfulness. His
parents came from the West Indics, und Hope was born in New York on
June 27, 1923, His boyhood friend was Bud Powell, and they were recip-

fluences on each other. Except for basics, Hope is self-taught as
t and a composer. "I had no one to teach me,” he points out,
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individunlly siruziured,

When word abou is date began to spread, there was unt
in the session to the extent that the studio was soon crowded. “I've never
had a date,” Sid Frey recalls, “10 which so many musicians tried to gain
enirance. At one point, there were about twenty people in the control
room.” The bond uniting those on the dute and the visitors was the
knowledge all had of how it fecls to try 1o exist in the shadows. One of
the visilors present,
to break out of the
puts i, for seven yeur
desperaio to stop,

“All the time | was ofl,” he says, "I worked hard. Everybody can tell
you | worked hard. Bul jobs were hard 1o get and harder to keep. Some
of the guys I worked for even scemed disappointed that [ didn't goof.
Yet [ stayed straight, But there were so many disappointments and so
much scuffling and personal problems besides. So I got my problem again.
I'm going to try to kick again. It might be too late. T might have to pay
more dues. But | know [ can't get back to where 1 ought to be if T don’t
stop entirely. Some guys wear the siofl well. An least, they ¢an function
while they're on, Me, the minute | ke the st taste, my troubles start,
Aol with all the dons golng oo, 1 Know P going (o Gl apast
B0 o't get oIl Music is the most inpottant thing in life to me, and yet
I've been goofing that life away for nothing.

“These days,” he continued, “I'm out in the street with no crib. And
there's a new breed using now, I sit in one of thase basement apariments
and 1 see guys around me who don't even have a dream, man, They're
real bitter people. I don't want 1o get like that. But where do I go? 1
need some analysis. 1 need something to help me straighten out. But with
what money? And il [ stay with the habit, sooner or later 'l get busted,
And then, 1 could get put away for a long time. Now what sense does
that make? Putting a man away when, if you tried 1o help him, he could
still create. He could siill be a credit 10 himsell and everyone else. The
only crime I commit, man, is reaching for the bag. And when I want to
stop that, where do | turn? And you can see, even with all this pressure,
I've got something going, I've got my own thing musically,”

The addict in question is right, He does have talent, but whether he'll
be able 10 realize thut talent 1o its fullest is doubtful—the way we treat
the outsiders now. And that again is one of the reasons for this album,
Its intent is to call anention to the fact that men's lives need not be
wasted. And many more can be rescued if, for onc thing, this country
were to start treating the addict as a patient and not automatically us

o criminal,
—Nat Hentoll

cl, he stayed “cool,™ ns he
Mow he's buck oa the habil and is
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Side 1

1. ONE FOR JOE {Hope-Frey) Matador Music, BMI 4:32

2. ECSTASY (Hope-Frey) Matador Musle, BMI 3:12

3. THREE SILVER QUARTERS (Hope-Frey) Matadar Muslc, BMI 4.40
4. A NIGHT IN TUNISIA (Paparelll-Glllesple) Loads Music, ASCAP 5.50

Side 2

1. TRIPPIN' (Hope-Frey) Matador Music, BMI 3,18

2. IT SHOULDN'T HAPPEN TO A DREAM (George-Ellington-Hodges)
United Music, ASCAP 4:10

3. KEVIN (Hope-Frey) Matador Music, BMI 4:13

4. MONIQUE {Hope-Frey) Matador Music, BMI 3:.00

5. GROOVIN' HIGH (Gillesple) Leeds Music, ASCAP 3.00

TECHNICAL DATA (RIAA)
TOTAL FREQUENCY RANGE RECORDING

This recording was mads on an Ampex Tops Recorder
Model 350 with Telsfunk RCA, and El i
micraphones. The Masters ware cut on an Avtamatic
Seully Racord Lathe & Wastrex Culting Head.

Mastering was done with maximum stylus velecity

il with minis dii ion realizing the ulti-
mate in signal 10 noise ratie.

Whils the tetal frequency rangs of 16 CPFS 1o 25,000
CPS on this record may nat be withln the rangs of
erdinary human hearing, neverthaless inspection with
@ microscops will thow the stchings of tha upper
dynamic fraquenc,
2 it i the epinion of the manufacturer that
frequancies wers amitted from this record a
warmith of tons that is falt and ssnsed rathar
than heerd would be lost. For this reason and te
achieve the ultimats in aur “stu in HIGH FIDELITY
sound” we have gons to thass extrame slectronic
langths,

Although any 33'% RPM record playing equipment
may be used in playing this recording, it is recom-
mended that playbock squipment of sxtrams wids
rangs and fidelity ba used so that the recordings may
be anjoyed 1o their vimest.

Low Frequency Limit ... . 16 CP§
High Frequency Limit . . 25,000 CPS
Crassaver oo 500 CPS
Rolloff . 13.75 DB at 10KC
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