


TOLERANCES FOR BORE AND 
TAPER TO INSURE MAXIMUM 
ACOUSTICAL BENEFITS.

BELL: 4-3A

EXCLUSIVE 1ST VALVE TRIGGER 
DESIGN PERMITS INSTANT, EASY 
REMOVAL AND REPLACING OF 
THE SLIDE WITHOUT THE USE 
OF SCREWS.

We d rawer let 
our instruments speak 
¡or themselves

MUSICAL INSTRUMENTS, INC.
33999 Curtis Boulevard, Eastlake, Ohio 44094

Here are just some of the reasons you- 
like some of the music world’s top artists 

can stake pour reputation on the 
King Silver Flair.

EXTREMELY THIN 
SEAMLESS BELL 
TAIL IS WAVE-FREE 
AND UNIFORM IN 
GRAIN STRUCTURE. 
SKILLFULLY SPUN 
TO EXACTING

GRAINED VALVES 
INSURE PROPER 
DISTRIBUTION OF 
OIL FILM BETWEEN 
PISTON AND VALVE 
CASING FOR SUPER
FAST, FAULT-FREE 
ACTION.

NICKEL-SILVER 
PISTONS SO 
PRECISELY FORMED 
ONLY A SPECIAL 
AIR-TEST PROVES 
THEIR CLOSE 
TOLERANCES ARE 
MAINTAINED. PORTS 
ARE ACCURATELY 
DRILLED AND 
PROPERLY SIZED 
TO ELIMINATE 
STUFFINESS.

MATING OF CUP, RIM, AND 
THROAT DIMENSIONS OF ITS 
BENGE MOUTHPIECE WITH 
KING'S EXCLUSIVE MOUTH PI PE 
TAPER ENCOURAGES A 
BRILLIANT TONE, EASY HIGH 
REGISTER, LARGE VOLUME, 
AND POWERFUL PROJECTION.

.462 BORE SIZE 
IS CAREFULLY 
CALIBRATED TO 
PREVENT DISTORTION.

THE ENTIRE INSTRUMENT IS 
FINISHED IN BRIGHT SILVER 
PLATE AND IS GIVEN A CLEAR 
TARNISH-RESISTANT COATING 
TO PRESERVE ITS SPARKLING 
FINISH.

Exclusive Distributors of King Musical Instruments and Accessories: Benge Trumpets, Cornets, Flugelhorns and Mouthpieces: 
DeFord Flutes!Piccolos: Marigaux Saxophones. Clarinets and Oboes; Manhasset Music Stands.



"SAY IT WITH SILENCE.
Hubert Laws, the down beat Reader's Poll #1 
flautist, has a new album.
ON COLUMBIA RECORDS AND TAPES.

Produced by Hubert and Ronnie Laws for Spirit Productions Inc. * are trademarks of CBS Inc. © 1978 CBS Inc."Columbia!'
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■ Spot Light on Roy Haynes 
The individual artistic style of 
Roy Haynes has developed over 
his extensive experience perfor
ming with some of the "Giants” 
of jazz. Haynes is one of the 
first drummers to develop the
"Free Form" style, which has become synonymous 
with Roy's playing for years. His inner feeling for 
time and the ability to compliment a soloist has made 
Haynes a leader in contemporary drumming. Roy is 
actively involved in recording and performing with his 
own group, The Roy Haynes Hip Ensemble. He is 
also a sought after clinician in the United States and 
abroad.

■ Haynes "On The Road" The summer of this year 
will be busy with an extensive tour of all major U.S. 
cities. A promotional tour of his new record release 
is slated for Japan in July.

■ "On The Record" with Haynes A new record has 
just been released on Galaxy Records, "Thank you - 
Thank you". This album features extensive Haynes 
solo work. It also combines the talents of an accessory 
percussionist which utilizes all percussive effects. 
The compositional talents of Haynes are explored on 
this album most beautifully portrayed in the piece 
"BULLFIGHT". There are no restrictions on the 
percussion emphasis in the entire recording.

■ Percussion Work Shop No. 4 Haynes has experi
enced all faces of jazz from Armstrong to Corea. 
Looking back on his start in music brings to mind his 

early appreciation for imaginative performing and 
musical creativity. The young aspiring drummers 
of today cannot forget the importance of being a 
musical drummer first. Outstanding technique will 
never replace the need to approach the drums as a 
sensitive musical instrument. It is Roy's belief that all 
drummers must give serious thought to the musical 
sounds of the drums rather than just "beating" them. 
Draw the musical sounds out of the drums in an 
artistic manner, similar to painting a picture or 

writing a story. No longer are drummers restricted to 
just being timekeepers. Part of the Haynes acclaimed 
style is based upon the drummers role in an ensemble 

of suggesting an appropriate beat rather than stating
it. The accompanist must provide the soloist with 
room to create within the rhythmic structure he builds.

Drum Beat is brought to you by Ludwig to keep you 
up-to-date on the world of percussion. Comments, 
articles, questions, anything? Write to Drum Beat.

Ludwig Industries 
1728 North Damen Avenue. Chicago. II 60647
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Deciding on a Mixer
The variety of mixing systems on the 
market makes it difficult to judge 
which is best for you. Features blend 
together forming a mirage of 
switches, controls and pots: all 
looking alike. Therefore, we've come 
up with the sound artist"s guide to 
mixing buys. It will give you in
dependence when it comes to buying 
a mixer. The following is an abbre
viated version of the guide, which 
you can send for free of charge. 
We hope it serves you well and would 
appreciate hearing from you.

The Sound Artist’s Guide 
to Mixing Buys
What is a sound artist? We’ve come 
to realize the existence of a new 
category of performer. This is the 
person who creates, through the 
use of various tools a sound that 
appeals to the audience: therefore 
the sound artist. How well the in
formation communicates is left to 
the talented ears of this individual, 
and the manner in which these tools 
are utilized. The sound artist, with 
today's technology, has become an 
instrumental part of the performance.

Mixer is the Basic Tool
The basic tool of the sound artist 
is the mixing board: with it he can 
create a myriad of sounds from his 
fingertips. It not only has to sound 
good, be reliable and versatile, as 
well as having excellent specifica
tions. but has to have just the right 
touch. For the person mixing relies 
upon his hands as much as he does 
his ears.

DESIGNED ON THE ROAD
It is for this reason that Uni-Sync, in 
designing the Trouper Series is 
extremely innovative in the choice of 
front panel controls. Michael V. 
Ragsdale, president of Uni-Sync as 
well as chief designer of the Trouper 
Series, has built, serviced and most 
of all. operated sound systems prior 
to forming Uni-Sync. The Trouper 
Series was designed on the road, 
the true proving ground of sound 

reinforcement equipment, from a 
practical viewpoint. For example, 
the use of slide faders as opposed 
to rotary pots was an extremely 
important decision based on ease of 
operation as well as visual and 
tactile indication of position. Rotary 
pots are hard to read under the 
dimly lit conditions of sound 
reinforcement, whereas a slide pot 
gives instantaneous recognition.

Live or Recording
One of the most important decisions 
to make is where your mixer will 
see the most use. Is it for a "Home 
Studio" or to be run live. Live boards 
have different gain and level 
structures. In a studio, you are 
dealing with a controlled environ
ment, but live sound is just that; live 
and wide open. To handle that kind 
of sound you need to have a mixer 
that has been specifically designed 
for that purpose. This is the Trouper 
Series, designed and built for the 
road or permanent installation for 
mixing live sound...it is a live music 
mixing system.

Inputs You Can’t Grow 
Out Of
Next on our list of important de
cisions, is to determine how many 
and what type of inputs you need. 
Mixers come in various configura
tions. application determines the 

Dear Larry,

I’m interested in what you have to say. Why don't you 
send me a copy of SOUND ARTIST'S GUIDE TO 
MIXING BUYS. While you’re at it send the goodies 
I’ve checked off.

□ Uni-Sync Trouper Series T-Shirts @ S4.99
□ Trouper Series Director's Chair in natural wood

(great for mixing in) S32.00
□ Trouper Series Catalog (no charge)
□ Name and address of my local dealer

Thanks, I'm enclosing a check for S 

California residents add 6% sales tax

Mail to:

UCJI-SVfMG

LIWJJ
742 Hampshire Road, Westlake Village, Ca. 91361

Send the stuff to:

Name ________________________________________

Address _______________________________________

City State_______ Zip_______
Telephone _____________________________________

need. The Trouper I, for example, 
has on each channel: low Z balanced 
and high Z inputs, and an in/out 
jack. This allows for maximum 
flexibility.
Now, how’ many inputs do you need? 
Most mixers come in fixed quanti
ties: for example, six, twelve, or 
sixteen. Once you grow out of it, 
you have to buy a new board. Not so 
with the Trouper Series. The basic 
mixer is an eight input/output 
control module that is expandable 
through the addition of a ten input 
expander module, that simply plugs 
in. You never grow out of a Trouper.

Build Yourself a
Custom Board
If you had the freedom or ability to 
build a mixing board perfectly suited 
for your needs, what would you put 
in it, how big would it be? The 
Trouper Series gives you this free
dom at an affordable price. Our 
mixers are big boards in little 
packages, giving you the opportunity 
to custom design a system that is 
tailored for your specific needs. You 
build what you want, not what some
one else thinks you need.

Dollars Per Input
An excellent way of determining the 
value of the mixing board being con
sidered, is to divide the cost of the 
board by its total number of inputs. 
This gives you an objective analysis 
of the mixer, and by comparing and 
contrasting features per dollars, you 
can arrive at a decision. For instance, 
the mixer at SIOO per input may have 

far greater features than the one at 
S85, and would be a more valuable 
purchase.

Mono or Stereo
The Mono/Stereo issue is one of the 
most controversial at hand today 
in the retail sales of mixers. Most 
installations and gigs are best 
handled in Mono. But many groups 
today, want the added flexibility of a 
Stereo board. We are presently in
troducing the Trouper I Stereo, 
which is probably the most flexible 
and versatile mixer on the market 
for its price. At $898 (suggested pro 
net), each channel features a house 
pan pot along with an echo pan pot 
enabling you to pan the echo to or 
away from the house signal. A little 
imagination can create some very 
interesting effects.
The choice for Mono or Stereo is 
based on budget and application. 
Practically speaking, Mono will 
satisfy most of your needs.

Send For Your Free Guide
That's the abbreviated version. If 
you'd like the complete guide fill 
out the attached coupon and send it 
in to us right away. You may want 
to get some of the other Trouper 
Series goodies like T-shirts or 
director's chairs for a comfortable 
place to mix from. We're looking 
forward to hearing from you.
Thanks,
Larry Jaffe
Marketing Manager



For information and application, write to:
Summer '78
BERKLEE COLLEGE OF MUSIC
1140 Boylston Street
Boston, MA 02215

SEVEN WEEK
EVALUATION PROGRAM
JUNE 22 - AUGUST 11
This program provides the opportunity to
participate in a valuable "pre-college" musi
cal experience while confirming or recon
sidering long-range plans for a career in 
music. Personal counseling and individual 
placement for each student.

BERKLEE 
SUMMER 
MUSIC 
PROGRAMS

Berklee Summer Music Programs offer 
multi-level instruction in theory, arranging, 
harmony, ear training, guided listening and 
analysis. In addition, all students receive 
private instrumental (or vocal) instruction 
and participate in a variety of ensembles. 
Through special placement procedures each 
student is effectively scheduled with other 
students of similar music background, thus 
assuring that all participants will derive 
maximum musical and educational benefit 
from the program.

SEVEN WEEK
COMPREHENSIVE PROGRAM
JUNE 22 - AUGUST 11
Designed for those wishing to develop or 
expand their knowledge of the techniques 
and styles of modern music. An ideal op
portunity for short-term intensive special
ized study in practical musicianship.

TWELVE WEEK 
FULL CREDIT PROGRAM 
JUNE 1 - AUGUST 25
Concentrated and accelerated program may 
be applied for credit by students accepted 
to Berklee degree or diploma programs. 
Ideal for those wishing to take full advan
tage of all musical and educational benefits 
enjoyed by Berklee students during the 
regular school year.

FOR MUSIC EDUCATORS
Eleven special 1 week/2 credit workshops in 
jazz and popular music, arranging, harmony, 
improvisation, composition, choral music, 
audio recording, guitar, synthesizers, jazz 
history, and ensemble techniques.
These workshops offer comprehensive group 
instruction, individual consultation with 
Berklee faculty, and exposure to effective 
teaching methods.
Full use of all Berklee educational and 
professional facilities. Workshops begin 
July 10, July 17, July 24. 2 credits for 
each workshop.

the first chorus
BY CHARLES SUBER

1 'his issue provokes a partial answer to a 
question often asked of and by us: What is the 
essential difference between a rock and a jazz 
musician? The answer is fun.

The jazz men in this issue—Dizzy Gillespie, 
Clark Terry, Chico Hamilton, Mike Mainieri 
and Airto—all refer to the fun that comes of 
knowing what you do, and consequently the 
fun that lies ahead. Contrast their comments 
with the widely publicized statements of Mick 
Jagger and Elton John.

Jagger: “Rock and roll music is for adoles
cents. ... It’s a dead end.”

John: “I can't see myself as a middle-aged 
rock star.”

An obvious implication is that these very 
talented musicians do not really enjoy what 
they have wrought and can't see themselves 
devoting their lives to the music and life style 
that brought them fame and fortune.

The dialogue between Dizzy Gillespie and 
Clark Terry is something else entirely. It be
speaks the joy (the ultimate essence of fun) 
that these two jazz musicians bring to their 
music. Diz at the White House with a script 
written for the Prez by Willis Canover honor
ing the Shah of Iran is a funny, funny story.

Foreststown “Chico” Hamilton speaks of 
the fun it has been to introduce the likes of 
Ron Carter, Eric Dolphy. Larry Coryell and 
many others to the jazz world. Hamilton 
speaks with no less enthusiasm of the money 
success he has had making commercials and 
going out on the road with a new, young 
group. He adds this fillip to young musicians: 
“. . . It is impossible to play everything you 
know at any given time; I guess that’s why a 
whole lot of players never reach a climax. 
They try to say it all at once and there is 
nothing left for them and they get bored.” The 
opposite of fun.

Vibist Mike Mainieri shares with his idol 
and discoverer. Buddy Rich, an early start in 
music by way of vaudeville. Reading 
Mainieri’s upbeat conversation about the rock 
and roll business, studio apathy and the plea
sures of jazz imbues the reader with his sense 
of fun and games. Like Hamilton, and unlike 
Rich. Mainieri is a good business-of-music 
man, which he says is no accident. “1 don’t be
lieve in | luck]. I believe that you create your 
own personal reality."

Airto gets the last and best tag. He talks 
about attitude and that you shouldn't whine 
because you're playing a wedding instead of a 
jazz gig. “Play good anyway. The gig becomes 
fun instead of just a job, and that saves your 
soul.” He dicho!

Next issue features Sun Ra and his Inter
galactic Myth-Science Arkestra who preceded 
von Braun. Kubrick and R2D2 into space by 
several light years and is a shining example of 
"classical contemporary Black Music”; the 
Crusaders (aka Jazz Crusaders. Nite Hawks 
and Modern Jazz Sextet) who are the leading 
exponents of contemporary rhythm ’n blues; 
Howard Johnson, whose primary instruments 
are baritone sax and tuba but who plays jazz— 
traditional to avant garde—on most anything 
to which a mouthpiece can be affixed; and 
other wondrous musicians and music. db

We 
help 
you 
sound 
better.

• DRUMSTICKS 

REIVIO 
DRUM HEADS & ROTO TOMS

Write for Free Literature.
PRO-MARK CORPORATION 
10710 Craighead 
Houston, Texas 77025

bill crowden says
in

Chicago
the pro’s drum shop is

DRUMS LTD.
Stop in and I’ll prove it ! 

downtown Chicago 
8th Floor

21 8 S. Wabash Ave. 
(312)427-8480

Fake Books & Music 
FREE BIG CATALOG

Jazz-Pop-Improvising-Combos, etc. 
Greatest & Biggest Collection of 
Best Music Books Ever Published.

Also: Music Minue One Play-With Records.
IMPERIAL, Box 66-D, N.Y., N.Y. 10022

SOPRANO SAXES
Nice double! Regular sax fingering. Pop
ular with top players because of its 
unique exciting sound. A real conversa
tion piece on jobs. Terrific for Jazz- 
Dixie-Ballads. Very big discount.

IMPERIAL, Box 66-D, N.Y., N.Y. 10022
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THAT
GREAT

GRETSCH
SOUND

To a professional, purity 
and excellence of sound are 
absolute necessities. There is 
no middle ground. That’s 
why, for almost 100 years, the 
finest percussionists through
out the world have insisted 
on Gretsch Drums.

The plateau of excellence 
achieved by Gretsch Drums is 
no accident. Outstanding 
tonal capability is made 
possible by the superior 
workmanship of Gretsch 
craftsmen, using only the 
finest materials available. 
Six ply laminated wood 
shells, die-cast fully flanged 
hoops, self-aligning tension
ing are only a few of the 
reasons the best drummers 
choose Gretsch.

Lenny White

Charlie Watts, Rolling Stones

No. 4031
Concert Rock Drum 
Outfit

Freddie Waits

1801 Gilbert Ave./Cincinnati, Ohio 45202

Mel Lewis

But the main reason, of 
course, is that Great Gretsch 
Sound—consistent, sparkling, 
pure sound that only the 
Gretsch reputation can 
deliver, time after time. And 
that’s the bottom line for 
the pros.

Whether you’re on the 
stage or on the field, Gretsch 
has the right drum to fit your 
exacting needs. See your 
nearest Gretsch dealer or 
write for our free catalog 
showing the complete Great 
Gretsch lineup of the world’s 
finest drums.



CHORDS AND 
DISCORDS
Cat Still Beautiful

I’d like to thank John Alan Simon on his re
view of Gato Barbieri’s Ruby, Ruby album 
(2/23). As Simon has said, Gato has held back 
the drive that he demonstrated a few years 
back. But his latest achievements are beautiful 
nonetheless.

I still get a thrill out of listening to Gato. 
Having Herb Alpert as a producer is all the 
better, since Alpert is one of the slickest pro
ducers around. Hopefully, the Barbieri-Alpert 
collaboration will stay together awhile and 
maybe Gato will start opening up again.
Bill Bernardi Bergstrom AFB, Tex.

Pat The Picturesque
I am a 16-year-old jazz lover and enjoy 

DIZZY DIGS @
What does Dizzy Gillespie know about Conga drums? Lots! The late, 
great Chano Pozo taught him all about things like Congas, Bongos, 
Cowbells and the like.
So when Dizzy digs LP® he knows what’s good and you might do well 
to follow his example.

down beat very much. I would just like to 
comment on the music of Pat Metheny. After 
hearing San Lorenzo from the live album re
cently. 1 was completely captivated by the ar
rangement. To me, the real instrumentalist is 
someone who can be picturesque and make 
things talk. .. .

To me. Pat Metheny's quartet is absolutely 
unparalleled in the electric category, proba
bly because they imitate an acoustic sound. 
Pat Metheny's guitar talks and shows, and 1 
think that is an achievement of a lifetime. 
Bill Wloszek Southgate, Mich.

Grant Imperative
I have a suggestion regarding your article 

on Eugene Chadbourne (2/23). All persons in
terested in preserving the art of guitar playing 
should hereby take it upon themselves to aid 
in funding a grand commissioning composer 
John Cage to write a new piece of music. The 
piece, to be entitled Encounter For Two Gui
tars, would be performed jointly by Mr. Chad
bourne and fellow guitar great Sonny Shar- 
rock. (Remember him?)

During the performance, the guitarists 
would strike each other over the head with 
their guitars, repeatedly. This would continue 
until both guitarists are incapable of any fur
ther “innovations.”
David Herz Chicago, Ill.

Wherefore Name Change?
Okay, here is an interesting piece of trivia. I 

live in the Washington, D.C. metropolitan 
area and heard this on one of the town’s lis
tener-supported radio stations.

It seems that the Calvert Street Bridge (the 
one that people used to jump off of a lot—1 
wasn’t around at this time, but my mother in
formed me about it) was called the Duke El
lington Bridge at the height of Duke's popu
larity. My only question is why was the name 
changed to the Calvert Street Bridge?
Chip Perdue Riverdale, Md.

Tuning Them Up
The Carter and Rich interviews were the 

best I have read in over two years with db. I 
think the approach taken in them by the inter
viewer, namely, directly about music and mu
sicians, is the best possible one. Music is a fine 
cipher for the world, so there’s no lack of 
thinking and passion on the parts of the best 
artists (and theorists, for that matter). You 
guys tune them up, and they’ll do a session!

What’s this? db 3/9/78 reviews Joni Mit
chell's latest release. Can another excellent 
interview be far behind? Let us hope not. 
James E. Reagan Decatur, Ga.

Parker Corrections
Having played a part in the release and 

compilation of the Charlie Parker broadcasts 
on Columbia records, I’m obliged to correct a 
few misconceptions in John McDonough’s 
otherwise generous review (2/23).

McDonough unfairly blames Don Young’s 
engineering for the bass-heavy sound on the 
’53 Birdland set. The implication is that the 
sound might have been remixed, which is not 
possible with a disc-recording. All you can do 
is make clean transfers to tape, adjust the 
pitch, equalize the sound, and splice out 
flaws—all of which Young did with my col
laboration. Further equalization of the bass 
would have weakened and distorted Parker's 
sound.

It is not true that “All the selections were 
previously issued on Le Jazz Cool and other 
assorted private labels.” Two selections (Night 
In Tunisia and I'll Remember April) and one of 
the themes were previously unissued. I might 
note that most of the strings album had never 
previously been issued either.

Finally, these albums represent Parker’s 
“first association with a major record label” 
only if you refuse to consider Polydor/Verve 
and Fantasy/Prestige “major,” and I don’t 
know by what logic you can do that.
Gary Giddins New York, N.Y.

Greatness Of Listening
Buddy Rich said it to Mel Torme, and when 

you see and hear the greatness of Rich you 
know he listened to those who came before 
him. (The best, the tasteful, the greats—all are 
not afraid to say they are a part of what was.)

To help in Buddy's “listening Crusade,” let 
me suggest that aspiring drummers listen to 
Sonny Payne kick the Basie band along on the 
Verve LP Basie In London (Verve 8199). 
Bob Considine San Diego, Cal.

8 □ down beat
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UJC Holds Powwow
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Jimmy Owens in pensive pose

NEW YORK—The Universal Jazz Coalition recently held a con
ference on the overall topic of "The Future Of Jazz." The panel was 
laden with experts from the press (Gary Giddins); record compa
nies (Elliot Horne, RCA); clubs (Art D'Lugoff, Village Gate; Rashied 
AH, All’s Alley); and other organizations (Muhal Richard Abrams, 
AACM; John Duffy, Meet The Composer; Jimmy Owens, Collective 
Black Artists; James Jordan, New York State Council On The Arts; 
Dan Morgenstern, the Rutgers Institute Of Jazz Studies; and Russell 
Sanjek of BMI).

The invited audience was comprised of members of the jazz com
munity at large. They were placed there as devil’s advccates for 
the question and answer period which followed the initial state
ments by the panel.

Moderator and UJC president Cobi Narita initiated the three-min
ute openings by announcing that the "Future Of Jazz" was just a 
working title and that we could improvise as we saw fit.

The topics were broad, with emphasis placed on the business as
pects of the music. Abrams, Sanjek and Owens would not ease up 
on the “get your shit together” attitude toward musicians. Duffy and 
Jordan were interested in getting money for the art form; Giddins 
and Ali stated their opinions on what is being pushed, musicwise, 
and why. Horne was all fan, making us all feel ashamed that we 
don't first rely on that approach to the music. D'Lugoff, whose club 
was loaned for the occasion, told us that all wasn't peaches, cream 
and honey regarding the paying customers. Morgenstern, with his 
usual eloquence, summed up as often as possible. He was generally 
optimistic. “Jazz has a future. That has never been questioned," he 
stated.

Here are some other statements:
Ali: “You've got to put put to make some back."
Owens: "It's about business."
Morgenstern: "We don’t have our shit together. We will get ahead 

if we stop fighting among ourselves.”
And from the audience:
Arnie Lawrence: "Whether business keeps it alive or not, the mu

sician has been and will continue to keep it alive."
Council-on-the-arts rep: “Any art form that has to depend on the 

market to survive is doomed.”
John Fischer (Environ): "We must have systems for the non-stars 

(as well as a star system)."
Nat Hentoff: “We're a punk society, all of it, television, radio, rec

ords, and nothing is going to change that. We've always been that 
way.”

There was a heated moment when Sonny Murray personally 
lashed out at the majors (Columbia and RCA) and D’Lugoff. General
ly though, the event ran smoothly under Narita's direction. The tab 
was picked up by Paul Ash of Sam Ash Music Stores. Ash and Tom 
Pierson handled the mikes that were extended into the audience to 
facilitate matters.

Yet one aching question remained: Should money be invested to 
support the art no matter what the saleability quotient?

POTPOURRI
Producer/composer Teo Ma

cero recently scored the origi
nal jazz score for an excellent 
TV special called The Body 
Human: The Red River, a docu
mentary dealing with the heart 
and circulatory system. The 
modern accompaniment did 
much to augment the provoca
tive program.

•

Matt Betton was recently 
named as the first recipient of 
the National Association Of 
Jazz Educators Hall Of Fame 
Award. Composer/arranger/ 
clinician/adjudicator Betton is 
one of the NAJE founders and 
has served as Executive Direc
tor and Editor since 1968.

•
Chances are very good that 

both Stevie Wonder and Diana 
Ross will make upcoming ap
pearances in Cuba, under the 
good graces of Cuban Premier 
Fidel Castro.

•

Our best wishes go out to Pete 
Candoli who is convalescing 
from recent coronary surgery. 
Hopefully, trumpetmaster Pete 
will bounce back like the champ 
he is.

•

The fifth annual National 
Women’s Music Festival will be 
held in Champaign-Urbana, III. 
from June 13-18.

•
Composer/pianist Lalo Schif

rin has been set to score the 
music from the upcoming film 
Nunzio. Former Schifrin cinema
credits include Voyage Of The

MILES CUTS NEW SIDES
NEW YORK—It happened to

tally unexpectedly, catching ev
erybody off-guard. One day re
cently, Teo Macero received a 
phone call from the ever-myste
rious Miles Davis. Miles, in his 
customary laconic fashion, said, 
“I’m ready” to Teo. The next day 
saw Davis and assembled crew 
in a New York studio laying

Jazz Comes To Public
NEW YORK-Joseph Papp's 

Public Theater on Lafayette 
Street has opened its stage to a 
new jazz format. The perform
ances, staged by Andy Plesser 
of Axis-ln-So-Ho fame, began 
with a stay by the Ari Ensemble 
Of Chicago. Comprised of Ros
coe Mitchell and Joseph Jar
man, reeds, Lester Bowie, trum
pet, Malachi Favors, bass, and 
Don Moye, percussion, the group 
inaugurated what looks like a 
pleasant and exciting adjunct to 
Papp's repertoire of plays by

Damned and Cool Hand Luke.
•

George Shearing, Jackie & 
Roy and Eddie Montero were 
among the dignitaries on hand to 
celebrate and honor composer 
Loonis McGIohon. The event oc
curred in Charlotte, N.C.

•
Watch out for the upcoming 

publication of Jazz Records— 
1897-1942, a massive discogra
phy compiled by Britisher Brian 
Rust. The two volume set will be 
published by Arlington House 
and has a retail tag of $60.00.

•
Trumpeter Don Rader has 

pacted a new deal with Discov
ery Records.

•
A group called the San Fran

cisco Bay Area Jazz Foundation 
has been formed for the specific 
purpose of aiding Frisco radio 
station KJAZ in its fight with the 
Committee For Open Media. The 
Foundation hopes to raise funds 
through benefits and to circulate 
petitions among the community. 
KJAZ’s license is currently 
under the threat of FCC revoca
tion.

•
Cab Calloway recently cut a 

single for a label called Holo
gram. The disc is spiced up by 
the live sound of a horse neigh
ing. The naturalistic trick was 
accomplished by the New York 
outfit Record Plant, who dis
patched its special sound truck 
to Aqueduct race track in New 
York in order to obtain the ap
propriate snortings. db 

down fresh material.
The latest Davis sessions fea

ture Larry Coryell, guitar; Masa- 
bumi Kikuchi and George Paulis, 
keyboards; T. M. Stevens, elec
tric bass; Al Foster, drums; and 
Bobby Scott, horn charts.

An observer has described the 
music as a cross between "late 
'60s free and late 70s disco." 

contemporary playwrights.
Called the Public Theater 

Cabaret, the place has been pre
senting talents such as Jack De- 
Johnette's Directions Arthur 
Blythe, Oregon, Richard 
Beirach and Sam Rivers with 
Dave Holland, Barry Altschul and 
Joe Daley.

Future performances will high
light Betty Carter and Anthony 
Braxton, who will be presented 
after the shows on Wednesday 
and Thursday (11:00 p.m.) and 
on Saturday (10 and 1 2 p.m.).

April 20 □ 9



NEWS
MONTREUX JAZZ ENCOUNTER

NEW RELEASES

CHICAGO—For the first time, 
the Montreux International Music 
Festival, the NARAS Institute 
(the educational arm of the Na
tional Academy Of Recording 
Arts And Sciences), the Univer
sity Of Miami (one of the largest 
private university music schools), 
and the Mountain Recording 
Studio (Europe's best equipped) 
are teaming together to teach. 
Students will encounter William 
L. Fowler, Alex Grob, Anita Kerr, 
William F. Lee, Ron Miller, Bill 
Porter, James Progris, Whit 
Sidener and Fred Wickstrom on 
a daily basis and will encounter 
top performers from the Mon
treux Festival in master classes 
and at Jazz Week concerts (with 
free admission for Montreux En
counter students).

Students will live in the exclu

Rivers Speaks Out
CHICAGO—Sam Rivers, multi

instrumentalist and unofficial 
spokesman for the New York loft 
music scene, along with drum
mer Barry Altschul, bassist Dave 
Holland and Clare Holland, 
shared a temperate Mexican 
dinner and some spicy opinions 
with down beat staffers during 
the trio’s recent engagement at 
the Jazz Showcase in Chicago.

"Crowds come out wherever 
we play," declared Rivers, who 
hadn't cancelled a single per
formance despite the January 
and February storms that threat
ened his first major U.S. tour. 
"When we play, it's a huge event 
for the communities.”

Rivers, Altschul and Holland, 
who have worked together off- 
and-on since 1972, and steadily 
for the past two years, were at 
the halfway mark of their two 
month, coast-to-coast trip. Try
ing to make a breakthrough for 
the "new music” (which Holland 
mentioned is "at least ten years 
old”), the three musicians played 
their free-flowing sets at spots 
little visited by the avant garde, 
including Norman, Oklahoma; 
Salem, Oregon; Austin, Texas; 
and Salt Lake City.

They also worked six nights at 
the Keystone Korner in San 
Francisco, and 2000 students 
heard them over two nights at 
the University of Michigan, Ann 
Arbor, where violinist Leroy Jen
kins' trio opened the shows. 

sive Chatelard School, where 
the Swiss Alps overlook Lake 
Geneva. They can choose 
courses on basic, intermediate 
or advanced levels from a va
riety of subject matter in jazz 
history, arranging, improvisa
tion, commercial scoring, audio 
engineering and recording, the 
recording and entertainment in
dustry, percussion, guitar and 
ensemble performance, both in
strumental and choral. The 
courses have been designed 
specifically for those who want 
to improve their skills in jazz, au
dio engineering and music busi
ness.

When? Throughout July. How? 
Write to: Montreux Music En
counter, University Of Miami 
School Of Music, Box 248165, 
Coral Gables, Florida 33124.

Chiding db for having "missed 
the entire era of New York loft 
music, which is over now,” Riv
ers, who plays flute, soprano and 
tenor saxes and piano, and op
erates Studio Rivbea, a Manhat
tan haven for experimentalists, 
said that everywhere but in the 
U.S. the jazz vanguard is ac
claimed. In Europe, he said, com
mercial jazz artists are booed 
and laughed off stages, and only 
in foreign venues can thinkers 
like Archie Shepp get headline 
billing.

Rivers himself is currently 
without a U.S. recording con
tract, though three recently re
corded albums (on the Italian 
Horo and Pausa labels) are 
being imported. Altschul’s first 
date as a leader has been issued 
by Muse, and Holland is planning 
his second ECM LP. Improvising 
Artists, Inc., has released two 
Rivers-Holland duet albums.

And, Rivers' epitaph notwith
standing, the loft scene isn't 
dead yet. Planning for Studio 
Rivbea’s Spring Festival is un
derway. Also in the works is the 
trio's appearance at various 
other festivals, a European tour, 
and another tour of the U.S. The 
trio has broken a lot of ground on 
the recent tour, and many of the 
cities just recently visited have 
asked for a second helping. 
Rivers, Holland and Altschul will 
be busy keeping everyone satis
fied.

Columbia Special Products 
has re-released a couple of jazz 
classics. The now-accessible 
goodies are Paris Impressions, a 
1958 session with the late Erroll 
Garner, and a double album set 
tagged Swingin' Buck Clayton 
Jams Count Basie And Benny 
Goodman.

•
The most recent batch of de

lights from Joe Fields and Muse 
Records includes You Hear Me 
Talkin', Brownie McGhee and 
Sonny Terry; Wildflower, Hous
ton Person; The Real Thing. 
Louis Hayes; Red. White And 
Blues, Red Rodney; and The 
New Love, Carlos Garnett.

•
Fresh vinyl from Vanguard 

includes Violin, featuring Oregon 
with assistance from violinist 
Zbigniew Seifert; Beyond This 
World, James Moody and Tom 
McIntosh; and Music For The

SAUNDERS CELEBRATION
CHICAGO—Legendary jazz 

drummer Red Saunders will be 
feted with a gala celebration on 
April 16. The event, set to take 
place in the Auditorium Theatre, 
will feature Count Basie’s or
chestra and Billy Eckstine.

Saunders, who is enjoying his 
50th year in show business, has 
played with such all-time greats 

FINAL BAR
Joe Marsala, swingtime clarinetist and bandleader, recently died 

of cancer in Santa Barbara, Cal. He was 71. Born in Chicago, Mr. 
Marsala joined Wingy Manone and worked with him at New York’s 
Hickory House, where he later led his own combo for a decade. He 
introduced such talents as Bobby Hackett, Buddy Rich, Shelly 
Manne, Dave Tough, Phil Bushkin and Eddie Condon. Marsala’s wife, 
Adele Girard, played the harp in the band. They were married in 
1937.

Joe was known for his warm, personal style Inspired by Jimmy 
Noone, he was the first leader to front an integrated band on 52nd 
Street, where he featured trumpeter "Red” Allen.

As a songwriter, Joe was best known for Don't Cry Joe and Little 
Sir Echo. His last major appearance was in 1969, when a band of his 
alumni was assembled.

•

Linda Kuehl, a freelance writer, interviewer and literary critic, 
recently died in Washington, D.C. She was 38 years old.

Ms. Kuehl was considered an authority on the history of jazz and 
at the time of her death was in Washington to assist the Smithsonian 
Institution in the presentation of a jazz concert featuring Count 
Basie. She was about to start teaching a course at the New School 
consisting of a series of jazz interviews with musicians. She had 
collected 150 original tapes comprising an aural history of jazz that 
provided the basis for her definitive biography of Billie Holiday.

Ms. Kuehl was a graduate of CCNY and held a masters degree 
from Stanford University. She had worked as an editor at Prentice- 
Hall and reviewed books extensively for such publications as the 
New York Times Book Review. Paris Review, Commonweal, Satur
day Review and Playboy. She was perhaps best known in the pub
lishing world for her interviews, particularly those with Alfred Knopf 
and Joan Didion. She is survived by her parents and sister.

The family requests that any memorial contributions be sent to 
The Authors Guild, 234 W. 44th St., New York, NY 10036.

Spanish Guitar. Santiago Navas- 
cues.

•
Fantasy has another hot item 

from Stanley Turrentine in the 
form of the vet saxman’s West 
Side Highway.

®
First American Records out of 

Seattle, Wash, has issued 
several interesting discs. From 
Philly To Tablas marks the debut 
of Stephen Whynott, while 
Blackjack marks a new effort by 
legendary vocalist/guitarist/fid- 
dler/harmonica whiz Clarence 
Gatemouth Brown.

•
Veejay continues to expand 

its jazz catalog, the latest adds 
being Love Song, Gary Bartz; 
Lost & Found, Putter Smith; 
Good For The Garden. Kent 
Glenn; and Happying, a collabo
ration from Andy Simpkins, Joey 
Baron and Dave Mackay. db 

as Duke Ellington, Jack Teagar
den, Benny Goodman, Gene 
Krupa, Buddy Rich, Ray Charles, 
Joe Williams and Albert Am
mons. Universally acclaimed as 
one of the great timekeepers of 
the jazz age, Red is best remem
bered for his 21-year stint in 
residence at Chicago’s famed 
spot, the Club De Lisa.

10 □ down beat



'CO

1C P°9

Ö°'\ xaWJ°^ . \
a^r^^ò,«  ̂

al 0i0Xie\ \®®Q", \

\P Y^ cx \P

k^0\Qp®V Í V'-9

“^o^Kn^9X\^
8pß^ \ i cO^ 9 ” ’ / ■

¿S9^ h« °'- .-A)°^ ÌC V

®^o®«'''äU,';i
■9 op»®5'9» a"05

,^s^u 
aPL

X-üO^,rt^ „ t“1
_. I-O^ rÆS°^9 \

l®5®8) o\®u°Q>»a'>s a°uo"sV 
^La ' w°' a000^^^ 
tw- 

<^*3‘

°^\ò°^c^ 
aU\N '«vü«0®-qúA^ a.\i eA' 9 gü«^

-£^w

^WV^cO^ ’'



DIZZY GILLESPIE
BIOWNIN'WITH DIZ. VIA MUMBLES

BY CLARK TERRY / EDITED BY LEE UNDERWOOD

r J. 'he last of nine children. John Birks “Diz
zy” Gillespie was born in Cheraw. South Car
olina. on October 21. 1917. His father was a 
bricklayer and amateur musician who kept the 
band’s instruments at home. When young 
Birks wasn’t fighting in school, he borrowed 
first the trombone and then the trumpet, and 
began teaching himself how to play. He re
ceived a scholarship to the Laurinburg Insti
tute in North Carolina, where he studied 
theory and harmony under Shorty Hall.

In 1935, Gillespie cocked his hat to one 
side, packed his (own) trumpet in a brown pa
per bag, laughed at the world, and set off for 
Philadelphia. There, his smart-alec antics 
won him the nickname "Dizzy." and his horn 
playing landed him his first important job, a 
chair in the band of Frank Fairfax.

He moved to New York, joined Teddy 
Hill’s band, and made his first recording ses
sion in March of 1937. On King Porter Stomp 
and Blue Rhythm Fantasy. he was the musical 
mirror-image of his idol at the time. Roy Eld
ridge.

By 1939-40. Dizzy was playing lead trum
pet with Hill. Lorraine Willis, a young chorus 
girl at the Howard Theatre in Washington, 
D.C., heard him play and fell in love with 
him. For real. They were married in Boston 
on May 9, 1940, and have remained together 
ever since.

Lionel Hampton invited the rowdy young 
virtuoso to record on an all-star small-band 
date for Victor in September of 1939. By this 
time. Dizzy was beginning to diverge from the 
influence of Eldridge. His muted opening 
chorus on Hot Mallets already suggested the 
high-speed eighth note approach that would 
soon become his trademark.

In late 1939, Dizzy joined Cab Calloway 
and recorded some 50 sides with the band on 
the Vocalion label (later known as Okeh). But 
in September of 1941. Cab accused Dizzy of 
throwing spitballs at him during a show. 
Dizzy denied it. A scuffle ensued. Dizzy cut 
Cab’s fanny and lost his job. Cab retired to the 
hospital for ten stitches.

Dizzy joined Benny Carter's band and then 
worked briefly with Ella Fitzgerald. He 
played his first jazz concert at the Museum Of 
Modern Art in November. 1941. The band 
broke up in 1942, after which Diz joined Les 
Hite’s big band anil recorded perhaps the first 
example of bebop on record, a half-chorus on 
Jersey Bounce, for the short-lived 78 label. Hit 
Records.

On April 23. 1943, he opened with Earl 
Hines at the Apollo in Harlem. Charlie Park
er was in the band, as was Sarah Vaughan and 
Billy Eckstine. Dizzy began writing band 
charts for Sarah, and the musical pot bubbled 
bebop.

By early 1944, 52nd Street throbbed with 
jazz clubs—the Onyx, Kelly's Stable, Min
ton's. the White Rose, the Three Deuces, the 
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All-star horn line: Dizzy, Roy Eldridge, 
Clark, Harry Edison.

Yacht Club. With Don Byas on tenor, George 
Wallington on piano and Max Roach on 
drums. Dizzy and bassist Oscar Pettiford 
opened at the Onyx. The music synthesized 
old and new ideas, and many of the rhythmic 
concepts ended with a staccato two-note 
phrase (often a flatted fifth), suggesting the 
onomatopoeic word "bebop.” The term 
caught on and still endures.

Coleman Hawkins assembled a ten-piece 
band that included Dizzy, and recorded pos
sibly the first strictly bebop band ever as
sembled. The label was Apollo. The tunes 
were Dizzy's Woody’n You (for Woody Her
man, later retitlcd Algo Bueno), Budd John
son's Bu-Dee-Daht, and a blues riff entitled 
Disorder At The Border.

By this time, Billy Eckstine had begun 
formulating what was to become his own 
legendary big band, featuring Sarah Vaughan, 
Charlie Parker, Dizzy Gillespie. Leo Parker, 
Lucky Thompson and Fats Navarro. Within 
six months Eckstine’s band was a money
maker.

After several months with Eckstine, Gil
lespie formed his own group, with Charlie 
Parker, Al Haig. Curly Russell and Stan Levy. 
He recorded several classics, including 
Groovin' High. Good Bait. Bebop and Salt Pea
nuts.

In January of 1947, Gillespie surpassed 
Roy Eldridge in popularity, winning the Metro
nome poll on trumpet. Leonard Feather pre
sented the new Gillespie Orchestra at Carne
gie Hall on September 29, I 947. By April of 
1949, when the Royal Roost club moved 
across Broadway to the larger Bop City, Dizzy 
Gillespie and bebop were synonymous: the 
music was finally beginning to be received en
thusiastically all across the country (with the 
notable exception of Southern California).

Beginning in 1953. Norman Granz pro
duced all of Gillespie’s recordings for seven 
years, and featured him in numerous all-star 
Jazz At The Philharmonic groups. Gillespie 
and Quincy Jones organized a 16-picce tour
ing band for the Middle East and Latin Amer
ica. sponsored by the U.S. State Department, 
in 1956. During the late '40s, and again in the 
’60s, Dizzy preceded Stan Getz and others in 
incorporating Latin rhythms into his reper
toire.

In 1970, Gillespie had no recording con
tract, but by the mid-’70s, he once again 
reigned supreme as the living king of bebop, 
recording numerous albums for Norman 
Granz’ new label, Pablo.

"More than anyone else,” said Joachim 
Berendt in The Jazz Book. “Dizzy has carried 
the bop idiom through all subsequent styles 
and ways of playing: cool and hard bop, free, 
and rock-influenced—and yet. he unmistak
ably remains Dizzy Gillespie.”

No slouch himself as an extemporaneous 
comedian, trumpet man Clark Terry en
thusiastically supported publisher Chuck Su
ber’s suggestion that he interview Dizzy for 
db.

Born in St. Louis on December 14, 1920, 
Terry has gained world-wide recognition as 
one of the most original and thrilling trumpet 
players in contemporary jazz. He has starred 
in the bands of Lionel Hampton, Count Basie, 
Duke Ellington, Quincy Jones, the NBC 
Orchestra, and numerous others.

For this interview, which often resembled 
two first-rate virtuosi trading fours, Clark and 
Diz sat in the basement of Dizzy's Englewood, 
New Jersey home. They propped the tape re
corder on a conga drum, lit up cigars, and be
tween football games discussed Dizzy’s life 
and the state of jazz as it was and is.

♦ ♦ ♦ ♦

Terry: Aside from Duke Ellington and 
Pops Armstrong, Birks, you are probably the 
most well-traveled musician we have in our 
business. I'd say you will surpass even Pops 
and Duke as far as miles covered. By now, 
maybe you already have. You just came back 
from Africa, didn't you?

Gillespie: Yes, we made some terrific one 
nighters from New York to Australia and 
back.

Terry: It’s always been said that American 
audiences are not as appreciative as European 
audiences. But this is becoming controversial,



because American audiences are growing up, 
aren’t they?

Gillespie: I'd say so. It’s beautiful the way 
you see Americans attracted to the music now. 
Even the government has become aware of the 
importance of our music, of this art form we 
created here in America. We just played at the 
White House for President Jimmy Carter, you 
know. We were invited to dinner. So was 
Sarah Vaughan.

Terry: You played for Sadat too. didn't 
you?

Gillespie: No, for the Shah of Iran. Presi
dent Carter sent a message to us. a real strong 
message. He said he didn't want this to be like 
any other show. He wanted this to be an im
portant contribution from the culture of 
America. He wanted to show the Shah of Iran 
what we have to offer. He said he wanted it on 
the same level as Isaac Stern. Horowitz, Ru
binstein, or any of the other classical players. 
Wasn't that a beautiful thing to say?

1 must give Willis Conover credit for a 
beautiful program. Willis wrote a speech that 
was dynamite. The President took it and mem
orized it.

Terry: Really? Wow.
Gillespie: Yeah, he memorized it! He 

didn't have no paper. 1 was looking at it, and I 
knew it was Willis Conover's speech. But Car
ter had memorized it, so you know he cares 
about this art form.

After his speech, we opened with a little 
blues we made up on stage as a commemora
tive to Charlie Parker. Then Sarah sang How 
High The Moon. 1 played that with her group, 
and then jumped over to my own group to play 
Ornithology.

President Carter announced that Benny 
Harris had written Ornithology along with 
Bird. Wasn't that beautiful? Benny got his 
name in it! I loved that.

Then 1 played Monk's 'Round Midnight, and 
Sarah sang Erroll Garner's Misty. After that, 
we did Salt Peanuts for the President. Sarah 
sang Summertime, with me coming in at the 
end.

They mentioned that Earl Hines was in the 
audience. President Carter turned to me and 
said, “Do you think Earl would come up and 
play?" 1 said. "Sure. Earl would do that.’’ He 
said, "Would you ask him?" 1 said, " You're the 
President—you ask him!" President Carter 
asked him. and of course Earl played. He 
played two numbers, and then we all joined 
him and played three encores. [See Caught In 
The Act. db, Feb. 23. 1978./

Terry: It’s beautiful to see that we have 
heads of state who have our interests at heart 
as well as the interests of the perpetuation of 
our craft. I think President Carter has.

Gillespie: Yes. 1 think he has.
Terry: There are tremendous numbers of 

groups today that are led by trumpet players: 
Maynard Ferguson. Woody Shaw, Jon Faddis, 
Chuck Mangione, Thad Jones, Freddie Hub
bard, Doc Severinsen, Donald Byrd, Herb Al
pert, Al Hirt, Roy Eldridge, Sweets Edison, 
Conte Candoli, Jimmy Owens. How do you 
account for the terrific popularity of the trum
pet among young people and jazz fans 
throughout the world today?

Gillespie: Well, as an instrument, the trum
pet is a natural leader, probably because of its 
flexibility. In professional use, it was Louis 
Armstrong who really made the trumpet a 
lead instrument. But trumpets have always 
been in the forefront anyway, probably be
cause they are also one of the loudest instru-

“There is a greater feeling now for education in music. Peo
ple want to know why music went this way, or why did it go 
that way. They are approaching it scientifically, and they 
want to hear bebop.”

SK
EE

TZ

ments.
Terry: What do you think about the contro

versy today surrounding the word "jazz”? It's 
basically inspired by many of our black col
leagues, some of whom are very dear friends 
of yours. They seem to be tremendously dis
satisfied with the use of the word "jazz.” What 
are your views on that?

Gillespie: I don't know. What would you 
name it?

Terry: I think anything you name it is going 
to be controversial. Years ago, they had a con
test in down beat for a better name for jazz. 
Because jazz was the complete opposite of 
long-hair, they called it “the crewcut"! Re
member that?

Gillespie: Yeah, that was a long time ago. 
But I'll go along with the name "jazz” myself, 
at least until they come up with something 
better than the crew cut!

Terry: 1 notice you have a lot of younger 
players in your current group. Birks. It's re
freshing to see younger guys getting a chance 
to participate. What do you think of estab
lished players as compared to the younger 
players of today in terms of loyalty?

Gillespie: Each age has its own modus op- 
erandi and its own heroes. Today, it’s natural 
for musicians to be more businesslike. Jimmy 
Owens, for instance, is a superb businessman 
as well as an outstanding trumpet player. 
These musicians now are armed with more 
than we were armed with then.

But some abuse their knowledge—you 
know, taking our tunes and rewriting them 
and calling them their own. You look and you 
see someone else’s name on there.

A lot of musicians think more in terms of 
business than in terms of loyalty. I remember 

a time in Jimmie Lunceford’s band when the 
musicians went on strike in Boston. They were 
at Mother’s Lunch, and they struck. Trummy 
Young was there. I think they got about two 
dollars a night raise, but that's all. Today guys 
know how to ask for money. They know all 
the conditions.

Terry: Aside from the economic thing, one 
of the things that broke a lot of bands was put
ting a guy out front, giving him an opportunity 
to exhibit his wares, and letting him play as 
much as he wanted. Of course, in some in
stances, some kids are not able to stand that. 
In five minutes they feel as if they’re leaders. 
Then they jump out and become leaders even 
though they're not prepared. There's more to 
leading than just blowing a horn.

Gillespie: Absolutely.
Terry: Which musicians do you feel are 

more reliable?
Gillespie: That varies from musician to mu

sician. 1 haven't had too much trouble with 
musicians in my groups. Most of the time they 
showed up on time. Maybe it could be the atti
tude of the bandleader.

Terry: I think that has a lot to do with it. 
I'm sure every person who has ever worked for 
you had nothing but respect and admiration 
for you. I don't think it's possible to dig up a 
cat back through the years who wouldn't have 
a beautiful batch of words to say about work
ing with you. That is something to stick your 
chest out about.

Gillespie: Well, either everybody’s fooled, 
or. . . .

Terry: You can't fool anybody like that.
Gillespie: Yeah, when you're on the road, 

you're living with the guys. It’s hard to fool 
guys you're living with.
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Terry: What's your favorite setting for crea
tive inspiration, Birks? Clubs? Schools? 
Halls? On the road?

Gillespie: That's a hard thing. There's a 
club in San Francisco 1 like very much, the 
Great American Music Hall. 1 get a very 
warm feeling there. And 1 have a lot of fun at 
the Monterey Jazz Festival, too.

Terry: That’s your festival there! You could 
come out playing a broom and get a standing 
ovation!

Gillespie: Yeah, they seem to like me there. 
Some artists say audiences don't make any dif
ference to them. But audiences really turn me 
on. you know? A good audience really helps 
me play. So do the musicians I work with. In 
fact, some of the highlights of my playing have 
been when you and 1 play together. There’s a 
rapport there, a love between us. The best way 
I can explain it is each of us is trying to stay 
out of each other’s way! And it works out 
good! Every time we play, it sounds beautiful.

Terry: But many times you're in a jam set
ting like that, and you find an eager beaver, an 
ambitious dude who's out to "chop this cat 
up.” He wants to make a reputation. He wants 
to catch you on a bad night, or he wants to 
chop someone else up.

But, too, there are also some people around 
who have respect and love for each other and 
their creative abilities. None of this ever en
ters their mind.

If you had to name one man, Diz, one man 
who is the most highly respected and influ
ential man as far as the perpetuation of our 
craft is concerned, who would you name?

Gillespie: 1 would name Charlie Parker. He 
established the identity of the music. I had 
been playing, and when I met Charlie Parker 
our ideas were running parallel. But he was 
the one who established the identity.

Terry: When did you meet him?
Gillespie: 1 don't remember exactly. Buddy 

Anderson introduced us in Kansas City. It was 
between '39 and '41. Me and Bird spent the 
whole day playing in a hotel room. But he was 
the architect of the music, especially in the 
phrasing, which is the most important part of 
the music. I was also greatly inspired by Cole
man Hawkins and Benny Carter. But Charlie 
Parker was my main man. More than anybody 
else, he established the identity of the music.

The last time 1 saw him, 1 was playing a 
concert at Carnegie Hall. Bird walked on 
stage and gave me a yellow rose. He’d prob
ably spent his last quarter to buy it. He kissed 
me on each cheek and said. "Goodbye.” The 
next thing I knew, he was dead.

Terry: That’s beautiful, really touching. 1 
remember where I first met you. You first 
came to St. Louis with your big band back in 
the ’40s. You played a club called Gordon 
Chambers’ Riviera.

Gillespie: 1 remember that.
Terry: We were friends right off the bat. 

You had a great desire to meet and study with 
the leader of the St. Louis Symphony. You had 
me take you down to meet him, remember?

Gillespie: Yeah, I do.
Terry: Gustaf asked you to play, and you 

played about 16 whirlwind choruses, and Gus
taf says. "Do that again.” And you did it 
again!

You also did it with the fat cheeks, you 
know. I think at the time you were concerned 
about puffing your cheeks. Educators always 
talked about Harry James, because Harry 
played the way everybody thought was cor
rect. Maybe they had spoken to you about not 
puffing your cheeks, because it was influenc- 
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ing the kids. Of course. Harry James stopped 
playing, but you kept right on.

Gillespie: Blowned and blowned and 
blowned.

Terry: I remember Gustafs statement when 
he heard a couple of passages a couple of 
times more. "How long you been doing that?" 
he said. And you said, “AH my life." He 
looked at you and said, "Just keep right on do
ing that, but get the hell out of here." Remem
ber that?

Gillespie: Sure do!
Terry: I’ll never forget it. A lot of people 

would like to know why you puff your cheeks 
like that.

Gillespie: I really don't know. 1 didn't have 
a teacher in my early days, but I heard things 
in my head 1 wanted to play. It was the natural 
thing for me to take the line of least resist
ance. When I was with Cab Calloway, how
ever, my jaws didn’t come out like this.

Terry: I kind of agree with Gustaf: “Keep 
on keepin' on!”

Gillespie: Blowned and blowned and 
blowned! And I was strange. I mean, 1 wasn’t 
really playing back then. 1 was trying to play, 
but that’s all.

Terry: You were probably still experiment
ing.
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Pablo 2308-211
DIZZY'S PARTY—Pablo 2310-784
FREE RIDE (composed and arranged by Lalo 

Schifrin)—Pablo 2310-794
THE TRUMPET KINGS (w/Eldridge, Terry)—Pablo 

2310-754
THE TRUMPET KINGS MEET JOE TURNER (w/Eld- 

ridge, Edison)—Pablo 2310-71 7
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MOODS—Pablo 2310-771
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Gillespie: No, I was still trying to mimic 
the notes 1 had heard played on the phono
graph.

Terry: You were trying to synchronize.
Gillespie: That’s it—synchronize. And my 

eyes were open. “Boy, you got to see this! You 
got to catch this one! Hey, dig on this!”

Terry: Hey, I’m sure most students take 
their hats off to you. You’ve contributed so 
much, Birks, anyway you do it—even if you 
blow it out your nose! Anybody who’s been 
around for awhile but won’t admit that some 
of Dizzy Gillespie has rubbed off on him is a 
damn liar.

Hey. Diz, we have the mike sitting here on an 
African drum. You do a beautiful job of play
ing the congas yourself. When we think of eth
nic, we think basically of drums, conga drums, 
voices, chants, and the intervals. Is there any 
other instrument that we should remember Af
rican music by? And are there any groups of 
people there that are interested in our type of 
music?

Gillespie: Africans today are very much in
fluenced by American jazz.

Terry: That’s good to know. Aside from 
Olatunji, Hugh Masakela, Dollar Brand, Sabu 

and a few others, we don’t know many Afri
cans, do we?

Gillespie: They have all these different 
tribes. I think that's how they keep Africa sep
arated, by the tribes. One of these days, there's 
going to be a unified Africa. 1 think the whole 
earth is moving toward unification.

There is a 15-year-old African kid I know 
who doesn't have a saxophone. I'm going to 
see that he gets one. He wants to come to the 
United States to play. All of them there look 
up to us. like, “Oh, man. look' My cousin, my 
brother!" It’s just beautiful. They arc playing 
now. They had an African band called 
Ohoodle on our show.

Terry: That means freedom, doesn't it?
Gillespie: Freedom, yeah.
Terry: Are there any Dizzy Gillespies com

ing along, kids who are inspired by you?
Gillespie: They're inspired by all of our 

leading jazz musicians. One sounds like Lester 
Young, another like Charlie Parker, another 
like Coleman Hawkins. This is right in the 
middle of South Africa, an independent coun
try called Lasoto. I just came from there.

Terry: I’ve often heard it said that Teddy 
Hill is the one who coined the term "bebop.”

Gillespie: No, but it came from Teddy 
Hill’s band, more or less. Kenny Clarke was 
the drummer. He started using his drum pedal 
to accent the notes between the beats. Teddy 
would imitate Kenny’s sounds and say, “Hey, 
what's all this klook-mop jazz you playing?” 
So we started calling Kenny Klook-mop, or 
Klook.

Terry: Who actually was the first one to 
use. . . .

Gillespie: The word bebop? That just sort 
of happened. That’s a sound we used to de
scribe some of the sounds in the tunes. Then 
the media picked it up. The media was the 
ones.

Terry: It was a name for a flurry of mo
tions, or passes, that usually ended with those 
two notes: be, bop.

Gillespie: That’s right.
Terry: There was a pause between, before 

the next flurry of passes started.
Gillespie: One of the explanations I have for 

it was when we were playing at the Hunter’s 
Club on 52nd Street with Oscar Pettiford. For 
the names of the tunes we had, I would just 
say, “Yu, daba, daba, be-bop!” People started 
asking for “Play that tune that goes bebop.”

Terry: And how about your horn? Some
body said that Big Stump sat on it in a bus one 
time and bent it. Is that true?

Gillespie: Big Stump did it, but I wasn’t 
there. And it wasn’t on a bus. We were having 
a birthday party for my wife, Lorraine, at 
Snookie’s Club in Philadelphia. 1 had to go do 
a broadcast with Henry Morgan, and I left my 
horn propped up against the microphone on 
the stand. Apparently Big Stump didn’t see it, 
and he accidentally fell back against it. In
stead of breaking, the horn just bent. When Il
linois Jacquet saw that, he packed up his own 
horn and left. He said he didn’t want to be 
there when I got back!

I was angry at first, of course. It was 
cracked, which closed up the air current, but 
when I played it—boy. that sound! I liked it. 
and I tried to take a patent out on it, but some 
other dude already had a patent out on it 150 
years ago! 1 had the Martin Company make 
me one. I play a King now, made especially 
like that.

Terry: It sounds great like that, too. You 
started a trend, you know. I see whole sections 
of bands using it. co
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JIBCO 
and his 
incredible 
Gong Show
BY LEE UNDERWOOD
Cinn1 he turning point of my career was 
when I was playing with Miles Davis. We 
went to England to play the Isle of Wight con
cert. where there were 400,000 people. They 
covered all the mountains and the hills. It was 
like an ocean of human beings everywhere.

“They were all young people in the sun. and 
everybody was crazy and happy, drinking 
wine, tripping on acid and laughing to be 
alive. We started to play and everybody start
ed liking it. They got into the music more and 
more.

"We were improvising, of course, and 
everything was burning, man. Then one guy 
dropped out. As the music played, another guy 
dropped out. and then another, until every
body had stopped but me. 1 was playing cuica, 
the 'talking drum.’ All of a sudden I was play
ing by myself. And there were 41)0,000 people 
out there waiting for me to play. Miles was 
standing to my right side holding his trumpet, 
looking into my face. ‘Play!’

“So I started to play a solo on the cuica. 
Never before in Europe had they ever heard 
this drum that talks and squeaks and laughs 
and cries. I played. I played more, and 1 got 
into something really strong. And I was cook
ing, man!

“One guy in front stretched his arms over 
his head and began to sway in time to the 
rhythm, and then another guy and another guy 
and another guy. And then everybody started 
to wave their arms like that in rhythm. I 
looked out and there were 400,000 people 
swaying together like waves in the ocean.

“‘Wow!’ I thought. ‘What is this? ... Me. by 
myself, doing this . .. and playing with Miles 
Davis!’ That was the turning point in my ca
reer.

“I could communicate to 400,000 people— 
400.000 people in Europe! If 1 could do that 
then, I knew 1 could do that anytime, any
where.”

And he has. Airto Guimorva Moreira 
(whose Brazilian first name is pronounced 
“eye-ear-toe”) has almost single-handedly 
raised percussion from the level of child’s 
play to the level of artistry, in colors as well as 
rhythms. Because of him. down beat estab
lished a special Percussion category in 1973 
for the Readers and Critics polls. More than a 
novelty performer, Airto has won the polls ev
ery time out. He is a “folk artist” in the sense 
that his education has been in the streets of 
South America, many of his instruments are 
hand-made from natural woods and assem
bled metals, beads and shells, and his ap
proach to music is natural rather than aca-
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demically traditional. Although he is occa
sionally the target of professional envy, he is 
nevertheless generally respected among musi
cians and lay-listeners as being one of the 
most colorful percussionists, performers and 
musical conceptualizers on the scene today.

Airto was born in Itaiopolis, Santa Catari
na, South Brazil, on August 5, 1941. He 
moved to nearby Curitiba, Parana, at the age 
of one. "As a boy,” he said, “1 used to walk 
around the house banging on pots and pans, 
making sounds with my voice and pounding 
rhythms on my chest. Between the ages of sev
en and ten, I played tambourine and sang on 
my own one-hour radio show every Saturday.

“By the time 1 was ten. I was already playing 
better than the other professionals in town, 
because 1 really wanted to play. Playing made 
me happy all the time. And I was small and 
cute, so everybody wanted me to play. 1 
played weddings and parties with an ac
cordion player who also sang. Sometimes he 
and I would travel for eight hours by horse
back to play a gig in another town, riding on 
dirt roads through the forests.

“Even then, as a very little kid, I knew I 
wanted to be a musician. My father wanted me 
to be a barber. My mother wanted me to be a 
dentist. I wanted to sing and play. We had no 
radio or record player. When I walked the 
streets and heard a radio playing, 1 would stop 
and listen. ‘Ahhh, what beautiful music!’ After 
awhile, my parents realized 1 was very good, 
and they did not try to stop me.”

At 17, Airto moved to Sao Paulo, landed a 
job in a club as a drummer and bassist, and 
then joined an I 1 -piece touring band. “We put 
all of us and all of the equipment in a Volks
wagen bus and would travel two or three 
months at a time doing one-nighters, some
times three times a year. After the gigs, 1 
would walk through the towns and seek out 

new instruments. I never went to places where 
there was no music. 1 discovered many, many 
instruments that way. I had fun, yes. but I was 
also using my time to do much research.”

With pianist/flutist Hermeto Pascoal, Airto 
formed the group Quartetto Novo and re
corded his first album, now out of print, enti
tled Quartetto Novo. He also learned to take 
percussion seriously. "It was Geraldo Vandre, 
the Brazilian protest singer with the band, 
who explained to me the importance of play
ing. say, just a little pling on the triangle at just 
the right time. Everybody would go 
RRRRRRUUUUUP! and I would go pling'. 
Things like that made the percussion truly im
portant.

“When Quartetto Novo began to happen, 
then all the other percussionists in Brazil 
started to do the same thing. People already 
played some things but no tradition was es
tablished. They were playing congas, tambou
rines, bongos and maracas, but that was pretty 
much it. And usually they played only in time. 
And they had no one central man who would 
play everything. I centralized everything and 
devised a new concept. Then everyone else 
followed.”

When he arrived in Los Angeles from Bra
zil in 1968, Airto spoke no English. “There 1 
was, alone, and I couldn't speak any English 
at all. I mean at all. 1 finally learned how to 
say ‘the same.’ 1 would go to a restaurant and 
hang around and look in the people’s plates. 
Oh. that plate looks good. And I would say to 
the waiter, ‘Hey—the same!’ For at least five 
months, I ate ‘the same!’ Sometimes ‘the same’ 
was good, sometimes it was really bad.”

Today, Airto is writing a percussion book— 
in English—“probably the most important 
contribution ever made for percussionists,” he 
said. “I have been working on it for years, 
scribbling little notes and ideas to myself.
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"I couldn't speak any English at all. ...I finally learned how to say 'the same.' I would go to a 
restaurant and hang around and look in the people's plates. Oh, that plate looks good. And I 
would say to the waiter, "Hey—the same!" For at least five months, I ate 'the same!"'

“Besides the text, I include two 45 singles 
inside. One disc is individual examples of the 
sounds of the different kinds of instruments 
and what they are. On the first side of the sec
ond disc, I play with a group and explain what 
I am doing. On the second side, the group 
plays without me, so the student can fill in and 
play with the group by himself. It will be dis
tributed to colleges and universities and book 
stores all over the world.”

Underwood: Just what is it about your con
cept. Aino, that makes a guy who shakes 
gourds so well-known?

Airto: One thing I did was play with Miles 
Davis for two-and-a-half years, recording 
Bitches Brew, Live At The Fillmore, Live/Evil, 
On The Corner and some music that was later 
released as Big Fun.

We played many huge concerts, on the same 
bill with people like Jimi Hendrix. Janis Jop
lin. Laura Nyro and Santana. As a result of 
those concerts, I met a lot of people and be
came very well-known. At first, 1 was a curios
ity to them, because I have 200-300 instru
ments that Americans had never seen or heard 
before. And I move a lot on stage, loo, so they 
noticed me.

Underwood: In more musical terms, what 
would you say is your conception?

Airto: Percussion is not just the rhythm. 
You can play music with percussion, not just 
the time. Before, percussion was just congas, 
bongos, maracas and tambourines. That was 
it. Maybe some claves.

But when I played with Miles, the other 
percussionists found out about percussion. 
They saw that they could make an instrument 
out of anything around the house or on the 
streets. Instead of limiting themselves to con
gas, they started making their own instru
ments.

Percussion does not mean just time. Percus
sion means many colors. You can change the 
mood of the entire piece with percussion. You 
have to make the sound at the proper time, 
then all the music changes. Listen to what I do 
on my last album, I’m Fine, How Are You.

I approach percussion from a natural point 
of view. In my book, 1 explain that there is no 
“correct” position to play the instrument ex
cept what feels comfortable for the individual.

I also explain about an important concept. 
When you are on stage, and they suddenly 
jump into a fast tune you have never heard be
fore, what are you supposed to do? The answer 
is nothing. You listen. You play nothing. You 
listen, and then you begin to fill the spaces. A 
little bit here, a little bit there. Soon you are 
in the music, and everything works fine.

Underwood: Was Miles Davis influential in 
this regard?

Airto: Definitely. He was the most pro
found influence that I have had in my career, 
meeting him and listening to the very little he 
had to say. He once came to me and said, 
“Don't hang. Just play.” That's all, "Don’t 
bang. Just play.”

I did not speak English well at the time. I 
was shaky because I was playing with Miles, 
not to mention Jack DeJohnette, Chick Cor
ea, Wayne Shorter, Dave Holland and later 
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Keith Jarrett, all of them musicians 1 had al
ways respected.

All of a sudden. I was sitting there playing 
with them, and playing a kind of music I did 
not understand for at least the first month. I 
played because I had to play. Miles said 
"Play!” and I played.

At first, I didn't know if I was playing the 
"right" thing or not. but I fell I had to play 
something. I would play the wrong instru
ment, or I would play too much. When 1 asked 
him, "What do you mean, don’t bang, just 
play?" he said, “You figure that out." He was 
a beautiful guy and a nice guy, too, but I was 
terrified for the first month.

The problem was that 1 was playing too 
many instruments in a short period of time. In 
ten minutes of music, I would go through five 
or more instruments. Miles was saying, "Play 
the music, listen, pay attention, select the in
strument. choose the sound. Don't bang. Just 
play." He was telling me to listen first, then 
play. Then I got it. I didn't have to think about 
it anymore. It was very clear.

Now when I'm playing, I see the music like 
a map. I don't sit down and immediately start 
to play. First, 1 listen to the music. I see what 
kind of sound goes here, goes there, and where 
the spaces are that I can play. Then, when I do 
play, I play a sound that is the opposite or the 
complement of whatever else is happening. If 
the music is dark and heavy, I play a bright, 
light sound. The sound comes at the right time 
and the right place, and everybody can hear it.

After that, we had very much fun, all the 
time, even when we were having an off-night. 
He and I would always interplay. He would 
make a sound on the trumpet, and 1 would an
swer with the cuica, the "talking drum.”

Underwood: What are some of the key in
struments in your collection that you might 
have used in Miles’ band?

Airto: Well, some I used then, and some I 
have added since, but here is one, the berim
bau (pronounced taw-eem-bow, rhymes with 
"cow”). It is a bow, made of berimba, a Bra
zilian wood. It is strung from tip to lip with a 
metal string. There is a hollow, open-ended 
gourd attached over the wire and around the 
wood. You slide the gourd up and down, 
changing the tone of the string. The gourd 
resonates the sound of the plucked string, and 
can also be pressed against the body and re
leased, the first “wah-wah” sound.

The cabacas (pronounced kah-bah-sahs) is a 
gourd wrapped around with beads. When you 
turn the gourd from side to side, the beads 
slide on the surface, creating a shhhh-shhhh 
effect.

The caxixi (pronounced kah-she-s/te) is a 
small wicker basket with a handle on the top. 
It is filled with beads or seeds or seashells, 
and you shake it.

The reco-reco is a hollow bamboo tube with 
ridges on the top. You scrape the ridges with a 
piece of metal or wood.

The agogo (au-go-go) is two bells, one small, 
one a little larger, on a connecting apparatus 
that enables the player to squeeze them to
gether or to hit them separately. A hit yields 
cling; squeezing yields clack.

The ganza is a long metal tube with pellets 

inside. You can shake one at a time, or you 
can make units of two or three or more. They 
come in many sizes.

My African marimbas have 19 tones, are 
made of African wood, and played with mal
lets.

The cow horns are played by blowing. You 
can blow individual horns, or you can insert 
two or three end-to-end and play them that 
way.

An artist named Peter Engleheart has made 
me several instruments out of metal. One was 
my metal wheel of bells, a circular piece of 
metal with some 20 bells attached to the edge. 
You shake it or hit it.

He made me a metal woman-shaped instru
ment that 1 call "Josephina.” Everywhere you 
hit, there is a different kind of sound.

He also made me "The Fossil,” which is 
metal and shaped like a giant armadillo, with 
many tuned cymbals that make many musical 
scales.

Underwood: You include several songs of 
your own on I'm Fine. How Are You. Promises 
Of Die Sun. Identity. Virgin Land and other 
records. How do you go about composing a 
song?

Airto: Well. I don’t write the notes on the 
paper, although I can read percussion music a 
little bit. because 1 studied for three months 
with Moacir Santos when I came here in 
1968. He taught me some reading and he 
taught me how to have patience, which is very 
important. But when I compose a song. 1 have 
three different approaches.

Sometimes a melody comes to my mind. 1 
then think about bass lines and harmonies. 
From that little piece of melody, I develop a 
whole song. I put a bridge in it, an introduc
tion, an ending, and the song is done.

Another way is when 1 sit at the piano. I 
know a few chords, and 1 improvise. I turn the 
cassette tape on, and I improvise through the 
whole tape. I then go back, pick out little 
pieces here and there and put them all togeth
er. On one side of a tape, I sometimes have the 
material for maybe three songs!

The third approach is with the guitar. I pick 
up the guitar, sing for awhile, find something 
solid, then look for bass lines and chords. I do 
most of my work, in fact, composing on the 
guitar.

After I get the songs together, I find some
body to help me, usually a pianist. We sit 
down for a few hours. I sing, he finds different 
chords that work, sometimes mine, sometimes 
new ones that sound better. All in all, I play 
guitar, piano, percussion, acoustic bass and I 
sing.

Underwood: Your father played guitar, 
didn’t he?

Airto: Yes. he used to play the ten-string 
guitar. He would sit down with another guitar
ist, and they would trade "question-answer” 
phrases for hours and hours at a time, just 
singing to each other. He was only an ama
teur, but he was very, very good. For work, he 
built roads for a long time, opening forests for 
them, and then he learned how to become a 
barber so he could be home more of the time. 
I used to love to hear the sounds of the woods, 
so I would go with him to work many times. co
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MIKE MAINIERI

GOOD VIBES 
IINLIAUTED

BY BRET PRIMACK

ike Mainieri’s got rhythm. And for 
good reason. He grew up in a three room 
apartment with 14 vaudevillians—his im
mediate family. “It was like one constant jam 
session!” As a child, Mainieri’s speciality was 
tap dancing. He started digging jazz when his 
father and uncles took him to the Apollo, 
where he caught his childhood idol, Lionel 
Hampton. Hamp's rhythmic thing—playing 
vibes, drums and tap dancing—blew young 
Mainieri’s mind. That was it. He got his first 
vibes when he was 12. At the same time, he 
started jamming with Latin players, going 
down to Spanish Harlem and playing at social 
clubs and in basements. In a matter of months, 
he formed a trio, working local dances and 
weddings. The trio won a Paul Whiteman au
dition and appeared with “The King Of Jazz” 
on several television and radio shows. The re
sponse was so great Mainieri went on tour 
with Whiteman, at the ripe old age of 14.

1978 finds Mainieri fast approaching 40. 
He’s still into his rhythmic groove but now 
he’s playing electric vibes and the newly de
veloped Synthivibe. In between his first axe, a 
Deagan two and a half octave prewar model 
with cardboard resonators, and this new mon
ster of his own making, Mainieri’s been 
around. Besides working with Buddy Rich, 
he’s been a successful studio player, led sev
eral groups including a big band called White 
Elephant, and done a significant amount of 
writing, producing and arranging.

This interview took place at the New York 
office Mainieri shares with studio guitarist 
David Spinozza, whose debut solo album 
Mainieri co-produced. Curious about his ap
parent success in the music business, 1 asked 
Mainieri about his first gig in the jazz lime
light, with Mr. Traps himself, Buddy Rich.

♦ ♦ ♦ ♦ ♦

Primack: How did a 17-year-old kid from 
the Bronx suddenly join Buddy Rich?

Mainieri: That was like when you go to 
sleep at night when you're a kid and you 
drcam about, you fantasize about being dis
covered. Well, that’s what happened. I guess I 
dreamt about it enough so I created it. Buddy 
had a heart attack and he hadn't played for 
about a year. He was making a comeback and 
he did this one nighter at the Village Gate. 
Everybody was there asking, “Can he play? 
Will he die on the drums?” It was a big night. 1 
had a friend who was a friend of his, a drum
mer who followed him on the Dorsey band, 
Pete Voulo. Pete had been telling Buddy 
about me since I was a little kid. Buddy had 
said, “Oh, I don’t want any more vibe players; 
Terry Gibbs gave me a hard time so what do I 
need with a vibes player?”

So anyway, I brought my vibes down to the 
Gate because Voulo said, “Bring your vibes 

down and I'll get you to play." So 1 waited 
there, a little scrawny kid in a big zoot suit. 
Buddy got up. did the first set, and killed ev
erybody. Finally, on the third set. the place 
was still packed, he said. “Listen. 1 got this 
kid. . . He did a number on the audience. 
“This kid says he can play the vibes. He's from 
the Bronx and whataya say we give the kid a 
break?”

It was terrible, man, 1 went up there and I 
was shaking! I set up my vibes with everybody 
watching, including Buddy. The first tune he 
takes. I forget the name of it, it was like at

breakneck speed. Buddy said, “Okay, kid. you 
got it!" And he let me play about 40 choruses 
until my hands almost fell off. But he was al
ways impressed with chops and 1 had chops. 1 
could play fast and that knocked him out. Ev
erybody just stood up and they went nuts. 1 
played the rest of the set. then he got up and 
made an announcement, hired me on the spot. 
It was very, very exciting.

1 was just a teenager, a kid, 17. The week 
before I'd been playing the worst gig you 
could play, the China Door on 50th Street and 
Broadway. I was playing drums and vibes, 
with a sax player and a piano player who were 
terrible, and working the lights for the show at 
the same time. A week later 1 was playing with 
Buddy Rich at Birdland and doing an album 
with him too. Two weeks later, he fired the 
entire band and he said to me, “I want you to 
write all new charts and hire your own guys." 
It was the beginning of a beautiful relation
ship that lasted about six years. It was very ex
citing. With him. I got a chance to play with 
everybody. Everybody sat in. Philly Joe, El
vin, Erroll, Basie, all my idols.

Primack: And the man himself?
Mainieri: For me it was fun. Most guys that 

work with Buddy hate it; almost every guy you 
ask will badmouth him. 1 was kind of like his 
protege. I roomed with him and hung out with 
him. He took care of me all those years and 1 
took care of him. I was probably the son he al
ways wanted but never had. It was that kind of 
father-son relationship, from my point of view 
anyway.

Primack: After Buddy, you toured with 
your own band. Why did you stop?

Mainieri: I'd been on the road since I was 
14. Most guys were just getting into the road 
at that point in their careers, so for them, the 
road was a joy. But for me, it was “another ho
tel room, are you kidding?" I just got married 
so I said, “Let me do something else.”

I’d been writing a lot. I came back to New 
York and got involved with a fellow by the 
name of David Lucas, who was a singer-song
writer in the jingle business. At that time, rock 
and roll was just starting to happen and no
body could do a rock and roll commercial. 
Nobody wanted to. They thought it was a 
passing fad, something that would last six 
months and that was it. So Lucas and I got to
gether and started writing rock and roll com
mercials. The music kind of intrigued me and 
I wanted to learn more about it. So through 
writing commercials and investigating the mu
sic, 1 started meeting other players.

I met Jeremy Steig and 1 joined his band, 
the Satyrs. At that time, Larry Coryell had just 
come to town, Randy Brecker too. Joe Beck 
was also interested in the crossover. Beck and 
1 had a quartet and we started doing things at 
the Go Go. We started doing things with 
Frank Zappa who was upstairs at the Garrick 
Theatre. There was a lot of experimentation 
going on. So I got involved with this other mu
sic, which came to be known as fusion.

Primack: Let's backtrack. Did you do much 
studio work?

Mainieri: A tremendous amount. 1 was like 
the hot young vibe player in town. A lot of the 
establishment writers and producers and mu
sicians in town were Buddy Rich fans. So it 
was a big thing for them to get Mike Mainieri 
to play on a jingle date or a record date. I 
came into town and started playing percus
sion, which was an easy thing for me because 1 
had done that when 1 was a kid. I was doing a 
lot of studio dates but 1 got bugged with the 
studio situation. That is, when I'd go on a date
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and it wasn’t prepared properly; the arranger 
wasn’t together. They’d shove a leadsheet in 
front of you and the musicians wound up writ
ing the arrangement on the spot. I said, “Well 
screw this! 1 can arrange.”

That's when 1 got interested in writing and 
arranging and producing more than the actual 
playing on the dates. Not only that, when I did 
do a date, if somebody wrote me a part, it was 
confining. There are very few people who 
know how to write for vibraphone. So that’s 
when I started doing more producing and 
writing jingles, making some bucks. I figured 
if you’re going to spend a whole day in the 
studio and break your ass and make two or 
three hundred dollars, you can make two or 
three thousand producing the same thing with 
less effort, more fun and more of a musical 
challenge.

Primack: Do studio players ever get bored?
Mainieri: A certain apathy exists in the 

studio. You don’t know what you’re doing af
ter a while. Going from one date to another 
can make you crazy. 1 think it makes a lot of 
guys crazy in the studio. It almost drives the 
music out of them. They lose their identity as 
a player. It can do that to you because you 
have to imitate yourself. If you’re good, they 
want the last thing you’ve played.

A couple of weeks ago, I went to hear Steve 
Khan. The band was Don Grolnick, Steve 
Gadd, Will Lee and Khan. Now Steve Gadd 
took a solo and someone, a bigname artist I’m 
not going to mention, told a friend of mine, 
“Hey, 1 didn’t know Steve Gadd could play 
that good.” Here’s a guy who’s been using 

Jeremy was hooking up his flute electrically, 
playing through Echoplexes. I discovered at 
that time that the vibes had acoustical prob
lems. you couldn’t hear them. For me to play 
at the level I wanted, to play with these kind 
of musicians, you couldn’t be heard.

So 1 got involved in how to amplify the 
vibes. I kind of pioneered the thing with Dea- 
gan. Our first attempt was to put microphones 
in each resonator. I used that on an album I 
did called Journey Through An Electric Tube. 
You can’t buy it now, although you might find 
it at an A&P for 69c. But that was the first 
time I think anybody used fuzztones and wah 
wahs on the vibes. But the problem was that 
because it had a regular microphone in each 
resonator, not only would it project the sound 
of the vibes, but it would project the sound of 
all the other instruments around me. So out of 
my amp came the guitar and bass players. It 
really didn’t work that well but it did serve a 
purpose, it did amplify the vibes a little so I 
could kind of be heard. I got into learning 
about other pickups, magnetic pickups, we 
tried everything. In the past couple of months, 
Deagan’s come up with an electric vibe that’s 
really working. 1 used it on my last tour, but 
it’s not in production yet.

Primack: What is the Synthivibe?
Mainieri: It’s a vibe synthesizer. 1 de

veloped it with the help of Jeff Friedman who 
works for EMSA. They make synthesizers. In
stead of a keyboard, there are copper bars. It’s 
not acoustic. 1 can play with my fingers be
cause what triggers the note is the static elec
tricity from my body. I had mallets built for 

happening more.
Primack: Has the approach to the instru

ment changed at all over the years?
Mainieri: I’d like to hear vibe players, es

pecially young players, playing from a differ
ent point of view. Most of the young players 1 
hear come from the Burton school and they 
are so indoctrinated by his sound that they 
sound like carbon copies of Gary. Their 
mallet technique is the same as his. 1 get calls 
from people asking for help, not that they 
need a lot of help because Gary’s a marvelous 
player. They just need another point of view 
and they’ve heard through the grapevine that I 
play differently.

I first studied with a teacher who taught me 
this strange kind of technique I have. It’s a 
marimba technique. I hold the mallet between 
my pinkie and my ring fingers, as opposed to 
the conventional technique that almost every 
vibe player uses where they hold one mallet 
between the thumb and forefinger. I don’t feel 
that the Burton technique, the conventional 
method, is conducive to certain kinds of play
ing. Holding the mallets that way can hamper 
your playing in certain areas—playing 
rhythmically, for one. In the Burton tech
nique, 1 miss that heavy swinging, that dance
ability and feel. I think the younger players 
should get more into the rhythmic point of 
view. Listen to Milt. Bobby Hutcherson. I’d 
like to hear something new, a new approach.

Primack: Thus far, you’ve been lucky 
enough to work in a variety of con
texts.

Mainieri: You mention the word luck,

*7 want to do different kinds of things with the vibes. I want to synthesize the entire instru
ment. I’d like to play at the level Mahavishnu played at times. I think it’s been a problem of 
acoustics because the instrument is a dynamite instrument. Visually, it’s fantastic. And the 
sound is intriguing. So why isn’t it around more?”

Steve on his albums for three years and this is 
the first time he’d really heard Steve play. It’s 
amazing because he wants Steve to play the 
shit he heard him play on somebody else’s al
bum. You wind up imitating yourself.

Primack: How did you keep it together in 
your studio days?

Mainieri: The thing that kept my music, my 
inner music, alive was this rehearsal band that 
1 organized in the late '60s, White Elephant. 
It was an oasis for all the studio musicians. Af
ter playing all the bullshit during the day, 
they’d come to places I'd find and play charts 
I'd written, things with long vamps to stretch 
out. Guys like George Young and Frank Vi
cari and Michael Brecker and Randy Brecker 
and Ronnie Cuber and Jon Faddis and Steve 
Gadd, all these cats would come and we'd 
play for hours and hours, all night long. We 
did a double album. The record company. Just 
Sunshine, went out of business right after the 
album came out. We did some touring but it 
was just too cumbersome. All these great play
ers, amazing players and no record company 
behind us, no manager, nothing. It was just out 
of the joy of playing together. Guys were pay
ing for their own airfare to get to gigs.

Primack: Where did the band's breakup 
leave you?

Mainieri: It was a time for me just to reflect 
on what went down. I was kind of blown away 
by this whole thing. I moved from the farm 1 
had to Woodstock and slowly started phasing 
out of the jingle scene. During this period. I 
had been developing the electric vibe. 1 got 
interested in electronics through the Satyrs. 
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me that conduct the electricity from my body 
also, so 1 can play either with mallets or my 
fingers. I used it on the new album on a track 
called Magic Carpet. You can get some nice 
rhythmic shit happening that you can't do on 
an ordinary synthesizer. Right now it’s mono
phonic, you can only play one note at a time. 
But I got a guy working to make it polyphonic 
and now that they have my electric vibes, 
they'll also be polyphonic. In other words, I 
can play amplified and also hit a button and 
the vibes will produce a synthesized sound.

Primack: Why aren’t vibe players more vis
ible on the contemporary scene?

Mainieri: For one, the instrument is expen
sive. It’s hard for a parent to deal with having 
to come up with fifteen hundred dollars be
cause his kid shows an interest in an instru
ment that he might want to give up six months 
from now. As for the amplification problem, 
if Milt Jackson or Gary Burton were inter
ested in doing something about that, we would 
have had electric vibes years ago. Especially 
Burton . . . but Gary has geared his music to 
the acoustic levels of his instrument. I hear my 
shit differently.

1 want to do different kinds of things with 
the vibes. 1 want to synthesize the entire in
strument. I’d like to play at the level Maha
vishnu played at times. I think it’s been a 
problem of acoustics because the instrument 
is a dynamite instrument. Visually, it’s fan
tastic. And the sound is intriguing. So why 
isn’t it around more? It has all the physical 
thing, a magic, a certain charm, and the sound 
when you can hear it. I’m curious why it isn't 

which I don’t believe in. I believe that you 
create your own personal reality. I don’t care 
what kind of situation you come from. I think 
you really choose your situation. If you really 
imagine it strongly, if you really focus on what 
you want to do, if you imagine yourself as a 
player and go for it, it will happen. It’s like re
ally being spontaneous, allowing it to happen 
but really believing in it.

For me, there were so many traps I could 
have fallen into. But I saw the pitfalls of play
ing the same tunes over and over, in the same 
clubs with bad pianos with club owners who 
don't pay you. It wasn’t important for me to 
get a good writeup in down beat because 1 was 
purist. That doesn’t pay bills, that doesn't care 
for my other needs. To me, a lot of musicians 
really hold themselves back. They’re not will
ing to take on other responsibilities, such as 
business. As soon as you walk in a club you 
say, “I’m for sale. 1 play, you pay.” You're in 
business and you have to deal with that and 
how you deal with that affects your career and 
where you’re going and how you go and what 
style you want to create for yourself. So there’s 
a choice. There's always a choice. Every in
stant. So it’s not luck, it’s choice!

Primack: When did you first start getting 
your business chops together?

Mainieri: With Buddy. I was more than a 
sideman with him, so I witnessed the money 
exchange between Buddy and his managers, 
the business thing. 1 learned about publishing 
through him. He wound up publishing all my 
tunes. I learned the hard way. I guess 1 was 
very naive in the beginning. I knew nothing co
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CHICO 
HAMILTON

Pulsation 
Personified
BY HERB NOLAN
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"See, I have nothing to prove musically anymore, other than 
to constantly strive to play well. But young musicians can 
learn control from me—by controlling your energies you can 
control your sound."

f Ji'here’s a scene in Jazz On A Summer's Day, 
Phillip Halsman’s 20-year-old classic about 
the Newport Jazz Festival, where the camera 
fixes, unmoving on Chico Hamilton as he be
gins a drum solo. It's mallets on tom-toms as 
first the sound is barely audible. It lingers just 
below a hush; you want to lean into it, get 
closer to the screen. Then it begins to build 
with a hypnotic intensity, heightened by that 
rigid, unwavering camera shot confronting the 
drummer point blank as if to say it’s all you— 
not us—it's all your speed. Blurred hands and 
weaving melodic pulse shooting straight to the 
folks in their theater seats. There was a feeling 
that everyone was holding his breath, trans
fixed by that image until the solo peaked, fin
ished and the camera moved on to something 
else, leaving those electrifying moments for 
the mind’s memory banks.

Ever after two decades it is a scene that 
won’t fade, for it compresses into a few min
utes the reality of a percussionist and the 
drums, basic and direct—sophisticated in 
jazz, but still the primal communicator.

Hamilton has covered some distance since 
his unique band that combined cello, flute and 
guitar played that festival. But despite the dis
tance, in many ways he remains what he al
ways has been, a musically astute, melodic 
drummer, a precise swinging timekeeper with 
a shrewd eye for young new talent. The musi
cians who have come through Hamilton’s 
bands are impressive: Paul Horn, Buddy Col
lette, Ron Carter, Eric Dolphy, Charles 
Lloyd, Jim Hall, Gabor Szabo, Howard Rob
erts, Larry Coryell, Arnie Lawrence, Steve 
Turre, Alex Foster, Arthur Blythe. “Some dy
namite cats.” says the drummer easily with the 
Cheshire Cat’s lingering smile.

There’s one catch. The line from then until 
now is fragmented. Chico Hamilton stopped 
leading bands on a regular basis in 1966 (a 
lousy period for jazz, anyway) when he kissed 
California goodbye, went to New York City 
and moved into the jingle business. He’d al
ready been successful in film, scoring with The 
Sweet Smell Of Success and Roman Polanski's 
classic Repulsion.

Doing commercials was lucrative and fi
nancially successful for Hamilton. And Chico 
Hamilton Productions is still going strong, but 
the drummer says he’s not hustling the busi
ness as much as he used to. If, like Hamilton, 
you have been in bands or leading bands most 
of your life, the compulsion to get back out 
there keeps pushing.

A little more than four years ago, Hamilton 
hit the road with a new band that included Ar
nie Lawrence and Alex Foster. "1 want my 
identity back,” he’d said then. “It’s just that 
simple. I feel like I have a lot of playing years 
left in me. Besides, jazz could use some of the 
old pros who, if nothing else, can give guid
ance to young players; these young guys are 
the only thing that will perpetuate jazz. Hey, 
you know,” he said in his best "everything’s 
cool” voice, “jazz has been good to me and I 
want to give something back to it.”

Today at 57, financially secure and as mu
sically aware as ever, Hamilton is enthused 
about the future. “I'm playing again, man, this 
is what 1 want to do. I mean I’m back on the 
scene—strong! Hey, this is my stick, 1 am a 

player. I’ve been blessed in that there isn’t a 
week or a month that goes by that my phone 
doesn’t ring and some young dude wants to be 
in my band; they need things like my scene 
because there aren't that many places—not 
too many bands—where young musicians can 
get a chance to play the way they want to play. 
There’s a hell of a lot of other kinds of bands 
where they can get locked into just playing a 
part. But my thing is pretty loose, a guy has a 
chance to develop.” Hamilton chuckled. “I’m 
a timekeeper.”

Chico Hamilton, “the time keeper,” came 
up in the ’40s, playing in West Coast bands of 
all sorts as well as with Lionel Hampton and 
as Lena Horne’s long-time accompanist.

During the early ’40s, Hamilton credits 
himself with being the first drummer to play 
drums with no bottom head. “Young music
ians don’t know it—they could probably care 
less—but I was the first to use just one head. 
First, it was during the war and drum heads— 
calf heads—were hard to get and also it just 
made sense and 1 liked the sound.”

In the early ’50s he was the drummer in the 
original Gerry Mulligan quartet. Around 
1956, Hamilton put together the unique cello, 
flute, guitar unit and created a sound that he 
would be identified with for a long time, one 
that would spawn the term chamber jazz.

"The use of a multiple horn man (Paul 
Horn), a cello (Fred Katz) and guitar was dif
ferent at the time,” he recalled. "But if any
thing was unusual it was the sound of the 
guitar, because as far as orchestras are con
cerned, the cello is one of the oldest instru
ments known. What was important was get
ting the right combination of instruments, but 
even more important was getting the right 
combination of players.

“Fred Katz was an exceptional cellist, but 
besides that his roots were jazz; he was a jazz 
genius and he understood its feeling and 
rhythmic structure. It is still something differ
ent today to be an excellent cellist and still be 
fully entrenched in jazz.

“You know, it’s very common today to see 
groups with a saxophone, guitar and drums, 
but just for the record, I was the first dude to 
put that instrumentation together—just elim
inate the cello. If you remember, the few 
guitar players that worked in those days were 
in piano trios like the Nat King Cole trio.

“The trumpet and saxophone sound—I al
ways felt like, hey, that’s been done and there 
is nothing to improve on,” Hamilton said 
about his instrumentation. “When Bird and 
Dizzy did it, that was it, man, that was the sum 
total of that sound and that emotion. 1 realize 
that there were other saxophone and trumpet 
players that could have an equally groovy 
thing going, but it’s the sound that I am talking 
about. What more of a combination are you 
going to have than Miles and Trane?

"People will ask what have I got against 
piano players?” he added, addressing himself 
to the fact that he's never used a piano in his 
groups. “It’s just that all the pianists I’d like to 
play with have their own groups. So that just 
eliminated my ever having to bother with a 
piano.

“My music has grown out of the necessity, if 
nothing else, of having to do my own thing. 1 co
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RECORD 
REVIEWS

***** EXCELLENT I **** VERY GOOD I *★* GOOD / ** FAIR I * POOR

ANTHONY BRAXTON
THE COMPLETE BRAXTON 1971—Arista- 

Freedom Al- 1902: eight pieces titled with Braxton's 
an reproduceable schematics.

Personnel: Braxton, soprano sax, alto sax, clarinet, 
contrabass clarinet, flute; Chick Corea, piano (tracks 
I and 7); Kenny Wheeler, trumpet, fluegelhorn 
(tracks 2, 3, 5); Dave Holland, bass, cello (tracks 2, 
3, 5); Barry Altschul, drums, percussion, bells (tracks 
2, 3, 5); Geoffrey Adams, James Anderson, Michael 
Barnes, John Fletcher, E flat tuba (track 6); Paul 
Lawrence, C tuba (track 6).

★ ★ ★ ★ ★

The late '60s and early '70s were for An
thony Braxton a time of remarkable musical 
maturation. These years in Europe presented 
more opportunities for experimentation than 
he would know in America until the 
mid-1970s. During this time, Braxton proved 
himself to be a prolific composer.

1971 was a transition year for Anthony, 
who was then a member of the Circle quartet. 
While this LP does not include any perform
ances with Circle as a band, it does feature 
each group member individually and also in
cludes the Braxton quartet as it evolved after 
the breakup of Circle.

The two Corea/Braxton duets, both im
provisational, reveal an amazing exchange of 
musical ideas. Side one, cut one shows a gen
erally more melodic Corea bandying themes 
and riffs with Braxton on soprano sax. The 
duet on side four begins as a slow dirge-like 
ballad with Corea chording behind Braxton's 
soprano. It builds to a climactic conclusion 
with Corea first reaching inside the piano to 
strum the strings, then a furious exchange be
tween the two artists, and finally a return to 
the slow opening theme. It is an outstanding 
example of superior musicianship.

Three tunes feature a quartet comprised of 
Braxton, Altschul, Holland and Wheeler. The 
choice of musicians in this quartet is excel
lent. Altschul and Holland had by 1971 
played together for several years in Chick 
Corea’s trio. With the freedom allowed in 
these particular compositions, this familiarity 
is especially beneficial. Kenny Wheeler is a 
perfect choice to round out the quartet be
cause of his ability to follow Braxton in what
ever direction the composer wishes to lead. Of 
the quartet pieces, side three, cut one is the 
most conventional (walking bass, theme- 
solos-theme format). With Holland and Alt
schul providing a swinging foundation, the 
horns are free to stretch out on the solos.

The most stylistically innovative quartet 
composition is on side one. With Braxton 
armed with his usual arsenal (flute, contrabass 
clarinet, clarinet, alto sax), Holland helps set 
a mood with a slow bowed bass bottom aug
mented by Altschul's barrage of percussion in
struments. The piece is long and employs ex
tended silences and open spaces as a composi
tional tool. Although it features a quartet, the 
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piece is actually structured as a variety of 
solos, duets and trios. Especially effective 
duets feature Altschul with Braxton on con
trabass clarinet and with Holland's bowed 
bass solo.

Other compositions feature a solo piece for 
contrabass clarinet; a composition for five 
tubas; and a tune featuring Braxton on four so
prano saxes. Each transcends the novelty of 
its instrumentation to produce a valid musical 
statement. The sound is innovative and excit
ing. It is uniquely Braxton.

Since his return to the United States, An
thony Braxton has continued composing and 
performing to a much more appreciative audi
ence. It seems a pity however that The Com
plete Braxton 1971. which has long been avail
able as an import, has taken seven years to be 
released in America. —less

STAN GETZ_______________
STAN GETZ GOLD—Inner City IC 1040: Morn

ing Star; Lady Sings The Blues; Cancao Do Sol; Lush 
Life: Stan's Blues; Infant Eyes; Lester Left Town; 
Eiderdown: Blues For Dorte.

Personnel: Getz, tenor sax; Joanne Brackeen, 
acoustic, electric piano; Niels-Henning Orsted 
Pedersen, acoustic bass; Billy Hart, drums.

What makes the Getz approach work? To a 
large extent, it’s a combination of classical 
and romantic virtues hitched to a highly de
veloped dramatic sensibility.

As a classicist, Getz bases his music in the 
traditional aesthetic values of balance, shape 
and proportion. There is a strong archi
tectonic dimension at work.

As a romanticist, Getz sings with heart on 
sleeve. His lyrical sound, with overtones of 
vulnerability, reveals an ardent searcher in 
pursuit of truth and beauty. The quest is given 
heroic stature by Getz's herculean stamina 
and nimble maneuverings.

As a dramatist, Getz plots his solos along 
broad upswept trajectories. In each outing, 
gradually intensifying choruses build to a 
swirling climax. At the summit, accumulated 
tensions burst in a flood of cathartic waves.

Stan Getz Gold is a perfect distillation of the 
Getz approach. A two-disc set recorded last 
winter in Denmark, the album commemorates 
Getz’s fiftieth birthday and his return to 
Copenhagen's Jazzhaus Montmartre, the leg
endary club he helped found in the late '50s.

In addition to presenting his unique at
tributes as a player, the album also points up 
Getz’s extraordinary powers as a leader. His 
ability to consistently come up with outstand
ing supporting players is again demonstrated. 
The precise teamwork of Brackeen, Pedersen 
and Hart exemplifies esprit, vigor and taste. 
His choice of material is also impeccable. 
Equally impressive is Getz's ability to shape 
each performance’s overall design. The bal

ance between ensemble and solo passages is 
just right.

Highlights include the lovely Getz- 
Brackeen intro to Lush Life, Getz's straight
ahead swinging on Stan's Blues. Brackeen's 
sparkling right hand happenings in Lady Sings 
The Blues, Pedersen’s warm reflections on 
Morning Star and Hart's smart trade-offs with 
Getz in Lester Left Town.

The unique occasions surrounding the ses
sions obviously had an effect. There is a spe
cialjoy. a celebration of the rite of improvised 
music. This makes Stan Getz Gold a landmark 
in the career of one of today's most brilliant 
masters. Listen! —berg

BILL EVANS
ALONE (AGAIN)—Fantasy F-9542: The Touch 

Of Your Lips: In Your Own Sweet tLay; Make Someone 
Happy: What Kind Of Fool Am I: People.

Personnel: Evans, piano.
★ ★ ★

Alone (Again) is Bill Evans’ first solo album 
in several years, and it reveals much about 
how his artistry and perspective have evolved 
in the last decade. He has long possessed one 
of the most expansive and resourceful key
board techniques in all of jazz, and a near- 
awesome capacity for reflective monographs. 
It’s something in his touch, quite literally, that 
is so affecting: the way his fingers meet and 
press on the ivory, like fingers meeting flesh in 
a sensitive inquiry. Although Evans’ early 
work with Miles Davis and his own pace-set- 
ting trios acquired him a critical reputation as 
an ‘'intellectual'’ musician, there’s always 
been something deeply intuitive about his 
temperament, and something revelatory about 
his art. He plays like a man caught up in per
petual epiphany, almost a conduit for forces 
and emotions that pure intellect would be 
helpless to transcribe.

But to sustain such an acute level of sensi
bility over a generation of performing and re
cording is an extraordinary task, and Evans— 
always a meticulous structuralist—has grown 
more interested of late in the complexities of 
edifice than in the laurels of introspection. 
Alone (Again) is notable as a collection of ex
ercises in texture, symmetry and momentum, 
but it's wholly devoid of the ethereality and 
solicitude that exalted Peace Piece and Never 
Let Me Go to definitive pinnacles of solo im
provisation. Here The Touch Of Your Lips 
opens with a lyrical, sparse phrase, then flow
ers into an exhaustive display of contrary mo
tions, with the right hand playing in bluesy 
ragtime syncopation over the left hand's 
modal framework. It’s a deft juxtaposition of 
the whimsical and the wistful, and it flows 
with a propulsive continuity. In Make Some
one Happy and In Your Own Sweet Way, Evans 
weaves complex and dense arpeggios around 
the melodic line, so that the theme and its at
tendant motifs are revealed in passing shad
ows and allusions. The result is as effusive and 
skillful as some of Tatum’s most ambitious 
pursuits, although less vividly melodic in 
effect.

But it’s in the album's longest exercise, a 
13-minute reading of People (you know— 
"people who need people”) that Evans’ sensi
bility most resoundingly fails him. He states 
the cloyingly simple theme over and over and 
all too faithfully, altering only an occasional 
chord configuration or dynamic shading while 
an incessant stream of ostinatos ripple under
neath. The piece never really unfolds or con
geals, never creates either a compelling fabric
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or mood. It just persists.
Nevertheless, Bill Evans is still one of the 

most magnetic pianists around, if for no other 
reason than to see how he resolves his archi
tectural proclivities with his meditative dis
position. In the meantime. Alone (Again) is 
impressive for its dexterous constructions. But 
like the best devices of artifice, it reveals little 
about the burden—or secret joy—of its 
maker. —gilmore

SONNY ROLLINS__________
EASY LIVING—Milestone M-9080: Isn't She 

Lovely; Down The Line; My One And Only Love: Ar- 
roz Con Polio; Easy Living: Hear What I'm Saying.

Personnel: Rollins, soprano and tenor saxes; 
George Duke, keyboards; Charles Icarus Johnson, 
guitar; Paul Jackson, electric bass; Tony Williams, 
drums; Byron Miller, bass (track 1); Bill Summers, 
congas (track 5).

* * * i/2

Sonny Rollins’ metier seems to be to inter
pret current jazz styles. He has built a career 
on his ability to make each new style his own. 
Here he seems as comfortable with Stevie 
Wonder's Isn't She Lovely as he once did with 
Oleo or Alfie. Rollins' present approach is 
more playful and less intense than past ones. 
He plays fewer notes now, but they still speak. 
Most significant, his musical language has be
come more expressive. On this album, his tone 
runs the gamut from gritty to pretty. His in
flections tell of both the lounge and the loft. 
Part of the heightened expression in Rollins' 
playing is due to his newly acquired soprano 
saxophone, which he uses on two cuts. He 
sounds as natural on it as Sidney Bechet. Alto
gether, Rollins projects a strong individual 
voice, even when the living is easy.

Unfortunately, with the exception of the 
ever-resourccful Tony Williams, none of the 
sidemen here has Rollins' flair. The bass lines 
are boring and predictable. The guitar solos 
sound halting and stuttering next to Rollins' 
eloquence. It is interesting to hear George 
Duke away from all the wizardry of contem
porary keyboards. He plays with competence 
but without excitement. His solos are clear 
but perfunctory.

Gratefully, there arc no horns or strings in 
the background. But the guitar is so under
mixed that it is barely audible. Even during 
Johnson's solos, the guitar has been mixed 
way down, although it was obviously recorded 
at a high volume. The arrangements are pretty 
straightforward. They include a good sax
drums duet in Down The Line, an exquisite 
rendering on soprano sax of My One And Only 
Live and a fine free-form solo intro to Easy 
Living from Rollins.

Easy Living is easy listening, but Rollins 
gives it his own personality, and this gives the 
music a richness and color it would otherwise 
lack. —elark

JAY McSHANN
THE LAST OF THE BLUE DEVILS—Atlantic 

SD 8800: Confessin' The Blues; 'Tain't Nobody's Biz- 
ness If I Do: Hootie Blues: Blue Devil Jump: My Chile; 
Jumpin' At The Woodside: Just For You; Hot Biscuits; 
'Fore Day Rider; Kansas City.

Personnel: McShann, piano, vocals: Buddy Tate, 
Paul Quinichette, tenor saxes; Joe Newman, trumpet; 
John Scofield, electric guitar; Milt Hinton, acoustic 
bass; Jackie Williams, drums.

For too long. Jay McShann was a footnote 
in the history of bop. (He was the Kansas City 
pianist-bandleader who brought Charlie Par
ker to New York back in 1942.) Fortunately, 
that footnote has recently expanded due to a 

string of successful European tours, and 
several outstanding stints at Michael’s Pub in 
New York. With the release of The Last Of 
The Blue Devils, it looks as if McShann will fi
nally have a chance to bask in the national
international spotlight.

Now in his mid-60s, McShann has been 
paying dues for decades. His one previous 
shot at the big time was with the band featur
ing Parker. That went awry, however, because 
Decca wanted McShann to focus on blues in
stead of swing. When he was drafted in 1944, 
the band folded. Following his discharge, 
McShann settled in Los Angeles where he and 
Art Tatum became close friends. Then, in the 
late 1950s. Jay returned to Kansas City. Since 
that time. Kansas City has been McShann’s 
base of operations.

Today. McShann works with small groups 
which provide ample space for his earthy sing
ing and impeccable pianistics. As a vocalist, 
his worldly wisdom is often filtered through a 
closed-mouth. In spite of a garbled word or 
two, his veiled lyrics create an engaging am
biguity that invites participation. As a pianist, 
McShann inflects his midwestern blues with 
rhythmic finesse and technical polish.

For this album, McShann is joined by 
veteran hornmen Joe Newman, Buddy Tate 
and Paul Quinichette. In the rhythm section 
are strongmen Milt Hinton and Jackie Wil
liams. Also on board is young guitar flash 
John Scofield. It’s a compatible group that 
solos, riffs and backs with vigor and taste. The 
end result is music that simmers, bubbles and 
boils.

Among the highpoints are Jay’s sage dec
laration, 'Taint Nobody's Bizness If / Do. the 
pianist's crisp inventive lines for Blue Devil 
Jump. Tate's robust tenoringon Confessin' The 
Blues, Newman’s muted trumpet tricks while 
Jumpin' At The Woodside and Scofield's swing
ing string work on Hootie Blues. The tour de 
force, however, is McShann’s solo piano per
formance of the sensitive Just For You.

In addition to this fine album, McShann’s 
reputation should be further strengthened by 
his prominent role in a soon-to-be-released 
documentary film about the Kansas City jazz 
scene, also called The Last Of The Blue Devils.

—berg

DAVE GRUSIN
ONE OF A KIND—Polydor I 61 18: Montage: 

Playera; Modaji; The Heart Is A Lonely Hunter: Cata
ven to.

Personnel: Grusin. Fender Rhodes, acoustic piano. 
niini-Moog, Oberheim-polyphonic synthesizer, per
cussion; Grover Washington, soprano sax (tracks 2 
and 3); Steve Gadd. drums; Ralph MacDonald, per
cussion; Ron Carter, bass (track 4); Francisco Cento, 
electric bass; Anthony Jackson, electric bass (track 
1); Dave Valentin, flute (tracks 1 and 5); Larry 
Rosen, triangle (track 1); Don Elliott, tnellophone. 
background vocals (track 3); Paul Gershman, Noel 
Pointer, Regis landiorio, Lewis Eley, Seymour 
Barab, Marvin Morgenstern. Ralph Oxman. Ray
mond Kunicki, Max Hollander. Peter Dimitriades, 
Theodore Israel. Richard Maximoff, Paul Winter, 
David Davis, strings.

* ★ 1/2

As a conductor, arranger, composer and 
producer. Grusin may be as unique a voice in 
Hollywood (just like Quincy Jones testifies in 
his back cover note). But on his first album as 
a featured player. Dave sounds indistinguish
able from a dozen other guys. His hands are 
undeniably adapt at mixing the many knobs at 
his command (or are those real strings on 
Heart, described as a duet'.’). But when Grusin 
gives himself blowing space he gets either 
semi-classically florid or goes for a simple ef-
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feet that must seem profound amid the overly 
ornate charts. Having more faith in his or
chestration than his improvisation, Grusin is 
unlike most jazz keyboard players. He’s a 
popman, not a jazzman.

The precision of his arrangements also al
lows little freedom to the jazz elements. His 
charming melody Modaji is played by Grover 
with pauses for the strings to swell; Carter’s 
solo to Washington's obbligato on the Latin 
standard Playera barely survives the Panavi
sion score surging about it. Most of the music 
here suggests widescreen or TV-set accom
paniment. Montage, with many changes that 
add up to little, could with judicious editing 
supply the backdrop for an entire made-for- 
TV film.

Catavento, composed by Milton Nascimen
to. is more in the standard jazz combo format; 
light and tasty, it’s a nice appetizer but no 
after-dinner cigar in an album of little lasting 
interest or substance. The percussionists de
serve credit for bringing what pepper there is 
to a session nearly void of spontaneity.

Perhaps the best way to prove that Grusin is 
really one of a kind would be to mount a 
tour—one that features him solo and in an 
acoustic piano duet with Bob James. —mandel

SEA LEVEL
CATS ON THE COAST—Capricorn CPN 0198: 

That's Your Secret: It Hurts To Want It So Bad; Storm 
Warning; Had To Fall; Midnight Pass; Every Little 
Thing; Cats On The Coast: Song For Amy.

Personnel: Randall Bramblett, acoustic piano, 
organ, soprano and alto sax, percussion, lead and 
background vocals; Davis Causey, electric guitar and 
background vocals; Jai Johanny Johanson, congas; 
Chuck Leavell. organ, percussion, electric and acou
stic piano, synthesizer, Clavinet, lead and back
ground vocals; Jimmy Nalls, electric and acoustic 
guitars, background vocals; George Weaver, drums; 
Lamar Williams, electric bass; Harrison Calloway, 
trumpet; Ronnie Eades, baritone sax; Harvey Thomp
son, sax; Dennis Good, trombone; Sidney Sharp, Wil
liam Kurasch, Richard Dickies, Jesse Ehrlich, strings 
(track 8 only).

★ ★ ★ ★

With the addition of session guitarist Davis 
Causey and multi-instrumentalist Randall 
Bramblett, Sea Level has solved many of its 
formative problems. In the past, the original 
guitar-piano-bass-drums setup allowed for a 
paucity of individual musical opportunities, 
both in the improvisatory and the fill realm. 
Henceforth, the original recording suffered 
from periodic skeletal defects.

Here, however, the new blood quickly as
serts that Bramblett. perhaps as fine a soprano 
sax player as can be found in the rock idiom, 
sounds like Jan Garbarek as he essays the 
eerie introductory notes of both Midnight Pass 
and Cats On The Coast. He simply does not 
blow for blowing’s sake; each note is carefully 
plotted and measured, yet tendered with the 
same free spirit that has always marked Ran
dall’s playing.

Davis Causey is a perfect complement to 
Jimmy Nalls, the other guitarist. What Nalls 
offers in emotive intensity and rhythmic pro
pulsion, Causey sports in rich, tuneful textur
ings. His ride on Storm Warning bears this out.

Chuck Leavell, an exceptionally dexterous 
keyboard player, has also improved. Ranging 
from the Weather Reportisms of Midnight 
Pass to the chamber-like Song For Amy, 
Chuck is the epitome of both range and taste. 
He's even improving as a vocalist; his bouncy 
lead on the lovingly raunchy It Hurts To Want 
It So Bad reveals an underrated singer capable 
of rocking out. Bramblett, long known for his 
vocal abilities, opens up too.
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Rogers Drums, CBS Musical Instruments, 1300 East Valencia Drive, Fullerton, California 92631

instruments give me 
flexibility to create the exact 
sound I’m looking for. In 
addition, Weather Report 
supplements my set-up 
sounds with synthesized 
special effects and bass 
special effects to add even 
more percussive texture to 
the music we play. It’s 
important to remember, 
however, that you have to 
select from this wide scope 
of percussive sounds with a

Alex Acuna, world-famous percussionist/ 
drummer, has earned an amazing breadth of 
musical credentials. In addition to his 
important role with Weather Report, he has 
played with noted musicians representing 
nearly every part of the music 
spectrum...ranging from Pablo Casals, Perez 
Prado and Sergio Mendes to Elvis Presley 
and Diana Ross.

fOGERS
THE SOUND THE PROS DEPEND ON

ALEX ACUNA
ON CREATIVE DRUM 
TECHNIQUES 
AND ROGERS.
“The word creativity means 
different things to different 
drummers. For me it all 
starts with the set-up...the 
variety of instruments 1 use. 
With Weather Report I often 
play bongos, Paiste cup 
chimes, cymbals and 
gongs...in addition to four 
mounted toms, floor toms, 
timbales, timpani, congas, 
snare and bass.

All of these



special kind of discipline...so 
that each instrument blends 
into the total musical fabric.

With the wide variety of 
drums, cymbals and other 
percussion instruments that 1 
use, the exact positioning of 
each instrument becomes 
critical. That’s one reason I 
use Rogers. The MemriLoc 
hardware lets me set up in 
the identical way for each 
performance...quickly and 
accurately! On the dual tom 
there is a Memri-dial that 
helps me fix the three- 
dimensional position of each 
drum and a key-lock 
principle that sets the precise 
height!

Another aspect of 
creativity involves the 
mixture of different types of 
percussive sounds in 
unusual musical forms. One 
type of unusual percussive 
form, for instance, involves 
the use of poly-rhythms (that 
is, the use of “independence 
techniques”). In this style, 
each of three or more 
rhythms is equally important 
and must be heard clearly. 
Since each rhythm must 
have an equal voice, each 
individual drum must cut 
through crisp and clear in 
order to sustain the integrity 
of the musical idea.

Sound character and 
tuning, therefore, become 
really critical and that’s 
another reason I use Rogers. 
Each drum can be 
accurately tuned without 
taking a long time to do 
it...and Rogers has the 
precise sound that reflects 
the quality materials used in 
their construction.

I know this may sound 
like a commercial for 
Rogers, but I really do find 
that their equipment works 
best for me. I think that good 
equipment is essential for 
drummers who are 
interested in exploring 
creative new sounds. In that 
way, the musical concepts 
you have in your head can be 
recreated in the music you 
play. And you can mix this 
sense of creativity with 
musical consistency for a 
professional performance 
every time!

FOR THE
PERCUSSIONIST/ 

/ DRUMMER, 
CREATIVITY 
BEGINS WITH 
THE SET-UP”.

> -ALEX ACUNA
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George Weaver is the third new member of 
Sea Level. A former drummer for such soul- 
sters as Tyrone Davis and Otis Redding. 
George, with a bit more work in this hybrid 
fusion idiom, will develop the rhythmic col
orations to become part of the beat, not just 
play on top of it. He’s an adaptable trapper 
who, on his first adventure into impro-rock, 
already shows considerable potential. —shaw

VARIOUS ARTISTS
THE BOP SESSION—Sonet SNTF 692: Blue n 

Boogie: Confirmation: Groovin' High: Lover Man; All 
The Things You Are: Lady Bird.

Personnel: Dizzy Gillespie, trumpet; Sonny Stitt, 
alto and tenor sax; Hank Jones (tracks 2, 3. 4, 6), 
John Lewis (tracks I, 5), piano; Percy Heath, bass- 
Max Roach, drums.

There are no real surprises here—a familiar 
bebop repertoire revisited by old friends. Few 
surprises, but then few disappointments too. If 
the passion and heat of something new is miss
ing, there is in its place the assurance and con
fidence of something mature.

Stitt is in his native element. If his solo on 
Blue ’n Boogie is getting to sound like some
thing of a set routine (compare this one to 
Giants Of Jazz, Atlantic SD 2-905. or Newport 
In New York. Cobblestone 9026), it is at least 
a very good routine with its ability to inflame 
intact.

Gillespie roams across a broad musical 
field, ranging from funk to Latin these days. 
So it's always comforting to find him still the 
master of the music he helped create. Even 
though his articulation may be slightly less fo
cused than in days past, he is certainly a long 
way from the point where he has to start pull
ing in his wings.

Hank Jones is an appropriate choice on 
piano. But it’s especially rewarding to sample 
John Lewis in his first bop front line since the 
pre-MJQ days. His notes dot a chorus like 
stars in the night sky. He is Count Basie’s 
counterpart this side of the bop revolution. 
Heath and Roach make the motor purr like an 
aristocratic old Rolls Royce. Max’s breaks on 
All The Things are pure musicianship.

— medonough

DOUG RILEY
DREAMS—PM Records PMR-007: In My Life; 

Chunga’s Revenge; Earth; Blue Dream; Dreams.
Personnel: Riley, acoustic and electric pianos; 

Michael Stuart, tenor and soprano saxes; Don 
Thompson, acoustic bass; Claude Ranger, drums.

Coda magazine has been the one consistent 
and solid source of news about the Canadian 
jazz scene. Now, Coda's words are being sup
plemented by the actual sounds of Canadian 
jazz, thanks to Gene Perla's PM Records. Of 
the new wave of young Canadians presented 
by Perla, none is more impressive than key
boardist Doug Riley.

Born in Toronto on April 12, 1945, Riley 
started piano lessons at three. At 13 he com
menced studies with classical pianist Paul de 
Marky, Oscar Peterson’s teacher. He then 
graduated from the Royal Conservatory Of 
Music with a degree in 12-tone composition. 
Today. Riley is an active studio musician and 
composer of scores for films, ballets and com
mercials. He is also an excellent jazz pianist.

Riley’s playing reflects the varied influ
ences of Waller. Tatum, Powell, Evans, Han
cock and Corea. His improvisations arc emo
tionally moving, structurally complex and 
technically sophisticated. Riley's format for 

the group balances taut ensembles and open- 
ended improvisations.

Riley’s In My Life opens with a flowing line 
strung over a brisk bossa. goes to a funky rock 
groove, and concludes with a slightly altered 
restatement of the opening. Here the main 
energy derives from the pianist’s Hights be
tween ethereality and earthiness. The brief 
glance at Zappa's Chunga’s Revenge is a win
dow on Ranger's exuberant drumming. Riley's 
Earth features an angular figure doubled by 
piano and soprano which returns to separate 
charged solos by soprano, electric piano and 
drums. Blue Dream provides Riley a solo turn 
on acoustic piano and a dip into the bags of 
Waller. Tatum and gospel blues.

The second side is given over to Don 
Thompson's Dreams. Actually the collective 
dream of all four players, the free-floating 
form possesses a bell-shaped structure based 
on gradually ascending and descending arcs of 
energy. At its peak. Stuart's Trane-influenced 
tenor swirls with Riley's Taylor-inflected flur
ries. The sound storm is preceded by Riley’s 
meditative explorations and followed by 
Thompson’s thoughtful reflections. After the 
bassist, there is a brief collective surge. In 
sum, the success of their voyage through the 
perilous waters of extended spontaneous com
position is one more indication of the depth of 
their musicianship. —berg

BOB JAMES_______________
HEADS—Columbia JC 34896: Heads; We're All 

Alone; I’m In You; You Are So Beautiful: One Diving 
Night.

Personnel: James, electric and acoustic piano, syn
thesizer, harpsichord; Richard Tee, keyboards; Andy 
Newmark, Alan Schwartzberg, Steve Gadd, drums; 
Ralph MacDonald, percussion; Gary King. Will Lee, 
Alphonso Johnson, bass; Eric Gale, Steve Khan, Jeff 
Layton, Jeff Mironov, guitars; Mike Mainieri, vibes; 
Gloria Agostini, harp; David Nadien, Paul Gersh- 
man, John Pintaville, Max Ellen, Max Raimondi, 
Max Pollikoff, Harry Kohon. Diana Halprin, Harry 
Cykman, Marvin Morgenstern, Barry Finclair, 
violins; Al Brown, Manny Vardi, Lamar Alsop, 
violas; Charles McCracken, Alan Shulman. Jonathan 
Abramowitz, strings; Randy Brecker. Marvin Stamm. 
Jon Faddis, John Frosk, Lew Soloff, trumpets; Peter 
Gordon, Jim Buffington, Brooks Tillotson, french 
horns; David Taylor, Wayne Andre, Tom Mitchell, 
trombones; Phil Bodner, bass clarinet, alto flute, 
oboe, alto sax; Mike Brecker, tenor and soprano sax; 
Gerry Nicwood, alto sax, tenorsax, alto flute; George 
Marge, english horn, flute, baritone sax. oboe, so- 
pranino recorder; Eddie Daniels, tenor sax, clarinet, 
flute; David Sanborn, alto sax.

The large roster on this date must have kept 
the accounting department of the New York 
City Musician's Union busy for days on end. 
Indeed, the effect is not unlike a Hollywood 
extravaganza: mobs of extras, done for a gran
diose impression.

The material chosen here is really not that 
lacklustre. Purists may wince at bubble gum's 
own Pete Frampton having a composition on 
a “jazz” record, but transmitted over a section 
of brass and strings, I’m In You sounds like a 
perfect marching band song; there’s no deny
ing the moving chorus and melody line, of a 
structure amenable to counterpoint embel
lishment. The horn army here has a certain 
charm; it comes off.

Not so the other ditties, however. Boz Scaggs’ 
We're AU Alone, rendered evocatively by the 
composer on his Silk Degrees LP. is, believe it 
or not, underproduced here. Snippets of funk 
are James' answer to Boz’s building lines. If 
ever there was a chance for the AFM army to 
contribute something peaceful and construc
tive, this was the opportunity.
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Other material is similarly dispensable. De
spite a blue-noted Grover Washington ride on 
You Are So Beautiful, the stagnating, dull lack 
of melodic profile in the original composition 
proves too much of an obstacle. At the same 
time, .lames’ two pieces. Heads and Night 
Crawler, both get the patented treatment — 
funk bass over tiresome keyboard vamps. 
Yawn. —shaw

Dexter Wansel. He's the first. 
But there'll be fol lowers.

BLUE MITCHELL
AFRICAN VIOLET—ABC AS9328: Mississippi 

Jump: Ojos De Rojo; Sand Castles; African Violet; 4s; 
Square Business; Forget.

Personnel: Mitchell, trumpet, fluegelhorn; Sonny 
Burke, electric piano, acoustic piano; Lee Ritenour, 
electric guitar, acoustic guitar; Scott Edwards, bass, 
electric bass (tracks 1. 2. 3, 4, 6); James Gadson, 
drums (tracks 1. 2, 3, 4, 6); Herman Riley, tenor sax 
(tracks I and 4); Harold Land, tenor sax (tracks 2. 3. 
5, 6, 7); Paulinho da Costa, conga drums (tracks 1,2, 
4, 6); Eddie 'Bongo' Brown, conga drums, percussion 
(tracks 3. 5. 7); McKinley Jackson, synthesizer 
(tracks 2, 4, 7); Michael Boddicker, synthesizer 
(tracks 3, 5. 6); Chuck Domanico, electric bass, 
acoustic bass (tracks 5 and 7); Harold Mason, drums 
(tracks 5 and 7); Bob Zimmitti, percussion, marimba 
(tracks 5 and 7); Maxine Willard. Julia Tillman. Lu
ther Waters. Oren Waters, vocals (tracks 3 and 5); Sid 
Sharp Strings, strings (tracks 3 and 7).

In recent years, the term "crossover'' as ap
plied to jazz/rock has become passé. The re
lease of jazz material on major labels and the 
subsequent massive promotion and increased 
sales have bolstered jazz to the prominent 
position of “marketable merchandise.” Most 
jazz/rock is now produced with this new audi
ence in mind and therefore really has nowhere 
to “crossover" to.

But Blue Mitchell has been a leader in 
jazz/rock since his days with John Mayall, 
when his music did still have to crossover into 
a pop market. All these years of experiment
ing seems to have left Mitchell with the for
mula for a commercially successful record. 
African Violet, Mitchell's first for ABC, blows 
hot and cold, but never really attains either 
extreme.

About the hottest the LP gets is on Ojos De 
Rojo and Stevie Wonder's composition, As. 
The former is a Spanish-flavored post-bop 
tune, complete with a syncopated head and a 
steamy tenor solo by Harold Land. The Won
der tune is propelled by a funky rhythm sec
tion that features Chuck Domanico on elec
tric bass and some tasteful guitar by Lee Rite
nour. Other than a few Mitchell solos 
throughout and a gritty r&b tenor solo by Her
man Riley on Mississippi Jump, the rest of the 
album is fairly uninspired.

Yet the disc manages to skirt the border at 
becoming totally innocuous. It never cools 
down to the level of being offensive, with the 
possible exception of Sand Castles, which suf
fers from the overproduction that today so 
often accompanies slow melodic pieces. With 
Mitchell on fluegelhorn mixed over a rock 
beat complete with strings, vocals and synthe
sizer, the tune offers no surprises.

By staying within the range of “safe” tunes, 
Mitchell has increased his chances of com
mercial success. Unfortunately, he has also 
decreased his chances of producing any ad
venturous music. —less

Ever since he helped style the Philadelphia Sound, his 
innovations in music have been widely copied. But no one 

goes so far, so boldly, as he does.
Dexter Wansel. "Voyager." On Philadelphia 

International Records and Tapes.
Hl 1978 CBS INC

STEVE KHAN______________
TIGHTROPE—Tappan Zee/Columbia JC 34857: 

Some Punk Funk; Dartin' Dartin' Baby (Sweet Tender 
Love); Tightrope (For Folon); The Big Ones; Star 
Chamber: Soft Summer Breeze; Where Shadows Meet.

Personnel: Khan, acoustic and electric 12-string 
guitars; Jeff Mironov, guitar; David Spinozza. guitar

DISTRIBUTED BY CBS RECORDS
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(tracks 3, 7); Don Grolnick, piano. Fender Rhodes, 
Clavinet, organ. Bob Janies, synthesizer. Fender 
Rhodes; Will Lee. bass; Steve Gadd. drums; Ralph 
MacDonald, percussion: Mike Brecker, tenor sax; 
Dave Sanborn, alto sax: Randy Brecker, trumpet.

Guitarist Steve Khan's Tightrope is a 
paradigm of finely polished "progressive" 
soft-funk, and in spite of Khan’s arranging and 
composing credits, it varies little in texture or 
form from most of the work of producer Bob 
James. Every turn of arrangement and shift in 
rhythm has been meticulously plotted, and dy
namic contrasts—the sting of a cymbal or the 
punch of the bass—have been clipped at the 
edges, so as to form a downy fabric over which 
soloists can improvise in an urbane voice. In 
other words, this is overdub jazz, the product 
of a studio-induced fondness for precision and 
artifice. Which is not to say that it’s devoid of 
substance or personality, just that it’s madden
ingly consumed by its own pursuit of (lawless 
structure.

Khan, though, fares belter at making the 
construction reflect his style than most of 
James' proteges. Although his attack-phras
ing on guitar has been shaved into a smooth, 
biteless envelope of sound, his strong gift of 
melody and sense of blues terminology 
emerge unscathed here. On Dari in' Dartin' 
Baby. with its r&b shadings and Steve Gadd's 
typically inventive drum patterns, Khan plays 
a crowningly pretty, curling lead line, while 
on the misnamed Some Punk Funk, he weaves 
adroitly and expansively over a nice, winding 
funk ostinato.

But Tightrope's best tracks are those featur
ing the concordant horn front of David San
born and Randy and Michael Brecker (Khan 
played in the Brecker Bros, band), particular

ly the title cut. where Khan spirals sinuously 
over succinct horn gusts. Sanborn manages the 
album's most soulful moment in The Big Ones 
on alto, then follows it on Star Chamber with a 
lovely soprano passage, always his most ex
pressive voice.

In the end. Tightrope is affable and assimil
able, a fine bounty for gatherings where dim 
lights and mellow moods are the rule, and a 
welcome boon to stereo showrooms. If it 
doesn't seem to add very much, neither docs it 
detract that much: Bob James' production is 
typically fastidious and confining, and proba- - 
bly the state-of-the-art in somnolent, charted 
funk. He has refined a stoical style where 
technique and personality are subordinated 
into a homogenous whole, and we have little 
reason to believe it will subside. It is probably 
the future of the idiom. —gilmore

CHICO FREEMAN__________
CHICO—India Navigation IN-1031: Moments— 

A. Generation. B. Regeneration; And All The World 
Moved; Merger.

Personnel: Freeman, tenor sax, flute, bass clarinet; 
Muhal Richard Abrams, piano; Steve McCall, drums; 
Tito Sampa, percussion.

★ ★ ★ *

Chico Freeman is part of a growing com
munity of Chicago musicians associated with 
the city's special phenomenon, the Associa
tion For The Advancement Of Creative Musi
cians. Various AACMers have been emigrat
ing to New York City, where their presence 
has had a significant impact on that city's 
musical environment as of late.

With this, his first album, Freeman offers a 

broad and accessible view of his music and 
musicianship. Although still in his 20s, Free
man's roots run deep, drifting down to r&b 
and more traditional jazz forms, then winding 
back up through the freer, more experimental 
influences of the AACM.

What comes across quickly in the saxo
phonist's playing is his considerable musical 
knowledge. He can shift easily and with 
studied skill from free outside energy playing 
to hard straightahead swinging. He under
stands that freedom in music is based upon 
learning.

Side one of Chico is simply—or not so 
simply—Freeman's tenor, flute or bass clari
net. accompanied by Cecil McBee's authorita
tive bass. It's an insistent duo collaboration 
with Freeman beginning the two part Mo
ments with a blues in a light, almost wispy, 
tenor. It is a shifting piece that at times swings 
tirelessly, then alters momentum and explores 
space and subtle harmonics. McBee is one of 
the finest bassists playing today and his con
siderable skill is showcased beautifully here. 
And All The World Moved brings together 
McGee's bowed bass, with Freeman's Hute 
and later the bass clarinet. It is a brooding 
piece in minor keys that is dark yet compel
ling.

Merger, which covers all of side two, was 
written by Freeman and recorded at a live 
concert. The group is essentially an AACM 
unit with founder Muhal Richard Abrams on 
piano, drummer McCall and percussionist 
Sampa. It is a very compact piece that frames 
a series of solos, yet moves so logically and 
with such dynamic power that it seems shorter 
than its 16 plus minute length. The piece 
builds to a natural climax, with Chico Free-
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man blowing a fierce a cappella tenor that 
honks and squeaks like a mix of Roscoe Mit
chell and Sonny Rollins.

Although the live recording suffers a bit in 
balance, the total effect remains exhilarating.

—nolan

CHARLES TYLER
CHARLES TYLER LIVE IN EUROPE—AK-BA 

1010: Fall's Mystery; Folly; Voyage From Jericho.
Personnel: Tyler, alto and baritone saxes; Ronnie 

Boykins, acoustic bass; Melvin Smith, guitar; Steve 
Reid, drums.

★ ★ ★ ★

The work of the Charles Tyler Ensemble 
provides a good illustration of the virtues and 
limitations of the music that is sometimes 
called free jazz, loft jazz or, in the argot of a 
previous decade, the new thing. The basic ap
proach involves discarding repetitive main
stream forms that specify regularly articulated 
melodic, harmonic and rhythmic markers. In 
place of these roadsigns, the improvisers plug 
into streams of energy spontaneously gener
ated by members of the group.

In practice, though, the new music is usual
ly some combination of free and mainstream 
elements. With Tyler, for example, the im
provisations flow over steady, supple rhythms 
provided by bassist Ronnie Boykins and 
drummer Steve Reid. Also, each track has a 
composed line. The melody for Fall's Mystery 
is doubled by alto and guitar; that for Voyage 
From Jericho is tripled by bari, guitar and bass.

Moreover, the melody provides material to 
be elaborated upon during the course of the 
improvisation. This, of course, is a device as 
ancient as music itself. In Fall’s Mystery. Tyler 
builds one of his most effective forays from 
variations on the opening theme.

The most significant factor delineating free 
from mainstream is the elimination of a set se
quence of harmonic changes. In Fall's 
Mystery. Folly and Voyage From Jericho, the 
individual players are free to explore the har
mony as they see fit. Here, as with most free 
music, the group's harmonic base is essentially 
primitive and undeveloped. In fact, most of 
the time, the music courses along a flat mono- 
chordal plane. However, with reduced empha
sis on harmony, greater attention is focused 
on the music’s other dimensions. Color, for 
example, is probed through Tyler's harmonics 
on baritone and Smith’s permutated fuzz tones 
on guitar.

In sum. these performances, recorded at 
Sweden’s Umea Jazz Festival in 1975. are a 
rough and tumble affair. Nonetheless, the mu
sic transmits surging energies and an honest 
commitment to the quest for new vistas.

—berg

PHILLIP WALKER
SOMEDAY YOU’LL HAVE THESE BLUES— 

Joliet 6001: Someday You'll Have These Blues; Beau
mont Blues: Breakin' Up Somebody's Home: Mama's 
Gone: When h Needs Gettin' Done: Sure Is Cold: Part 
Time Love; El Paso Blues: Don't Tell Me: If We Can 
Find It.

Personnel: Walker, vocal, guitar; Al Bruno, guitar; 
Bill Murray, keyboards; Dennis Walker, bass; Freddie 
Lewis. Archie Francis, Victor Hill or Aaron Tucker, 
drums; Milton Thomas, percussion. Johnny Banks, or
gan (tracks 3 and 8 only); David li, saxes; Al Deville, 
trumpet: The Melody Kings, vocals (track 5).

* * ★ * 1/2
This welcome set is Los Angeles singer

guitarist Walker's second album, and like his 
debut LP of a few years ago (The Holtom Of The 
Top. Playboy 1 18). it mixes straightforward tra
dition-based blues with a number of other musi
cal impulses deriving from more widely popular

Lee Ritenour picks with the best of em 
Guitar Strings.DAngelico

Hear Lee Ritenour on EPIC Records.When a musician’s musician like Lee Ritenour selects 
D’Angelico Guitar Strings, there’s got to be a good 
reason. In Lee's case, there are four: D'Angelico 
Classical, 12-String Acoustic, 6-String Acoustic 
and “Soul Rock” Electric. He just won’t settle for 
anything less than D’Angelico Guitar Strings.That 
goes for when he’s pickin’ professionally or just for 
the fun of it. If you were “Guitar Player

NEW YORK

The Ultimate in Strings and Picks, none finer... perfect for pickin.’ 
D’Merle Guitars, Inc., P.O. Box 153, Huntington Station, New York 11746. 

D'Merie successor to D’Angelico, New York.

Magazine’s” 1978 selection as the 
‘best studio guitarist” in the world, 
you wouldn’t either.
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ELECTRIC BASS
□ How To Play The Electric Bass by Carol Kaye 

.........................................$ 3,95
□ Electric Bass Lines No. 1 by Carol Kaye 2.50
□ Electric Bass Lines No 2 by Carol Kaye 3.00
O Personally Yours (supp. to "How To Play") 3.00 
□ Carol Kaye Electric Bass Cassette Course 31.50 

(This course is identical to her private lessons. In
cluded are above 4 books, one 15-lesson course 
book, 3 cassettes—one is a play-along. Credit al
lowed on previously purchased books.)

O Electric Bass Lines No. 3 by Carol Kaye 3.75
□ Electric Bass Lines No. 4 by Carol Kaye 3.50
□ Electric Bass Lines No 5 by Carol Kaye 3.00
O Easy Electric Bass by F. Carroll, ed. by Kaye 4.50
□ Carol Kaye Elec. Bass Picks...................................15

GUITAR
□ Joe Pass Guitar Style 5.95
□ Joe Pass Guitar Style Cassette .......... 8.00
□ Jazz Guitar Solo by Joe Pass ............ 3.95
□ Joe Pass Guitar Chords ............................ 3.50
□ Joe Pass Chord Solos................................ 3.50
□ Jazz Duets by Joe Pass & Herb Ellis 4.50
□ Jazz Duets Cassette . 6.95
□ Laurindo Almeida Guitar Method . 5.00
□ Popular Brazilian Music (5 arrangements) 

by Almeida.................................................... 5.00
□ Jazz Guitar Phrases and Solos by B. Pitman 3.00

*** Electric Bass Lines No. 6 Coming Soon! ***

All USA orders: Add $1 00 hand & post Air Mail (USA): 
50c more ea. item; $3 50 Carol Kaye Course.
FOREIGN: Add $2.00 hand & post Air Mail: $1.00 ea. 
item; Cassettes $1.50 ea.; Carol Kaye Course $8.50 
($13.50 to Australia, New Zealand. Asia).

BOOKS FEATURING OTHER INSTRUMENTS ALSO AVAILABLE
Write for catalog

GWYN PUBLISHING COMPANY
P.O. Box 84043, Los Angeles, CA 90073

Calif add 6% sales tax; sorry, no C.O.D.s

details..

A DIFFERENT KIND 
OF RECORD CLUB

TREMENDOUS SAVINGS 
on every record and tape in print - 

no agree to purchase obligations of any kind 
DISCOUNTS OF 43% TO 73% 

off mfg suggested list special catalog 
features hundreds of titles and artists 
AU. LABELS AVAILABLE 

including most imports through special custom 
ordering service - guarantees satisfaction

SCHWANN CATALOG 
lists thousands of titles: 

classical, pop iazz country etc 
DISCOUNT DIVIDEND CERTIFICATES 

Dividend Gifts—certificates 
redeemable immediately for extra discounts 

NEWSLETTERS 
informational news and happenings in the 

world of music special super sale listings 

DISCOUNT ACCESSORY GUIDE 
Diamond needles, cloths, tape cleaners etc 

QUICK SERVICE 
same day shipping on many orders 

rarely later than the next several days 

1OO% IRON-CLAD GUARANTEES 
on all products and services-your total 

satisfaction is unconditionally guaranteed

Discount Music Club is a no-obhgation membership club 
that guarantees tremendous discounts on all stereo 
records and tapes and lets you buy what you want...when 
you want...or not at all if you choose.
These are just a few of the money-saving reasons to write 
for free details. You can't lose so why not fill out and 
mail the coupon below for immediate information.

DISCOUNT MUSIC CLUB. INC. DEPT. 10 0478 
650 Main Street. New Rochelle. N.Y. 10801

Name___ ___________

Address_________________

City___________________________

State __  __________ Zip 

forms. Its mix of blues, pop, soul and gospel 
music reflects the current repertoire of most 
young performers active today who in clubs 
must offer a broader range of musical styles 
than blues alone.

This current LP by the Texas-reared blues
man buttresses Walker's strong, convincing 
traditional blues mastery, evidenced in such 
pieces as Beaumont Blues and El Paso Blues, 
with recent blues “hits,” Breakin' Up Some
body's Home and Part Time Love. There are 
several contemporary-styled Walker compo
sitions fusing blues with soul and related 
fare—Someday You'll Have These Blues, Sure 
Is Cold, Mama's Gone and If We Can Find It— 
and even a gospel song, When It Needs Gettin' 
Done, on which the singer-guitarist is joined 
by the gospel group the Melody Kings for a 
stirring, effective idiomatic performance. It 
all works, and well too.

While making for an attractive, varied pro
gram in which Walker’s versatility and firm 
musicianship arc well showcased, this set’s 
blend of old and new, traditional and contem
porary, may not sit too well with purist blues 
fans, who undoubtedly would welcome an en
tire set of material and performances like the 
more conventional El Paso Blues. But the 
album is a much more faithful representation 
of Walker's current working repertoire and 
his own musical preferences than would be a 
program of traditional blues which, admitted
ly Walker still performs authoritatively and 
persuasively.

The music, however, is changing—has 
changed—and it would be wrongheaded to 
pretend it hasn’t. Producers Bruce Bromberg 
and Dennis Walker are to be commended not 
only for affording Walker this platform for his 
musical ideas (however much they might of
fend purists) but for wholeheartedly cooper
ating with him in their realization, for the 
production is all it should be—strong, attrac
tive and fully helpful to the songs' intentions. 
Which is why the album works as well as it 
does.

Then too. as this set reveals. Walker has 
grown as a performer. He now sings with a 
deeper, throatier quality—reminding occa
sionally of the young Ray Charles—that gives 
his performances great conviction. His guitar 
work is as strong, inventive and fluent as ever, 
with a distinctive sound and touch that temper 
the inescapable B.B. King influence with the 
gutticr, more lowdown blues approaches of 
his native Texas (Long John Hunter, T-Bone 
Walker and Gatemouth Brown were earlier 
Walker models). Walker is now his own man, 
however.

In all, this album is a tasty, deeply satisfying 
program of performances that holds up very 
nicely as turntable fare. And it's an honest ex
pression of where the music is at these days.

—welding

“BABY”LAURENCE_______
DANCEMASTER—Classic Jazz CJ 30: Baby At 

Birdland; The Sand, Buck Dance; Mall March: Con
certo In Taps; Whispering; Delila's Theme, Baby's 
Walking Blues; Moose The Mooche; Lullaby Of The 
Leaves; Ornithology.

Personnel: Laurence, tap dancer; Paul Quinichette 
(tracks 1-4), Bobby Jasper (tracks 6-11), reeds; Al 
Hall (tracks 1-4), Arvell Shaw (tracks 6-11), bass; 
Skeeter Best (tracks 1-4), guitar; Nat Pierce (tracks 
1-4), Roland Hanna (tracks 6-11), piano; Osie John
son (tracks 1-4), Gerard “Dave” Pochonet (tracks 
6-11), drums.

Jazz tap? I must admit my skepticism upon 
pulling out Baby Laurence’s Dancemaster.

DRUM INSTRUCTION
I’m Stanley Spector, 
and I can improve 
your drumming 
within six weeks. 
The musicians you 
play with will notice 
the difference. My 
students are among 
the most successful 
drummers in Ameri
ca. My revolutionary 
method is taught 
in Manhattan or 
through a tape re

corded home study course. For information and 
proof of success (including a 20-minute record
ing), send $2 to the:

Stanley Spector School of Drumming 
200 West 58th Street, Dept. 420 

New York, NY 10019 Phone: (212) 246-5661

CATA 106 
FREAK-OUT

The LEGENDARY WAREHOUSE MUSIC Catalog1

GUITARS
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PA'S 
DRUMS
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Musicians Guide EtetnNc Gut«

Write for Free Catalog to jfllnhSlCi 
WAREHOUSE MUSIC DIV. D6-78 JSH1 ■■ApllllllO

P.O. Box 11449, Fort Worth. TX 76109
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Now, however, as Baby’s fancy footwork 
resonates through my head, it is clear that the 
enthusiastic claims made for this rather ob
scure medium of improvisation are legitimate, 
at least in the case of a Baby Laurence.

Dexter Gordon’s praise for Baby, for exam
ple, has new emphasis. In our conversation of 
a year ago (db, 2/10/77), Dex talked about the 
bebop glory days along 52nd Street during the 
’40s. “I worked with Bird at a place called the 
Spotlight with my sextet, with Miles and Bird, 
Stan Levey, Bud Powell, Curley Russell and 
Baby Laurence. Laurence was the show but he 
was really part of the band. ... He danced be
bop. The way those cats danced, man, was just 
like a drummer. He was doing everything that 
the other cats were doing and maybe more. 
Blowing 8’s, 4’s and trading off. He just an
swered to the music. There were several cats 
at that level but he was the boss. Baby Lau
rence. Fantastic!”

Born Laurence Donald Jackson in Balti
more on February 23. 1921, Baby broke into 
show biz as a boy soprano and worked with 
McKinney’s Cotton Pickers and Don Red
man. Around 1940, Baby decided to focus on 
dancing. There were gigs at venues such as the 
Apollo (with Jack Benny’s sidekick, Roches
ter) and stints with the big bands of Basie, El
lington and Woody Herman. As Dex has indi
cated, there was also the fertile bebop era. 
However, there was a long dry spell that final
ly ended when Charlie Mingus and Baby 
teamed for a successful run at the Showplace 
in New York during 1960. This is the period 
of Laurence’s career documented by Dance
master.

The use of “jazz” to describe Laurence’s ap
proach fits perfectly, since Baby’s art is rooted 
in inspired improvisation, a supple sense of 
swing and a dynamic penchant for the unpre
dictable. Baby cooks with percussive fire like 
Max Roach, one of Laurence’s important in
fluences.

Side one, recorded in 1959, finds Baby in 
the company of a sensitive quintet. Whether 
trading 4’s, constructing contrapuntal rhyth
mic patterns or sliding over the melody, Baby 
skates with polyrhythmic panache. Here, Paul 
Quinichette’s broad tenor lines serve as con
genial foils to Baby's more pointed attack. 
Equally effective is Laurence's solo. Concerto 
In Taps, in which Baby’s dancing figure seems 
to materialize between left and right channels 
as he does the stereo shuffle.

Side two, waxed a year later in 1960, is an 
out-and-out bop date which also brings back 
the interesting flute and tenor work of the ne
glected Bobby Jasper. It’s a bubbling upbeat 
set whose only problem is a tendency toward 
business. (Although a minor point, the jacket 
incorrectly identifies the last track as Parker’s 
Ornithology.)

Nat Hentoffs excellent notes from 1961 
provide the necessary background and context 
for placing Baby’s contributions in historical 
perspective. Though Laurence passed away in 
May, 1974, his music still has a vital life, and 
therefore future, all its own. —berg

BUDDY EMMONS—
BUDDY SPICHER_________

BUDDIES—Flying Fish 041: Autumn Fling; Li'l 
Dartin'; Uncle Pen; Magic Swing; Watch What Hap
pens; Joy Spring; Broken Down In Tiny Pieces.

Personnel: Emmons, steel guitar; Spicher, violin; 
Lenny Breau. Bucky Barrett, guitars; Randy 
Goodrun, piano; Charles Dungey, bass; Kenny 
Malone, drums; Lenny Haight, violin (track 4 only.)

* * ★ 1/2
This unpretentious, elegant set of perfor-

ŒhTNC MUSIC STUDI®
SUMMER SESSIONS

SUMMER I (JUNE 19 - JULY 23)

Jack De Johnette, Richard Teitelbaum, 
Garrett List, Don Palma, Ursula Oppens, 
Frederic Rzewski, Rolfe Schulte, 
Leroy Jenkins, Muhal Richard Abrams, 
Anthony Braxton, Roscoe Mitchell, 
Jimmy Giuffre, Leo Smith, Jim Burton, 
Carla Bley, Mike Mantier, Phil Niblock, 
Raymond Johnson, and others.

Inquire: CMS, P.O. BOX 671, WOODSTOCK, N.Y. 12498 (914) 338-7645

SUMMER II (JULY 31 -SEPT 4)

Grachan Moncur, Karl Berger, Leo Smith, 
IngRid Berger, Ed Blackwell, Oliver Lake, 
Michael G. Jackson, Jeanne Lee, Pandit 
Pran Nath, Joseph Jarman, Don Moye, 
Lamonte Young, Nana Vasconcelos, 
Carla Bley, Mike Mantier, Jimmy Giuffre, 
Richard Teitelbaum, Raymond Johnson, 
and others.
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Erskine plays with the 
best... Ferguson and 
Slingerland.

A leader like Maynard Ferguson looks for a lot in a drummer. 
He found Peter Erskine. Likewise, Peter Erskine looks for the 
most in a drum set. He found Slingerland.
When Peter brought his rock touch to big band jazz, his 
drums sounded great. Of course, tuning has a lot to do with 
it, and Slingerland drums tune flawlessly all across the 
head—for just the right tone, just the right touch. It stays 
tuned too, and you can appreciate that when you’re driving a 
big band all evening.
Good drummers like Peter Erskine are hard to come by. But 
good drums are as close as your Slingerland dealer. The 
most wanted drums by the most wanted drummers.

mances seems so logically an extension of 
Flying Fish’s earlier Hillbilly Jazz album as to 
invite the name "Hillbilly Bebop.” The musi
cal orientation is much more modern in char
acter than the swing bias that usually informs 
such fusions of jazz and country music. This is 
due primarily to Emmons’ obvious affinity for 
bop and like harmonically extended musics, 
the participation of guitarists Breau and Bar
rett, as well as the strong rhythm section of pi
anist Goodrum, bassist Dungey and, especial
ly. drummer Malone who serves as the sec
tion’s linchpin. Malone plays with taste, sensi
tivity, an abundance of unobtrusive drive, and 
he really kicks these performances along. In 
the front line, Emmons is the standout, play
ing with an abundance of effortless swing, un
ceasing invention and harmonic savvy, wres
tling effects from the steel that have to be 
heard to be believed. His lines sing with bop- 
pish clarity and logic.

In this company Spicher, an admirably gift
ed player to be sure, is something of the odd 
man out, for his playing is much more firmly 
rooted in swing expression than is that of the 
others. This observation applies mainly to his 
improvising, for his composition Autumn 
Fling (which recalls elements of Lover, How 
High The Moon and one or two other pieces in 
its construction) displays a solid grasp of 
more advanced harmonic concepts than does 
his extemporizing where, conceptually no less 
than tonally, he suggests nothing so much as 
Stephane Grappelli. (Spicher’s other original, 
Magic Swing, is much more swing-directed in 
its contours.) There’s nothing wrong with this, 
of course, but it does point up the stylistic dif
ferences between the playing of the two prin
cipals. It’s a small matter, really, for the music 
generally succeeds—and quite nicely too. 
Credit for this must be given Emmons, 
Spicher and producer Mike Melford, who 
have allowed the others generous solo space. 
And it’s generally been well used; Goodrum 
plays with dancing clarity throughout and 
both Breau and Barrett rip off telling lines in 
boppish styles that are not that dissimilar. It’s 
good, too. to have the phenomenal Breau back 
on the scene, and his various spots here indi
cate he’s lost nothing of his speed or harmonic 
ingenuity. The unambitious nature of the pro
ceedings do not permit much in the way of tru
ly committed playing of the sort of which he’s 
capable, however. (How about a Breau album, 
Bruce?)

The performances are in the main blithe and 
swinging and have a flowing inevitability that 
more than anything else suggests that these 
men are playing themselves. Ruddies is simply 
a set of jazz performances of easy, tasteful and 
modest inventiveness in which the featured 
players happen to play instruments associated 
with country music. The only real evocations 
of the latter occur in the harmonized fiddle 
voicing of Clifford Brown's Joy Spring (both 
parts played by Spicher); the set piece Uncle 
Pen. a traditional fiddle tune recast by 
bluegrass mandolinist Bill Monroe, which 
here is given a sort of country-music All Blues 
treatment, its scalar nature lending itself fairly 
well to ostinato vamping; and in the set’s final 
selection. J. Adrian's Broken Down In Tiny 
Pieces which, falling so patently within the 
conventions of latter-day country music, sits 
very oddly within the balance of the program. 
The cut almost seems as though it were left 
over from a country music session and added 
to this set as an afterthought. However well 
played, the piece is bathetic. —welding
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TWO SIDES
OF

HORACE SILVER.
“AFRICAN ASCENSION” is a 
musical tribute to the Africans 
and their spiritual evolution. The 
Yoruba worship many Gods while 
the Masai's consciousness evolved 
even further to worship God in 
the sun, but the Zulu’s com 
sciousness evolved even further 
to worship God in THE SPIRIT 
which is LOVE and is in all 
people, places and things.

“THE GREAT AMERICAN 
INDIAN UPRISING” is a musical 
tribute to the American Indian 
and their spiritual evolution. The 
Incan Indians worshipped God 
in Idols while the Aztec Indians, 
consciousness evolved to worship 
God in the Sun, but the Mohican 
Indians’ consciousness evolved 
even further to worship God in 
THE GREAT SPIRIT which is 
LOVE and is in all people, places 
and things.

SILVER ’N PERCUSSION.
AN INSPIRED NEW ALBUM FROM HORACE SILVER 

ON BLUE NOTE RECORDS AND TAPES.

b
Blue Note

c 1978 Uftod Artists Music and Uncords GmuC Inc



BLINDFOLD 
TEST
Freddie Hubbard

BY LEONARD FEATHER

Five years ago, Freddie Hubbard told an interviewer how difficult it was to stay out of rock 
and make a living. "After Miles Davis went into the electronic bag, everybody started sound
ing like Miles, trying to sound weird."

Hubbard declared that despite the temptations he intended to "stick to something kind of 
grass roots, keep my feet on the ground.... Not so long ago young trumpeters were following 
Miles; now they're trying to play what I'm playing."

During the years since then, Hubbard has found it very difficult at times to practice what he 
preached. After a switch from CTI to Columbia, he found himself under great pressure to re
cord in overproduced settings. The results put him in a quandary, for the sales have mounted 
as steadily as Freddie's disillusionment with their musical value.

Recently, after the latest LP (Bundle Of Joy) had sold over 200,000, Hubbard declared that 
he didn't care for it and, regardless of the economic consequences, intended to remain true to 
pure jazz on later sessions. Around the time of these developments he dropped by for a blind
fold test, his first since 10/25/73.

1. DIZZY GILLESPIE/ROY ELDRIDGE. Algo 
Bueno (from Diz And Roy, Verve). Gillespie, 
trumpet, composer; Eldridge, trumpet; Os
car Peterson, piano; Herb Ellis, guitar; Louis 
Bellson, drums; Ray Brown, bass.

Yeah, I would say that was one of the old JATP 
products. Sounded like it. First of all, I recognized 
Dizzy Gillespie and I must say that he was in rare 
form. I think people should realize that here's a guy 
who started a style, so there's nothing I can say 
but praise for Dizzy.

And to play in a Shasta mute that clean is excep
tional ... and I heard Roy Eldridge playing in the 
Harmon mute—and it's quite a contrast. I really 
dug that, because they didn't try to play like each 
other. Roy kept in his style while Dizzy was playing 
more notes. I mean, Roy came before Dizzy, so you 
can hear the older style in Roy's playing.

It's amazing how Roy can growl—he uses his 
stomach to get that growl, that gutty feeling. I do it 
every once in a while, but it seems like it kind of 
hurts—seems like they're doing it from their stom
ach; I'm doing it from my throat, and it hurts, so I 
don't do it too much.

I think it was Oscar Peterson on piano, Barney 
Kessel on guitar, and I don't know who the drum
mer was—might have been Jo Jones, I don't know, 
because he's to me the greatest I know with brush
es .. . playing soft tunes with brushes. And I would 
say there's nobody in the world who can play the 
trumpet like either one of those cats. They're both 
great and they're both innovators and I would give 
it five stars.

2. ART BLAKEY. Cami (from Gypsy Folk 
Tales, Roulette). Blakey, drums; David 
Schnitter, tenor sax, composer; Valeri Pono
marev, trumpet.

First of all, I'd say that was Art Blakey on drums. 
Now, the rest of the guys I don't have any idea 
about. I liked the arrangement—it was a beautiful 
arrangement. It reminded me of my early Blue Note 
recordings where you would rehearse for maybe 

three days and go in and record it.
But in a case like this I would say that the musi

cians were way below Art Blakey's caliber. The 
tune itself would have come off better if they had 
some better players. I imagine those are some real 
young guys, and that's one thing I admire about Art, 
that he’s always coming up with fresh new talent.

You can’t rush those kind of compositions. You 
have to play them a lot, because there's a lot of 
movements in them. The guys didn't seem to me 
like they were that familiar with the song itself.

Art Blakey gave me my break, and there's the ut
most respect for Art Blakey. So I would say three 
stars, for the arrangement and Art Blakey. But the 
rest of it was nil.

3. LEE MORGAN. Gaza Strip (from Lee Mor
gan Indeed!, Blue Note). Morgan, trumpet; 
Clarence Sharpe, alto sax; Horace Silver, 
piano; Wilbur Ware, bass; Philly Joe Jones, 
drums.

That might have been early Lee Morgan—one of 
Lee's earlier dates, City Lights? I used to listen to 
that all the time. Philly Joe was on drums; it might 
have been Gigi Gryce or alto. The rest of them I 
don't remember. Bobby Timmons? The record was 
kind of old.

Anyway, I've always admired Lee Morgan's 
playing, and at that time I think that he was still 
searching too. I wouldn't say that was one of his 
better records. I didn't particularly care for the 
sound they got on him—it sounds kind of crackly. 
And the tune didn't mean that much to me. But I al
ways dug Philly Joe and Lee Morgan—and Lee 
was The Cat at the time, of the younger trumpet 
players. So I would give it three and a half for Lee 
and Philly Joe.

4. HERB ALPERT/HUGH MASEKELA. Sko- 
kiaan (from Herb Albert/Hugh Masekela, 
A&M). Alpert/Masekela, trumpets, arrange
ment; James Gadson, drums.

Yeah, I liked that. I liked that because Masekela 
was doing it. First of all, I can say that it's not what 

you would consider as jazz. It has a type of reggae 
beat to me, and I spent a lot of time in the Carib
bean and I really like that kind of music. I like it for 
dancing—it's a kind of party music when you want 
everybody to get up and dance.

What got me was the excitement when they first 
hit—a lot of excitement there. It kind of backed 
down in the middle with the solos; but I would say 
that Masekela—he's one of a kind. He's just the 
opposite from a Freddie Hubbard or a Miles Davis 
in that he doesn’t know that much about con
temporary licks and ideas, but he has a certain 
amount of excitement about him. I don’t have any 
idea who the rest of the guys were. I liked the 
drummer—he was taking care of business with the 
beat.

That was a party record, and I like Masekela, so 
I'd give him four stars for the idea of what he was 
trying to do. I'm not judging it on a jazz basis.

5. BENNY CARTER. Body And Soul (from 
Benny Carter 4/Montreux '77, Pablo). Carter, 
trumpet, alto sax; Ray Bryant, piano.

I really liked that. Body And Soul is still in my 
repertoire. It’s one of my favorite ballads, and I 
would say people are always ready to listen to a 
song like that—it’s a timeless song and it seems to 
have some deep meaning to everybody, like giving 
of your body and soul. In fact, I still play this about 
every night when I play some place. I didn't play it 
at the Roxy, but. ...

I really liked the sound, the overall sound of the 
whole thing. The trumpet player had a brilliant, 
beautiful sound, but I can't tell you who it is. I liked 
the alto player. I thought that was Benny Carter. 
Benny always gave me the feeling that he was 
talking instead of just playing a lot of notes, like he 
was expressing himself with words instead of just 
running all over his ax—which he could do very 
easily.

The rest of the guys I can’t pinpoint. I liked the 
piano player, but the trumpet and the alto player 
really knocked me out. And the engineering on the 
album was very good. I'd give it four stars.

It’s a funny thing—when you hear the older guys 
play, it seems like the feeling is very important in 
that, even though it’s an older style, it's still mean
ingful. I know a lot of young guys don't like older 
stuff because it's not in their contemporary vein, 
but there's some guys I still listen to at home. And 
this is a record I'd listen to if I had it in my catalog.

Feather: What would you say if I told you the 
trumpet player was Benny Carter?

Hubbard: What!! Are you kiddin'? Benny Carter! 
Oh, man, he should play more trumpet. That is un
believable! Well, who played alto?

Feather: Benny Carter.
Hubbard: He played both? Just play a little of 

that trumpet for me—let me hear a few bars again. I 
haven't heard Benny play trumpet like that. Oh 
yeah, he's great. Yeah!

6. HAROLD LAND/BLUE MITCHELL QUIN
TET. Blue Silver (from Mapenzi, Concord 
Jazz). Land, tenor sax; Mitchell, trumpet, 
composer; Al "Tootle” Heath, drums; Kirk 
Lightsey, piano; Reggie Johnson, bass.

Yeah, that was it! That's five stars. I really loved 
that, and I really love Blue Mitchell. Harold Land on 
tenor, and I think it was Carl Burnett on drums. The 
piano player I don't know, or the bass player.

I liked the overall feeling, in that it was good, 
straightahead, hard-core jazz, and they were to
gether. They sounded like they were playing to
gether, and the feeling was there. Blue Mitchell is 
really underrated—he's a good player, man. I 
mean, you could hear what he’s doing, and all the 
notes are coming out, and I really dig his feeling on 
trumpet.

I was with Blue recently at Donte's, listening to 
the Bebop Preservation Band. Blue Mitchell, he’s 
improved quite a bit, because he used to have 
trouble with his chops. But it seems like his chops 
are together now. He’s playing good. And I liked 
that composition too. db

April 20 □ 35



PROFILE AHMED 
ABDULLAH

BY ARNOLD JAY SMITH
BRIAN BRAKE

BY BRET PRIMACK

Brian Brake is not the kind of cat who gives up. 

The 25-year-old Detroit-born drummer, best 
known for his work with Jimmy Owens, paid some 
dues when he first came to New York in 72. "I 
didn’t know anybody. For months. I didn't work. I 
remember living off bags of pennies. I’ve always 
had—still do have—these bags of pennies. At that 
time, there was a penny shortage in New York. 
Burger King had a thing, if you cashed in five dol
lars worth of pennies, they'd give you a five dollar 
bill and a Whopper. I’d even cash the pennies in at 
token booths in the subway. The subway! I used to 
take my drums on the subway.

"One night, I remember going all the way out in 
Brooklyn on the subway with my drums. The drums 
and my pennies. I was supposed to be working a 
gig with R----- M------ . who I haven't seen or heard 
from since. I went out there to this club and was 
setting up my drums. The owner came over and 
said, ‘How you doing? You setting up these drums 
for Billy Carson?' I said 'No, these are my drums.' 
'Oh, you're subbing for Billy Carson?' I said 'No, 
who's Billy Carson.' 'Billy Carson's supposed to 
play tonight.' I told him I was supposed to be work
ing with R-----M------ . The club owner goes ‘R-----  
who?' So I took out the pennies, went to a nearby 
store and asked if they needed any pennies, 
cashed them in, and got back on the train and came 
home."

But winter turned to spring. Brake started hang
ing out at the Jazzmobile workshop. Teachers Paul 
West and Joe Newman liked his playing and got 
him gigs. Sitting in with George Coleman at the 
now defunct Club Baron led to work with singers 
Irene Reid and Esther Marrow. Brake's partners in 
Marrow’s rhythm section, Kenny Barron and Chris 
White, turned him onto the gig with Jimmy Owens. 
After months of scuffling, Brake suddenly found 
himself somewhat in demand. One night at the 

Baron, he was working with both groups—Charles 
Earland and Esther Marrow. With each acquain
tance. Brake branched out and found more work.

But what kept him together during the hard 
times? "I have a certain thing about myself. If I 
have a goal I want to achieve, I don't let negative 
things bother me. I just push those things aside. 
I've been through the drug scene. Playing with 
bands in New York where cat's were pumpin' their 
arms with stuff. I've been in bands where guys try 
and sell you their methadone wafers so they can 
get bread for other things. I've been through the 
racial thing too. But I just cancel those things out. 
Put them aside. I don't let things bother me."

Brake got into playing drums after he was in
spired by a Coltrane cut he heard on a Detroit jazz 
station when he was 12. Practicing on an old 
Slingerland wooden drum and a neighbor's drum 
set, he got serious at 1 7. So serious, that he called 
up Motown and told them he was interested in ses
sion work. After an audition, Motown contractor 
and percussionist Jack Ashford used Brake on 
several dates for Ashford’s own Invictus label. 
This early studio work let to club dates and finally, 
to Berklee in 70, for more instruction.

While at Berklee, Brake did some session work 
at the infamous back alley Ace Recording Studios, 
but devoted as much t'me as possible to jamming. 
His contemporaries on the Boston scene at the 
time, Ricky Ford, Billy Saxton, Sinclair Acey and 
Don Pate, had regular sessions at Willie's. Bob 
Nellams, now with Charles Mingus, led Sunday 
jams that really helped the young drummer get his 
chops together.

Then something freaky happened. Brake met 
percussionist Don Alias on the steps of the Jazz 
Workshop one night, after Alias finished a set with 
Tony Williams Lifetime. They became friends and 
after the weeklong gig, Brake jokingly told Alias 
that if anybody in New York needed a drummer, 
call Brake. Miles Davis' manager called the fol
lowing week to reveal that he was putting together 
a group with Miles' help. Would Brake fly to New 
York and audition? Two weeks later he was in 
New York, hanging out with Miles and his drummer, 
Al Foster. Miles was very encouraging and al
though the band never came together, through 
Brake's friendship with Al Foster, he landed his 
first New York job.

Considering Brake's rapport with his fellow 
drummers, he was asked what drummers he listens 
to. "I listen to a lot of cats. But it's a drag that peo
ple have put a competition thing on music. It's not 
about competition as far as I’m concerned. It’s 
about contribution. What individual things you can 
contribute. Each individual, no matter where he 
might be technically, has individual qualities ..

And the young cats? "It's a lot harder for young
er people today. Things aren't happening like they 
were before. When I came to town, there were a 
lot of jam sessions where you could meet people. 
Now, I'd say, listen to a lot of different things. Get 
to know people. You have to have something on 
the ball. But dig—once you blow it, it's hard to 
make a good reputation; but you can get a bad rep 
in an hour just by not having your thing together. A 
good reputation takes time but it's worth it. Like, 
be on time no matter how jive the gig may be, 
whether you're being paid for it or not, have the 
right attitude and keep that attitude happening. If 
you don't like what you're playing, don’t bother 
with it!"

Aside from drumming, Brake hopes to get into 
producing. Other feelings about the future? "I 
want to do all the things I possibly can. Life is a 
learning process. When we die, I call it the ency
clopedia—each person is an encyclopedia, their 
own book of what they contributed. I want to get 
knowledge and contribute. That's all I want to do, 
make a contribution!” db 

The group is called simply Abdullah. "It means 

'servant of Allah,' and that's no ego trip,'' explains 
the leader, trumpet player Ahmed (pron. Ach-med) 
Abdullah. "We merely believe in a higher power. I 
have never worked in the music business under 
another name although I was born Leroy Bland and 
my parents still use it."

Ahmed's trumpet playing has sparked many loft 
sessions in New York with his own group and oth
ers. He can be heard on Volume 3 of Wildflowers: 
The New York City Loft Jazz Sessions. The groups 
he leads rarely contain the normal complement of 
instruments. Currently, there is Rashid Sinan, 
drums and co-leader; Vincent Chancey, french 
horn; Bernard Fennell, cello; Masujaa, guitar and 
Jerome Hunter, bass. Other groups have featured 
violin, two basses (electric and acoustic), rarely a 
piano, and perhaps a second lead voice on trum
pet or saxophone. Previously that spot had been 
taken by Charles Brackeen.

"What I want to do with this group is to get to 
some people, reach them For too long people 
have been alienated by what they have heard the 
music to be. I want to get out with the rhythmic 
thrust of the music. I want to bring people into the 
music. I don't want to play only music that people 
can understand in the direction of rock. There are 
ways of making audiences understand music with 
other rhythmic simplicity, easing it on them."

Abdullah's music is not really rhythmically sim
ple. They use rhythmic counterpoint, five against 
four, where the bass and guitar are in five and the 
drums are in another rhythm, and the trumpet is in 
four.

"It's something the people can readily feel and 
understand. It's not complicated, not intellectual; 
it's emotional. I have always felt that the trumpet 
was a rhythmic instrument, anyway. If you trace the 
history of the horn you will see it has been as
sociated with drums all the time. Take the drum 
and bugle corps part of it. The people who have 
shown themselves to be masters of the horn have 
had close working relationships with drummers. 
Clifford Brown with Max Roach, Roy Eldridge with 
Gene Krupa. Bugles don't have valves, you see, so 
they have to blow rhythmically as well as melodi
cally. Most of the notes you make, you make with 
your lips.

"I had a Pakistani horn that didn't have any 
valves on it. It is almost shaped like a french horn. I 
played that with a group called the Master Broth
erhood. I really learned what rhythmic playing was 
all about. Listen to Miles with Tony Williams and 
Philly Joe Jones before Tony. Strong relation
ships. How about Thad Jones and Mel Lewis? It's a 
real development. I'm sure that if you went back in 
history, you'd find so many trumpet-drum relation
ships that would prove my point. Check out Art 
Blakey and all the different trumpet players that 
he's had and hew he has influenced them."

Ahmed has been with Sam Rivers’ Studio Rivbea 
from its inception in 1972. The Wildflowers ses
sions were merely a culmination of that associa
tion. In fact, Ahmed s group opened the place. It 
was called the Melodic Art-tette, and featured 
Ronnie Boykins, Roger Blank and Brackeen. They 
opened opposite Clifford Jordan’s group and Ah
med has been there off-and-on ever since.

"Wildflowers came about because both Sam and 
Alan Douglas (the producer of the sessions) 
wanted to record some of the groups who hadn’t 
been recorded there or possibly anywhere. It was 
just a matter of recording the people who needed 
to be recorded in the 70s—from Chicago or wher
ever—who just happened to be in New York. We 
recorded only 12 minutes of a 45 minute set and I 
feel so good about the rest of it that I'm trying to 
get it put on record somewhere. The philosophy of 
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the record company (Casablanca) and the pack
aging was to reach more people, much like my 
own ideas."

Born in New York City 30 years ago. Ahmed's 
first major experience in music was John Col
trane's recording of a Cal Massey's Bakai.

"My brother-in-law was a clarinet player and he 
hipped me to others like Sonny Rollins, early. Just 
being in New York, being on the scene, being alive 
and going to places like Birdland (before I was 

able to buy a drink), all helped my development." 
He was 14 when he first entered the New York 

club scene as a fan. His residence was on the 
Lower East Side not too far from Slug's a defunct 
club. "That made it nice as I could hear music ev
ery night. In New York I suppose you would hear 
different music than you would hear anyplace else.

“There was a new thing happening to music in 
the '60s. There was the so-called October Revo
lution led by Archie Shepp, Bill Dixon and Sun Ra, 
and others from the Jazz Composers' Orchestra. I 
was able to hear different and strong musicians. 
There was a place over the Village Vanguard 
where they used to have music. I don’t remember

CAUGHT!
JOE HENDERSON

VILLAGE VANGUARD 
NEW YORK CITY

Personnel: Henderson, tenor saxophone; Joanne 
Brackeen, acoustic piano; Ratzo Harris, acoustic 
bass; Danny Spencer, drums.

At the age of forty, Joe Henderson is one of 
the unsung heroes of the tenor saxophone. 
Though born and raised in Lima, Ohio, Hen
derson was baptized by fire during his student 
days at Wayne University in Detroit. There, 
Henderson learned both the inside loops of 
bop. and the outside tracks of '60s modernists 
such as Coltrane and Coleman. In fact, the 
ability to freely oscillate between a tune’s in
ner and outer dimensions has become one of 
the tenorist’s trademarks.

His improvisatory inventiveness, virile 
sound and capacity to cook led to work with 
Kenny Dorham, Horace Silver, Lee Morgan, 
Freddie Hubbard and Herbie Hancock. There 
were also numerous gigs of his own in clubs 
and on records. Throughout the ’60s, Hen
derson continued to explore the heritage of 
the tenor. As a result, his playing now emerges 
as a kind of living history of the horn.

For the Vanguard gig, Henderson was 

its name of it but it was one of the first lofts."
Ahmed’s formal training, at Queens College, was 

fruitless. His major studies were private, with Mas
sey. "I grew up listening to Cal's compositions and 
when I finally got to meet him I knew he could help 
me. He taught me not only about composing and 
arranging but about trumpet playing.

"It was we ird. He had no teeth in the front of his 
mouth. He put in false teeth and was able to play 
like that. He had a beautiful sound. He was into a 

cat named Freddie Webster, a legendary trumpet 
player. He would impress upon me that your sound 
is like your voice. And if your voice isn't cool, man, 
nobody even wants to talk to you. He always used 
to tell me, ‘Tighten up your voice.' He died about 
'73 [actually 1972], but those nights at his crib 
when he wouldn't let me go home until he made his 
point, or points, were priceless."

It was late' that Ahmed studied with Carmine Ca
ruso, trumpet technician, who taught him about 
"getting all over the horn; he gave me 'weight-lift
ing' exercises, in terms of building your chops. He 
would show me how to play long tones, and play 
them throughout the entire range of the horn." 

joined by long-standing colleague, pianist 
Joanne Brickeen. Brackeen, who recently 
starred at the Berlin Jazz Festival, proved 
again that she possesses one of the current 
scene’s most dynamic keyboard approaches. 
Whether comping or soloing, she charged 
each evolving episode with exciting bursts of 
creative energy. Also impressive were bassist 
Ratzo Harris and drummer Danny Spencer. 
Their solid support formed the launching pad 
making possible the spectacular flights of 
Henderson and Brackeen.

The extended high protein set I caught 
sprung from three Henderson compositions, 
Afro-Cen trie. Serenity and Isotope. On the first, 
Henderson sailed into the bright four-four 
with his big, dark, rich, reedy sound aglow. 
Starting at the bottom of the horn, Henderson 
assembled a broad spectrum of attacks, tones 
and lineal patterns into a superb musical 
drama based on a gradually intensifying series 
of coiled and released tensions. While the sur
face structure of Henderson's music was hard- 
edged and studded with growls and wails, the 
tenorist sustained a pervasive warmth and 
lyrical flow beneath.

Brackeen's foray featured darting right
hand lines, an effective superimposition of du
ple and triple currents and two-fisted punctua
tions. Harris’ outing brought into focus the 
bassist’s mature technique, driving aggressive
ness and round resonant sound. Spencer’s solo 
was an adventurous exploration of percussive 
textures.

Henderson’s playing on Serenity oscillated

Even when Ahmed tired, Caruso urged him to 
continue, building his chops. It all added up to 
what Ahmed has become.

“You can probably hear what I am by listening to 
the music that I play. I used to close my eyes when 
I played; the music used to take me somewhere 
else. Since I have been working with a dance com
pany, called Sounds In Motion, I have learned to 
keep my eyes open and be affected by whatever is 
in the audience or whatever I see. Different colors 
affect my playing. I've learned to get feedback 
from whatever's present, outer stimuli besides the 
music, integrate all the qualities."

Diane McIntyre is the choreographer of Sounds 
In Motion, and has worked with Cecil Taylor. Alvin 
Ailey has performed one of her numbers recently. 
Ahmed began working with McIntyre in 1973. For 
the last two years the company has been touring, 
and Ahmed finds the experience gratifying.

"I have been able to coordinate touring with the 
dancers and with Sun Ra. (with whom he now 
plays) at the same time. It's been economically 
beneficial, too. For too long we worked the Master 
Brotherhood during a period when rock was over
shadowing all and we were working in ethnic clubs 
like the East in Brooklyn. Abdullah, the group, 
came out of a group that was an offshoot of the 
Master Brotherhood, called Sadaka."

He began working with Sun Ra in 1 975 after lis
tening to him for many Monday nights at Slug's. Af
ter appearing in Philadelphia, where Sun Ra's band 
turned out to hear him, and after exchanging phone 
numbers, Ahmed's wife played fate.

"She was about to have what turned out to be 
twins, and I knew I couldn't leave New York at that 
time. The Sounds In Motion was about to go to 
Cleveland, and Sun Ra made me an offer I couldn't 
refuse. I worked at the East with him and have been 
with him ever since.

"We in the group (Abdullah) feel we are serving 
a higher purpose than merely playing and getting 
paid. That's where the name Abdullah comes in. 
Realistically, I want to be able to work on a con
tinual basis with whom I like and play what I like. 
More than that, I would like to be heard by people, 
take them with me. Maybe give people some music 
they need to listen to, plus give them some they 
might want to listen to also." 

between poles first staked by Sonny Rollins 
and John Coltrane. Incorporating both in
fluences as adjuncts to his own unique style, 
Henderson danced with melodic and modal 
abandon. After sparkling geysers from Brack
een. trumpeter Woody Shaw guested with an 
ebullient playfulness combining the metric 
regularity of bop with the off-centered mean
dering of Monk. Hot spots by bassist Harris 
and drummer Spencer followed.

Last up was -Henderson's blues-based Iso
tope. Again, the band burned radioactively. 
After the horns took the last note of the coda 
into the stratosphere, and after the last hur
rahs of the enthusiastic crowd had faded away, 
it was clear that the band had come to play. It 
was also clear that Joe Henderson is one of 
the masters of the tenor saxophone.

— chuck berg

CARLA BLEY BAND
PEASE AUDITORIUM,

EASTERN MICHIGAN UNIVERSITY 
_________ YPSILANTI, MICHIGAN_______  

Personnel: Bley, organ, piano, tenor sax; Roswell 
Rudd, trombone; Andrew Cyrille, percussion; Mike 
Mantier, trumpet; Alan Braufman, alto sax; Gary 
Windo, tenor sax; John Clark, french horn, guitar; 
Bob Stewart, tuba; Terry Adams, piano, Don Pres
ton, synthesizer; Patty Priess, bass.

Words like "multicolored” and "outra
geous” come to mind when one tries to de-
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scribe the music of the Carla Bley Band. With 
arrangements crafted by Ms. Bley, the band 
offers a strikingly idiosyncratic brand of mu
sic. marked by broad humor, satire, and a 
willingness to draw on many different musical 
idioms.

Although it’s definitely Carla’s band, she 
takes a back seat as far as soloing is con
cerned. leaving those chores to such powerful 
players as trombonist Roswell Rudd and per
cussionist Andrew Cyrille. The 1 1 -piece band 
included a number of other strong personali
ties. Rudd is the most often heard soloist; his 
broad, broken-toned approach apparently 
gives Ms. Bley the human sound she desires. 
Windo. a refugee English auto mechanic, adds 
a wide tone and a raspy satiric edge to the pro
ceedings. But everyone in the band got to solo 
at some point. In appearance and spirit a little 
like a group of gypsies, the band provided a 
full evening’s worth of excellent music.

it just may be 
all you need

Pearl's new Van-Pitch is the answer 
to the player's need to have the 
versatility of a Roto Tom with the 
depth and resonance of a con
ventional drum. For the first time a 
player can precisely select the 
balance between impact and 
resonance to create the sound 
needed. A few quick turns and the 
critical distance between head 
(generator) and the shell (resona
tor) can be adjusted and locked 
into place with the exclusive drum 
stick receiver lock nut.
Once the balance between im
pact and resonance is selected 
and locked in, simply turn the 
head to the tension desired... high 
pitch, low pitch, wet sound, dry 
sound...or anything in between. 
It's all yours with Vari-Pitch.

Another Quality Product from Norlin
7373 N. Cicero Avenue. Lincolnwood. Illinois 60646 

In Canada 51 Nantucket Boulevard. Scarborough. Ontario
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Quantity as well as quality makes the con
cert difficult to describe; the band’s two sets 
each lasted well over an hour. Ms. Bley's 
Wrong Key Donkey opened the first set. Like 
all the other works programmed this evening 
it was a long excursion through many lands. 
Staccato bursts from the different horns were 
gradually absorbed by a fast, flowing 6/8 
vamp. Windo created a long, contorted free 
tenor solo, which was followed in turn by flu
ent tuba, swooping synthesizer and brassy 
trumpet, each demarcated by a brief written 
interlude. Adams eventually soloed Monkish- 
ly on acoustic piano, in what gradually be
came a straightahead blues. Rudd added some 
blatty smears and followed with a swinging, 
tremendously dirty solo. Stewart reinforced 
Priess' bass lines with his own bass parts here 
before the piece ended.

Carla told the audience: “That was just to 
fool you into thinking we’re a good-time band. 
We’re not." She then kicked off her Song Sung 
Long in a slow rock tempo. Roswell took the 
melody, and was succeeded by Braufman’s 

alto sax, with a raspy overblown Gato Bar- 
bieri-ish tone. Stewart’s tuba and Adams’ 
chunky piano also contributed, and Roswell 
wailed through a plunger before the tune fad
ed down to a finish. Rose And Sad Song fea
tured Mantier’s trumpet in a 4/4 ballad set
ting, and he also took the first solo over the 
subsequent Latin rhythm. Roswell and Pres
ton’s guitarish synthesizer preceded a long un
accompanied french horn solo by John Clark, 
featuring a fascinating section of doublestops.

Star Spangled Banner Minor was just that, 
and more. Fragments of the national anthem, 
with scratchy noises from Windo, were fol
lowed by an incredible Cyrille drum solo, 
some stick-work on the floor, shouted time 
signatures and free wash of rhythm. The ensu
ing chaos included Roswell counting cadence 
like a drill sergeant, a 3/4 brass chorale con
ducted by Carla, and Deutschland Uber Alles 
with synthesizer bombs in the background.

Like all the band’s music a little self-indul
gent perhaps, but certainly interesting.

The band's second set opened with a long 
Spanish chart which included parts of Ms. 
Bley's score for the film To Die In Madrid. 
Drinking Music, a broadly satiric 2/4 raunch is 
best characterized by her own comment: “If 
you like that you have wierd taste." A New 
Hymn was a richly voiced 4/4 rock ballad 
with Windo's broad-toned tenor lead; Roswell 
contributed a doubletime solo.

Ms. Bley introduced the next work as "An 
experimental piece, very avant-garde"; it 
turned out to be a bizarre setting of several 
Christmas carols. The enthusiastic crowd de
manded and got two encores, a repeat of the 
opening Wrong Key Donkey (Roswell evident
ly hadn't been satisfied with his earlier per
formance), and finally, Carla's Dreams So 
Real. With that the exhausted band filed slow
ly offstage. —david wild

(Carla will be featured in our June I issue in 
an article by Howard Mandel.)
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GILLESPIE continued from page 14

Gillespie: It’s softer, not as piercing to the 
ear.

Terry: Do you think bebop is still popular 
among the kids?

Gillespie: There is a greater feeling now for 
education in music. People want to know why 
music went this way, or why did it go that way. 
They are approaching it scientifically, and 
they want to hear bebop.

I am very happy to see that they want to get 
involved in more intricate lines and chord 
structures. Some kids pick up three or four 
chords and build whole repertoires on them 
and become big stars overnight. But a lot of 
others are into education and intricacy. That 
makes me happy.

Terry: What do you think of the Latin in
fluence on today’s music?

Gillespie: They have mixed all of the 
rhythms of the West Indies, Brazil, Cuba, and 
they’ve mixed it up beautifully. Of course, all 
those rhythms have the same mother. I knew 
they would go together many years ago. 
They’ve done it beautifully, only you don't 
know which is which now. A purist would go 
crazy.

Terry: I like Ellington’s remark: “There’s 
only two kinds of music—good and bad.”

Gillespie: Yeah, that’s right.
Terry: There is a sort of trend today toward 

all types of music rounding out into one big 
sphere, and it’s just gonna roll and swing like 
one big thing, a little rock, a little jazz, a little 
dixie.

Gillespie: My religion, Baha’i, leans 
toward the unification of mankind. If man
kind is going to be unified, music should be 
unified along with it.

I believe the message of Balara. that we are 
entering a new age in which the relationship 
between mankind and mankind is changing, 
as is the relationship between mankind and 
God. Balara is a combination of all of the 
prophets of the past.

Terry: What about technical advice for 
young trumpet players. Diz?

Gillespie: Well, trumpet teachers always 
teach their students that the power comes 
from the diaphragm. But I say that's a mis
nomer. The power comes from the asshole. 
Like you've said. "If the asshole ain't tight, 
you can't win the fight!"

Terry: What about the young players and 
improvisation?

Gillespie: Well, schools are involved in the 
great task of developing these budding musi
cians, and that's great.

But I would like to sec a little more empha
sis on rhythmic concepts. Some students are 
suffering from time. They aren't aware of 
what’s in a bar. of where the accents are. Jazz, 
you see, is based on bass drum, one, backbeat, 
two. Um-bah. Everything has got to be built 
on that. If it turns around, it's wrong. Soloists 
today aren't getting the rhythmic support from 
the drummers that we got, that's for sure.

Rhythm all started with the handclap, 
which is on the two. You can't pick up one, 
two. Relax. Then play one, two, four. 1 don't 
care how high you get on musical trigonome
try: two and two is four. At all limes.

Terry: Absolutely.
Gillespie: Some of these modern guys don't 

know the relationship between the beats and 
the offbeats. When I get into the educational 
part of music, the first thing I'm going to stress 
is the rhythm. The second thing I'm going to 

stress is phrasing, accenting the right notes.
Terry: A good example of that, Birks, is the 

tune you wrote called Blues Changes. The ac
cents have to be um-rf«, um-da, um-rfa, um-da, 
rather than straight eighth notes, da-da-da-da.

I’m still trying to teach this to young peo
ple, but they say, “Man, this cat is outdated.” 
Since when is there any such thing as an old 
diamond?

Gillespie: The importance of one, the first 
beat. That is the basis of music in any lan
guage, in any culture.

Terry: That’s a question you might ask some 
of the current groups: Where the hell is one?

Gillespie: You got it.
Terry: Out to lunch! It’s been said that 

you're planning to do an album produced by 
Donald Byrd. Is that true?

Gillespie: It’s a possibility.
Terry: Do you plan to leave your roots?
Gillespie: No, 1 can’t leave my roots, and I 

have no intention of going against my princi
ples. Donald apparently knows how to pre
sent music to the public, that’s all. He made a 
statement to the Los Angeles Times, saying “If 
music is popular, it’s the best.” That’s not true, 
at least not necessarily so.

Terry: I think he got a little carried away. 
Even if you get into something current, that’s 
no guarantee it’s going to be a smashing suc
cess.

1 spoke some years ago with Miles Davis 
about his harmonic approach to improvisa
tion. He said he loved to approach everything 
from the ninth. From the ninth, he would then 
move down or up, connecting everything as he 
went.

Gillespie: I don’t have any set way. I try to 
work from wherever I am at the moment and 
go wherever that carries me.

Terry: That’s a good point, sort of like being 
a fighter. You can’t win if you have to throw 
your left first, or hit from a crouch. ...

Gillespie: I just work from whatever posi
tion I’m in at the moment. There are seven po
sitions on the trumpet, like there are seven po
sitions on the trombone. I sec the day when 
trumpet players will work only positions.

Terry: In other words, your knowledge of 
your instrument, and your knowledge of your 
scales and chords, will allow you to perform 
almost any chord structure in that position?

Gillespie: Yeah. You're only using seven 
positions anyway.

Terry: You should work on that, Bro! This 
has been a lesson to me. When 1 close, 1 al
ways like to remind kids that they should 
never settle for mediocrity. They should re
solve to rise above the heap and not become 
also-rans.

Gillespie: The instrument is always the 
boss. I don't care how much you play on the 
instrument, it always surpasses what you can 
do on it. Even if you live to be a thousand 
years old. you still find yourself behind. The 
best way to fight it is to practice at every op
portunity.

Terry: Nobody can write a formula for you. 
You have to figure it out for yourself. There’s 
no shortcut to success.

Gillespie: That's right.
Terry: Hard work is the key to the whole 

scene, right?
Gillespie: Right.
Terry: Involvement, total involvement.
Gillespie: Total.
Terry: Beautiful. So with that in mind, all 

you cats, you heard it from John Birks Dizzy 
Gillespie. Thank you very kindly. Diz. ¿j,
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MAINIERI continued from page 18

about what a sideman should be getting. With 
Buddy I realized the cost of putting a band on 
the road. Because 1 was writing all his stuff. I 
would deal with his managerand deal with the 
record company on some level. That’s where I 
first heard words like promotion. "You mean 
the record company's supposed to do all these 
things, get tunes on the air?" 1 started making 
money as a writer and learning things like 
publisher’s and writer's fees. Slowly I gained 
this knowledge and realized where he made 
his mistakes, where 1 was making mine, and 
where most musicians make their mistakes as 
far as money is concerned.

The biggest mistake is this “Hey man. I'm a 
musician. 1 don’t want to deal with that shit. 1 
just want to get paid, man." You will get 
screwed every time, every time, somehow, if 
you have that attitude. 1 really learned a lot 
with White Elephant and that situation with 
Paramount, which was a tremendous legal 
hassle. 1 spent S35.OOO in legal fees. So that 
was a $35,000 learning experience for me. 1 
learned about contracts—shit man. 1 know as 
much as any New York theatrical lawyer 
about contracts and publishing. I also learned 
through having my own jingle company for six 
years.

Primack: What was the situation with Aris
ta on your new album. Love Play?

Mainieri: 1 had a carte blanche situation. 
Not that I had all the money 1 needed, but in 
that 1 was the producer of the record. I chose 
the studio within my budget, I chose the musi
cians and the material. I had total artistic 
freedom. 1 think you choose what your situa
tion is. 1 don't think you just fall into it. I 
think you choose it. db

HAMILTON continued from page 19

know it takes some guys a long time to get 
used to my way of playing, just as it takes me a 
while to get used to their playing. But I have 
never put my restrictions on a player, and I 
never want to quell anyone’s potential.”

Hamilton’s concern for individuality at 
times created problems—not musical problems 
but audience/fan problems. His audiences 
started to grumble after Paul Horn left and the 
drummer hired Eric Dolphy.

“Eric was one of the most complete music
ians I’ve ever known in my life," he said. “His 
whole life was music. There were times I en
vied him because he didn’t have anything else 
to worry about or to contend with—it was just 
music. That’s really something.

“Can you imagine what kind of criticism 1 
went through with him? Eric followed Paul 
and the people wanted me to fire him. It was 
the same with Charles Lloyd. They hated 
Charles when he first came on my band. Well, 
as far as 1 was concerned, screw those people, 
they just didn't understand Eric. He was a lit
tle too advanced for them. But I outlasted 
them because Eric stayed for three years.

“You can only play yourself and for your
self.” he continued. "The evolution of Chico 
Hamilton's music moves with me, whenever 
the group changes it is because I feel like 
changing. I don’t have any gimmicks. Tm my 
biggest gimmick, regardless of who 1 have in 
the band. It’s going to be my kind of sound be
cause I sincerely believe that all drummers de
termine the sound of a band—at least the feel
ing of it.

"When you play with different players you 
play to their weaknesses as opposed to their 
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strengths; you don't worry about their 
strengths. So if you play to the weaknesses, that 
makes an even balance because you make up 
for whatever is lacking.

"I’ve always considered the drums a me
lodic instrument,” Hamilton added, “and as 
far as other drummers are concerned, 1 have 
tremendous respect for all drummers. This 
isn't a cop out. but I know what it takes to 
play drums. Anybody who is able to play them 
well and get something out of the instrument 
is doing a tremendous thing. On the other 
hand, the people 1 am actually impressed by 
are those who are as original as they can pos
sibly be.

"1 think rock drummers have done a lot to 
contribute to the rhythmic aspect of drum
ming. But by the same token, they’ve taken 
the drum back in decadence to the period 
when the instrument was only recognized as a 
timekeeper—which of course it is—but it can 
be so much more than that. A lot of musicians 
don’t consider the drum a melodic instrument; 
there are even some drummers who don't. But 
those roots go back to the contributions of 
people like Sid Catlett and Jo Jones. . . .

“Personally, it is impossible for me to play 
like anybody else and 1 don’t know anybody 
who plays like I do; it's a physical thing, that's 
one of the qualities of the instrument. No two 
people can play alike because of the physical 
aspect. 1 might have long legs and you might 
have short legs—you’re going to play like 
somebody with short legs."

Chico Hamilton has carried that concept 
through to the way he sets up his drums with 
the very low-slung cymbals unique to his style.

"As far as the logic is concerned. I guess it 
is a psychological thing,” he said about the 
way he arranges his instruments. "It just made 
more sense to me. The natural posture of your 
arm is down and it’s easier to hold your arms 
down than it is to hold them up. When you 
hold your arm up to play a cymbal, eventually 
something gets tired and when something gets 
tired time goes—you lose control. These guys 
who play with their cymbals all up in the air 
eventually are going to feel it somewhere 
along the line if they play long enough. It just 
makes sense. 1 was taught when 1 was coming 
up that the more relaxed you are the better 
you can play. As far as I’m concerned, it 
works.

“I have four drums, including two tom
toms. As long as I can maintain a triad within 
those drums that's it," he said about his sound. 
“Drums are going to tunc themselves, they’re 
going to seek their own level wherever you 
play. If you put them in one room, they'll 
sound one way. In another room, they’ll sound 
another way. Also, I play with very tight heads 
and a lot of drummers don't. First of all, it's a 
challenge because you can’t fool around. It's a 
matter of control. If the head is so loose you 
can’t get anything out of it. it will make you 
work harder—physically they’ll do a number 
on you. You don’t have to hit a drum hard to 
get a sound out of it.

“I’ve started using a heavier stick now be
cause I need the volume, but basically I still 
play as I always did. However, I am playing 
more and I’m playing harder. 1 don’t use the 
plastic-tipped sticks,” he added, “I don’t like 
those for the simple reason I can’t feel any
thing with them. Here again, my whole con
cept of drumming is touch.

“That’s what bothers me about rock drum
mers. They play fantastic rhythms but the 
touch and the sound they get from the instru
ment is really horrendous. You take guys like 

Max Roach or Art Blakey or Buddy Rich, 
the old pros, who have endeavored to achieve a 
sound from the instrument—they’ve always tried 
to have a melodic touch.

"I’d like to see Billy Cobham in another 
context. 1 like what he is doing now but I'd 
also like to hear him do something else. When 
I first heard him he gassed me. He was playing 
with the Billy Taylor trio I prefer what he was 
doing then to what he is doing now.“ Hamil
ton laughed. "I wouldn't know what to do 
with that many drums. I'd just look at ’em. It's 
still a challenge just to be able to play on one 
drum and get something out of it.

“I played in the past what the times re
quired; I play today, hey, like it's the sign of 
the times, it’s still my own way. To be able to 
have your own identity is pretty fantastic 
when you consider how easy it would be to 
slip into someone else's groove because you 
like the way they play.

"See, I have nothing to prove musically any 
more, other than to constantly strive to play 
well. But young musicians can learn control 
from me—by controlling your energies you 
can control your sound. My bands are full of 
energies. In fact, young players are full of 
energies. But one thing young players have to 
learn is how to control those energies—it can 
take a long time. Fortunately I have the pa
tience to watch them get these energies under 
control—I've got the time.

"One thing young musicians have to learn is 
that it is impossible to play everything you 
know at any given time; I guess that's why a 
whole lot of players never reach a climax. 
They try to say it all at once and there is noth
ing else left for them and they get bored. You 
have to leave people hanging a little bit. don't 
wring them out right away. Then you can al
ways come back and they'll be looking for
ward to what you arc going to do next.

“Personally, though. I play music for mu
sic’s sake. I try to impress on my players that 
the music dictates the mood. I believe there is 
music all around and all we can do is take that 
music and create a mood—I've become very 
clever at it.”

Chico Hamilton’s return to playing and his 
quest to get his identity back have had their 
obstacles. Although he has led some very fine 
bands during the past few years, he has on oc
casion had to play to half emptying clubs. 
And to compound the situation, his associa
tions with recording companies have failed, 
beginning with the now defunct Stax label, 
followed by Blue Note, and most recently 
Mercury, where he released one album, Cat
walk. with high hopes of getting more public 
exposure. Now Mercury is cutting back on its 
jazz projects and Hamilton is again out in the 
cold.

"Television is going to have to start reach
ing out and giving equal time to my kind of 
music," he said at one point. "By my kind of 
music, I'm speaking of guys like Elvin Jones, 
McCoy Tyner, Miles; it's contemporary 
American music and the emotional impact is 
as intense as any rock or pop group. Hell, kids 
dig what we’re doing. I've got kids in the band 
and if they can't relate to their own kind then 
all is lost.

"The time has come when you arc going to 
have to put someone like myself on the same 
bill with these big name groups. I think our 
kind of music (acoustic music) is coming back 
and nobody can do my style better than I can. 
Instead of saying let’s get a band like Chico 
Hamilton’s, hell, you can get Chico Hamil
ton.” db



continued from page 16

Underwood: How did you meet your wife. 
Flora Purim?

Airto: In 1966 or 1967,1 was playing a jazz 
club in Sao Paulo, before Quartetto Novo. The 
club hired Flora from Rio to sing for two 
weeks. We rehearsed, and she and 1 liked each 
other right away. All my life 1 had been look
ing for a woman musician. For me, I was not 
complete as a musician and as a man unless I 
could find a woman who was also a musician. 
She was really musical.

We used to try to trap her all the time. She 
would say, "Give me a C major chord.” In
stead of C, Hermeto would give her D. Flora 
would start to sing, then stop. “Wait a minute. 
This is not C major.” We would go, “Yeah, 
yeah. Beautiful!” We lived together many 
years, then got married in New York in 1972. 
Our daughter’s name is Diana.

Underwood: When in South America, what 
was your attitude toward the United States?

Airto: 1 never had any thoughts about the 
United States as a country. For me, it was just 
a place where 1 could meet some very impor
tant musicians.

Underwood: Flora came here first, didn’t 
she?

Airto: Yes. She wanted to sing jazz. In 
1968, she went to L.A., then to New York. She 
wrote me letters about how she had met many 
musicians, how well she was treated and how 
there was room for everybody to play if you 
were good.

A month and a half later, I was here in 
L.A. I was not happy with the political sup
pression in Brazil. The people were unhappy. 
Nobody had money to go to concerts. And I 
was missing Flora a lot. I couldn’t get inspired 
anymore because Flora was my inspiration. I 
arrived in L.A. I saw Flora for a week, then 
she went to New York to open the shows for 
Miriam Makeba.

Underwood: You then moved to New York 
and stayed for seven and a half years, at first 
living with bassist Walter Booker, didn’t you?

Airto: Yes, and there I met many musi
cians, people like Cannonball Adderley, who 
was my musical father, and who signed immi
gration papers for me when nobody else 
would. 1 also met Joe Zawinul, Chick Corea, 
Thelonious Monk, Sonny Stitt, Cedar Walton, 
Herbie Hancock, Bennie Maupin and many 
others.

I was a drummer. I was a singer. I was a per
cussionist. But I couldn’t play drums unless it 
was a Brazilian gig. In Brazil I was a good jazz 
drummer. In the states, however, I was not so 
good by comparison. But I got a gig with J. J. 
Johnson and Kai Winding. We recorded an al
bum, J & K, on which I played drums. And 
then 1 played some gigs with Lee Morgan.

Before that, I went to visit a friend who was 
a cook in the Lost & Found Restaurant. There 
was an incredible bassist and pianist playing 
the restaurant, so I asked them and the man
ager if 1 could bring my drums down. They 
said okay, and I played with them maybe two 
or three times a week. Later on, I found out I 
was playing with Reggie Workman and Cedar 
Walton.

To play at this restaurant, I used to walk 
from 118th Street where I lived to 34th and 
Lexington where the restaurant was. I didn’t 
have money to take the subway. I carried my 
cymbal, my snare, all that stuff. They didn't 
know what the situation was.

The owner said, “Why don’t you come here 

more often? If you want, you can play here 
four or five times a week.” 1 told him I 
couldn't, because I had to walk. He said why 
didn’t I take the subway. I told him I had no 
money. He said, “Okay, man. I'll give you the 
money for the subway, and you can cat and 
drink here, too.” So, hey—I had a job! I 
walked anyway, and saved the money for good 
smoke.

After that, 1 played with Miles Davis. Can
nonball. Chick Corea, and with my own 
group. Fingers, which was the first group that 
Creed Taylor recorded. Creed wanted me to 
record my album. Fingers, with different peo
ple but I was very stubborn. I insisted that I 
use my own group and do things my own way, 
which was good, because that opened things 
up a little bit for those who followed me, mu
sicians like George Benson, Hubert Laws, 
Grover Washington and Stanley Turrentine.

Underwood: It was around this time that 
Flora got busted for cocaine, wasn't it?

Airto: Yes, in 1971, and then in 1974 she 
was sentenced to three years. She served 18 
months. During that time, I had to be mother 
and father and musician at the same time. 
That was impossible, so I was the mother and 
father. 1 made my living by being a producer 
for Fantasy/Milestone Records. I produced 
Raul de Souza’s Colours, two albums for Opa, 
Magic Time and Golden Wings, and Cal 
Tjader’s Amazones.

Underwood: Why have you and Flora de
cided to go your separate musical ways after 
all of these years recording and performing 
together?

Airto: Our marriage is very happy, but for 
too long we have not had our separate identi
ties as musicians. We became too much 
locked into one bag. Flora’s voice gets lost in 
the band, and she has to wait too long for the 
instrumental solos. We are both leaders, not 
sidemen, so we decided to have our own 
bands. That way, she can sing and I can play, 
and we both can do our music our own way.

Underwood: Beyond having your own band 
and writing your percussion book, what are 
your plans for the future?

Airto: I am lining up a national college 
tour in which I will be with an African dancer 
and a second percussionist. I’ll do a show, ex
plain about my instruments and about percus
sion, and talk about my book at the same time.

At the end of April, I will be on tour as the 
opening act for a major rock group, as yet un
signed. For this tour, I will be alone, unac
companied, just me for 40 minutes. I have 
done this many times, talking to the people, 
demonstrating the instruments, communicat
ing to the people. This will be for big audi
ences, getting percussion out there, getting 
percussion more and more well-known.

Underwood: If you could give only one tip 
to aspiring professional musicians, what might 
that be?

Airto: There are many, but one big thing is 
attitude. When you play a wedding or a party 
or some crummy club gig. are you supposed to 
whine and complain that you would rather be 
playing a jazz gig? No. There is an approach: 
you have to play good anyway.

You’re supposed to have a good time play
ing music. If you’re playing for a dance, you 
play for a dance, and everybody’s gonna be 
dancing if you play good. If you have that atti
tude toward that crummy gig, the other musi
cians will feel it, and they will play better, 
too! Everybody has a much better time. The 
gig becomes fun instead of just a job, and that 
saves your soul. db

You’ll hear the 
extra time we take.
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DRUM LOVERS! HOW TO• Recorded self-study drum courses teach 
| you to play authentic Conga drum or full-set 
. Rock drums fast. Without spending hun- 
* dreds of dollars on lessons! If you play now, 
| you'll play better. If you’ve never played be- 
■ fore, you'll be playing authentic Conga (or 
■ difficult Rock beats) in just 30 days, or your 
| money back.
r What's the secret? The courses are re- 
1 corded. You HEAR the beats. You learn by 
I listening and doing. Nothing could be 
■ simpler.

So get in the act. Order yours today. Satis- 
I faction is UNCONDITIONALLY guaranteed, 
■ or return within 30 days for full no-ques- 
■ tions-asked refund.
I ROCK 1 COURSE. Beg./lnt. Beats range from fairly 
| simple to extremely challenging. Emphasizes bass 
1 drum independence while playing different figures 
| with the hands. Gets into 16th note bass drum parts. 
_ Study booklet plus full-size 12" recording.

$16.95 postpaid.
I ROCK 2 COURSE. Beg./lnt /Adv. Covers paradiddle 

Rock. 2-measure phrases, 16th i 32nd note bassI drum beats, opening seek sounds. Study booklet 
। plus full-size 12" recording......... $16.95 postpaid. 
" SPECIAL! Save $8.90! Both of the above Rock 
| courses, a $33.90 value . $25.00 postpaid. 
■ STARTER PACKAGE. Everything you need to get 
■ started playing Rock drums (Rock 1 Course, plus 
| quality practice pad. plus heavy-duty sticks), a

S27.90 value................................... $19.95 postpaid.
■ CONGA COURSE. Covers 27 authentic Latin beats 
I plus swing, shuffle, and Rock beats. Teaches you the 

right way to play the flesh sounds, how to get full,
I round gungs, how to play sharp, piercing pops. Plus 
- the whole bit on clave, an entire section on batucata, 
I two whole sections on breaks and fills, and an entire 
■ section on solos. The whole Conga bag for less than 
■ the cost of 5 or 6 lessons! Study booklet plus TWO 
| full-size 1 2" recordings . $29.95 postpaid.
■ SUPER SPECIAL! SAVE $13.90' ALL 3 OF THE
■ ABOVE COURSES, A $63.85 VALUE

$49.95 postpaid.
a Order from TIP Publishing Co., 9926 Haldeman, 
I Suite 24A, Dept. DB-5. Philadelphia, PA 19115. Sat- 
| isfaction UNCONDITIONALLY GUARANTEED, or 
B your money back. Canada add 10%. Overseas add 
I 20%.

IMPROVE YOUR IMPROV PART IV 
(ALONG MELODIC LINES)

BY DR. WILLIAM L. FOWLER

Parts 1, 11, and III of this article looked at dynamics, meter, pitch inflection, pitch register, 
timbre, phrasing and rhythm as variable music-components which improvisors could control. 
That different conditions of the same component produce different emotional responses is, of 
course, no secret—listeners and performers alike know that loud excites and soft calms. Nor is it 
any secret that a particular condition of one component produces the same response as particu
lar conditions of other components—loud or fast or jerky all excite. Nor is it a secret that team
work among component-conditions magnifies response—loud and fast and jerky together 
intensify excitement. No condition, though, single or combined, can by itself sustain continuous 
listener interest: the secret of continued interest is consistent change in the condition of compo
nents.

Throughout the following set of examples, both form and interest gradually evolve:

JAZZ PLAYERS—ALL INSTRUMENTS
EMILE DeCOSMO HAS CREATED THESE BOOKS 

GUARANTEED TO MAKE YOU HEAR 
PROGRESSIONS. PLAY BETTER JAZZ LINES 

THROUGH THE POLYTONAL RHYTHM SERIES
□ □ □ □ □ □ □ □ □ □ □ □

The Cycle of Fifths .... $2.00
The ll'V’ Progression .. $3.00
The Blues Scale ........... $2.50
The Lydian Mode ......... $2.50
The Tritone Cycle........$2.50
The Dorian Mode ......... $2.50
The Mlxolydian Mode . $2.50
The Byzantine Scale ..$2.50
The Ionian Mode ........... $2.50
The Diminished Scale .$2.50
The Aeolian Mode .... $2.50
The Polytonal Guitar .. $2.00

IMPROVE
Your Playing 

1200%!!
Send check or money order to

EDC PUBLISHING DEPT. DB-190
1611 Kennedy Blvd. North Bergen, N.J. 07047 

Foreign Orders ADD $1.00 PER Book FOR Air MAIL

1978 SUMMER 
JAZZ CLIN CS 

20th Annual BIG BAND Clinics 
7th Annual COMBO/ 

IMPROVISATION Clinics 
For complete inlormation, write today! 

FsUMMER JAZZ CLINICS 9 I

P.O. BOX 221, 
SOUTH BEND, IN 46624
Please send me free brochure with full details on 1978 | 

। National Jazz Clinics

| Name______________________________________ _— I
। Street---------------------------------------------------------- ------------- j

| City State------------------Zip------------------ |
I Instrument_________________________ Age---------------- I
I____________________________________________________ I
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Although an improvisor's musical intuition alone usually makes appropriate matchups among 
component-conditions (matchups like accents for syncopated notes or smooth phrasing for 
warm timbres), intuition can profit from intellectual aid when faced with matters of form, such 
as scheduling the emotional events throughout a solo. And because intuitional wandering can so 
easily confuse the objectives in a long melodic line, the thoughtful improvisor should guard 
against lapses of interest by consciously employing both motivic repetition (the unifying factor 
in form) and change of component-conditions (the interest-catcher in content) in some logical 
order of intensity accrual, like building up to the highest note, building up to the loudest accent, 
building up to the fastest motion, building from simple to complex texture, or building to a sub
climax then rebuilding to a more climactic point. But though such intensity-building remains a 
sure and easy way to generate interest, its over-use might in itself prove restrictive. To avoid pos
sible build-up boredom, therefore, the thoughtful improvisor should also employ an occasional 
gradual wind-down in intensity and an occasional abrupt contrast in component conditions, es
pecially following some climax-point.
Motivic development

When a motive recurs sufficiently in altered versions of itself, its development process can 
contribute to the general melodic interest. Should motivic modification exceed the limits of rec
ognition, though, the recurrences likely will lose their developmental character. In the follow
ing, for example, excessive rhythmic alterations make immediate recognition difficult:

In the above, the rhythmic alterations break the original motive into three, then into two, sep-



arate rhythmic motives. And here are some samples of easily-recognized modification:
Books by Adolph Sandole

“best seller”!
JAZZ PIANO LEFT HAND 

The Art Of Songwriting 
Jazz Tunes

40
32
32

Arranging & Harmony for Stage Band 32
Music Primer (for beginner) 
Jazz Improvisation I, beginner

48
222

PP

PP

PP

PP

PP
PP

$ 3.95
3.95
3.95
4.95
2.95

14.95
progressions, turnbacks, dorian mode, blues, chord 
inversions, chord scales, application to tunes.

Jazz Improvisation II, Journeyman 232 pp 14.95 
augmented 4th related dominants, appoggiatura 
chords, chord substitution, Phrygian, lydian, mixo-
lydian, aeolian, and locrian modes.

Piano Solos, for advanced players 
Reflections For Piano, 40 pp, 
with 12” LP record
Poems of Granada, 40 pp, 
with 12" LP record

Veni, Vidi, Non Vici 80 pp

6.95

6.95 
.95

As long as the modified version retains motivic unity and exhibits some feature of the original, 
it can be immediately recognized as a motivic development. All the above examples fit these 
qualifications.
Motivic connection

Recurring motives, whether repetitious or developmental, can I) directly connect or 2) fill in
tervening space with rests or 3) fill intervening space with notes or 4) fill intervening space with 
combined rests and notes. For example:

A personal philosophy, an indictment of our civiliza
tion.
Free copy of Veni Vidi with order of $20 or more of 
all other items.

COMPOSITIONS FOR 17 piece STAGE BAND
8 brass

SALAAM
SHADES OF BLUE
INEFFABLE
FIGURINE
A TIME TO BE BLUE 
GOT THE BLUES

5 reeds 
7:00 J 
6:00 J 
6:00 j 
6:00 
8:00 .

12:00 J

192
184
192
132
63

168

4 rhythm
easy 
easy
easy 
medium 
difficult
easy

10.00
10.00
10.00
15.00
15.00
15.00

Many motivic manipulations appear clearly in Coltrane’s Aisha (Atlantic 1373), in Elling
ton’s A Drum ¡s A Woman (Columbia JCL-95 1), and in a host of songs, People or Yesterday or 
All The Things You Are, for example.

Because songs so clearly define motives, demonstrate repetition, and display connective ma
terial, example-seekers might consider songs the ultimate models. But in song-melody the mo
tives cannot develop more than their corresponding lyrics will allow, nor can connective 
material—the words in songs determine melodic rhythm. Instrumental improvisations or 
scat-singing, restricted as they are only by the limitations of the instrument or the voice and 
the imagination plus the taste of the performer, therefore might serve better as models of 
motivic development.

Although studying with teachers, probing into books and magazine articles, and practicing 
with other musicians will accelerate any improvisor's progress toward competency, the true in
novator must take that final giant step from the derivative to the creative all alone. Small won
der trend-setting improvisors remain such rare birds!

(Ed. note: The Oliver Nelson soprano sax solo on The Shadow Of Your Smile is contained in 
Impulse A-9129 rather than on the Flying Dutchman label, as listed in Part I of this article)

CITY 
SCENE

NEW YORK
Church of the Heavenly Rest: Al Cohn & Zoot 

Sims (4/16).
Hunter College: Grupo Moncada (4/8).
West End Cafe: Different groups nightly; call 

(212) 666-9160.
WPA: Harold Danko (Tue.-Sat.); Jill McManus w/

Brian Torff (Sun.); Judd Woldin (Mon ).
Blue Hawaii: Music nightly; call (212) 

260-7690.
Manny’s (Moonachie, N.J.): Morris Nanton Trio 

(Wed.).
International Art of Jazz (Bohemia, L.I.): IAJ En

semble plus guests.
Sweet Basil: Benny Wallace (4/9-10); John

Clark (4/11-15).
Prescott’s: Jim Payne & Mel Ellison.
New York University (Loeb Student Center): Lee 

Horwyn; Eddie Hazell Trio (4/1 2).
Eddie Condon’s: Red Balaban & Cats (Mon.- 

Sat.); Scott Hamilton (Sun.).
The Public Theatre: New concepts in jazz; call 

(212) 677-1750.
Axis-ln-SoHo: Classical avant-garde meets jazz 

avant-garde (Sun.).
Village Gate: Universal Jazz Coalition presents 

Tom Pierson and Turning Point (Mon.); for week
end fare call (212) 475-5120.

Village Vanguard: Dexter Gordon (thru 4/16);
Bill Evans (open 4/18).

P.S. 77: Bucky Pizzarelli (Mon ).
Three Sisters (West Paterson, N.J.): Roland 

Hanna Quartet (4/7-8); Hank Jones Quartet 
(4/1 4-15); Dave Tesar Quartet (Mon ); Frank Elmo 
Quintet (Tue.); Alex Kramer Quintet (Thurs.).

Emerson's Ltd (Paramus, N.J.): Jazz weekends; 
call (201) 843-8050. X

Village Corner: Jim Roberts Jazz Septet (Sun. S’ 
2-5 pm); Roberts or Lance Haywood other nights. X

Lucy Stone Auditorium (Rutgers University/Liv- X 
ingston College New Brunswick. N.J.): Music of § 
Horace Silver w/ Kenny Barron, Ted Dunbar. Frank | 
Foster, Larry Ridley, Freddie Waits. Dan Morgen- g 

Allow 20 days for delivery in U.S. Overseas, 
add 7% for mailing (by boat). Payment in ad
vance, check or money order. Stores, 3 or 
more copies of each piece, 40% discount.

ADOLPH SANDOLE
1619 Broadway Room 605 

New York, NY 10019

ALL BRASS PLAYERS B.E POWERHOUSE

FOR BOTH BOOKS C A QQ BOLD BRASS STUDIOS
SENO CHEQUE OR ▼ M □ BOX 77101, VANCOUVER
MONEY ORDER FOR TO B.C., CANADA V5R 5T4

• IN HIGH RANGE, VOLUME, 
DYNAMICS, PROJECTION, 
ENDURANCE 8. TONE.
• TWO FANTASTIC 
BOOKS.
• DON'T LISTEN 
WITH ENVY- 
MASTER THE 
SECRET IN 
21 
DAYS.

IT 
MIGHT 

BE THE 
SMARTEST 

DECISION OF 
YOUR BRASS 

PLAYING CAREER. 
PROFESSIONALLY 

PROVEN AND ENDORSED.
• BOTH BOOKS BY 

A. A. ADAM—BRASS 
TEACHER 8* HIGH RANGE COACH. 

ALL USA $ FOREIGN ORDERS SHIPPED PROMPTLY

IT 
’I 
1

Learn to be a
CONTEMPORARY 

ARRANGER 
Study at home with 

DON SEBESKY
f

For Full Details Write To.. .

DON SEBESKY
BOX 992
RADIO CITY STATION
NEW YORK, NY 10019 J 
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stern, narrator and guests Junior Cook & Bill Hard
man (4/13).

SUNY Purchase (N.Y.): Jay Clayton, Dick Sud- 
halter (4/8).

Westbury Music Fair (Westbury, L.I.): Ben 
Vereen (thru 4/9); Helen Schneider w/ Don Rickles 
(4/10-16); Tony Orlando (opens 4/18).

St. Peter’s Church: Duke Ellington Lecture Se
ries— Richard Sudhalter: "Why Six? The Need For 
Jazz Myths" (4/5); Dan Morgenstern: "The Jazz 
Critic" (4/12); Teo Macero: “The Man Behind the 
Glass” (4/19).

Gulliver's (West Paterson, N.J.): Helen Humes 
(4/7-8); Sam Jones Quintet (4/14-15); Joe Puma 
Trio (4/10); Jimmy DeAngelis (4/17); Taksim 
(4/5); Double Image (4/1 2); Gerard Bedini Quartet 
(4/19); Dick Katz (4/4,6,11,13); Keith MacDonald 
(4/20); special, in coordination with Three Sis
ters—Harry Leahy, Joe Cinderella. Sam Jones, 
Houston Person, Junior Mance, others; proceeds 
to The Bruce Adams Fund (4/18).

JAZZLINE: (212) 421-3592.

CHICAGO
Jazz Showcase: Jackie McLean (4/5-9); Dexter 

Gordon (4/14, tentative); Louie Bellson Quintet 
featuring Blue Mitchell (4/16-19); Randy Weston 
Trio (4/20-23, tentative); Dizzy Gillespie 
(4/26-30); Thad Jones/Mel Lewis Orchestra 
(5/5-7); matinee shows every Sunday 3-6 pm, with 
same musicians as regular show—younger jazz 
fans encouraged to attend.

Rick's Cafe Américain: George Shearing (thru

Rates: one insertion $1.45 per word ($21. minimum); three 
insertions $1.35 per word; seven insertions $1.30 per 
word; 13 insertions $1.25 per word; 22 times $1.15 per 
word. Payment must accompany copy except when placed 
by accredited advertising agency. Word count: count each 
word, symbol or number in body copy and company name; 
street address or post office box as one word; city, state. & 
zip code as two words. First words set in bold caps at no 
extra charge. No illustration or db box number permitted. 
All copy subject to publisher's approval. All advertisers 
must supply publisher with permanent address and tele
phone number. Deadline for copy and payment: eight 
weeks prior to cover date down beat/Classified, 222 W. 
Adams St.. Chicago. IL 60606.

__________________BOOKS_________________
CADENCE JAZZ MAGAZINE. Sample $1.25, 1 year Sub 
$11.00. Route 1, Box 345. Redwood, NY 13679.

A SYSTEM OF TONAL CONVERGENCE FOR IMPRO
VISORS. COMPOSERS AND ARRANGERS. $25.00. NEW 
APPROACHES TO JAZZ GUITAR by Ted Dunbar. $12.50. In
formation Available: DUNTE PUBLISHING CO., P.O. Box 31. 
Kendall Park. NJ 08824.

JAZZ FORUM worldwide known magazine. Sample $1; 
subscription S12. 1697 Broadway. Suite 1 203. New York. 
NY 10019

_______________ ET CETERA_______________  
CHARLIE PARKER T-SHIRTS! Also Ellington, Coltrane, 
Holiday. Pres, Dolphy, Brownie, Monk. Miles, "Bebop 
Lives'. Mingus, Bud Powell, Dizzy. Original designs satis
faction guaranteed. S-M-L-XL. $6.00. BIRD LIVES, P.O. Box 
4583, Boulder, CO 80306.

PROFITABLE ROAD WORK! Complete success guide 
Free details! Road, Dept. DB1.8138 Gridley Ave., Wauwa
tosa. Wl53213

BLANK CARDBOARD RECORD JACKETS 12", 10". 7".
Plastic lined inside sleeves 12", 10". Opera boxes. 78 
sleeves, etc. Write CABCOD-2, Box 8212, Columbus, OH 
43201.

INSTRUMENTS & ACCESSORIES
UP TO 60% DISCOUNT. Name Brand Instruments. Catalog. 
Freeport Music, 114T, Mahan St.. W. Babylon. NY 11704.

THE AMAZING SILENCERS REDUCE PRACTICE 
SOUNDS 50%. Trumpet Silencer $6.75; Trombone $8.25 
Delivered. Write for prices: Clarinet, Sax models. Prompt 
Delivery—Money Back Guarantee. PRACTICE SILENCER 
Co., Dept. DB, 4525 Boulevard Place, Des Moines, IA 
50311.

HOUSE OF MUSICAL TRADITIONS 1978 catalog. 120 
pages of rare ethnic and esoteric instruments, records, 
books. $1.00 to House of Musical Traditions. Dept. Jazz, 
Berkeley Springs, W.Va. 25411

MUSICIANS DISCOUNT CATALOG name brand guitars, 
drums, accessories. Super savings! Signature Supply, Box 
25208, Los Angeles. CA 90025.

4/15); Helen Humes (4/18-4/22); Teddy Wilson 
with Jerry Fuller and the Don DeMicheal Quintet 
(4/25-5/13).

Wise Fools Pub: Otis Rush (4/6-8); Roger Pem
berton Big Band (4/10-12); Phil Upchurch 
(4/13-15); Musica Orbis (4/18); Judy Roberts 
(5/3-6); Mandigo Griot Society (Sun.).

Kingston Mines: Jimmy Rogers and Big Walter 
Horton (4/7 & 8); blues jam with Pocketwatch Paul 
(Mon.); Dimestore Fred (Tue.); Odie Payne (Wed.); 
Mark Hannon Blues Band (Thurs.).

Quiet Knight: Mose Allison (4/13-16); John Lee 
Hooker (4/26 & 27); Townes Van Zandt (4/28 & 
29); Loudon Wainwright (4/30 & 5/1).

Ivanhoe: Name rock and some jazz; call 
348-4060.

Auditorium Theater: Jean-Luc Ponty (4/1 2).
Park West: Randy Newman (4/7); Robert Palmer 

(4/15); Maria Muldaur (5/5); call 929-5959 for 
other acts.

Birdhouse: Jazz every Fri.-Sun.; call 878-2050 
for details.

Elsewhere: Vintage and contemporary Chicago 
blues every night; call 929-8000.

Colette's: Jazz nightly; call 477-5022.
Amazlngrace (Evanston): Sun Ra. solo (4/8); 

Stephan Grappelli (4/12 & 13); Eddie Harris (4/21 
& 22); Ron Carter (5/5-7); call 328-2489 for 
further info.

Redford’s: Fat Richard and The Chicago Daily 
Blues (4/5 & 6); Memphis Nighthawks (4/7-9); 
Chicago Jazz Group (4/13-15, 4/20, 4/27); Jazz 
Dialect (4/16); Richard Blake Unit (4/18 & 4/25); 
Chronicle (4/19 & 4/26); Gloria Morgan Band 
(4/21 & 22); Orpheus with JoBelle (4/28-30).

INSTRUMENTAL METHODS
JAZZ GUITARIST ENCYCLOPEDIA. Ideas, runs, progres
sions. $5.50. 9383 Goldengate Ave., Orangevale, CA 
95662.

JAZZ PATTERNS (GAMBINO). $6.95; Chord Substitution 
Manual (Minasi) $3.25. Free Catalog. Sunrise Artistries, 
Box 125, Maspeth. NY 11378.

LIGHTING
LARGEST MUSICIAN'S HANDBOOK. Dimmers. Spots. 
Color Synthesizers, Foot & minimanual controls. Strobo
scopes, Fog Kaleidoscopes,... Send $3.00 shipping: Roc- 
tronics, 22-DB Wendell. Cambridge, MA 02138.

PROFESSIONAL SERVICES
MUSICIANS HOT LINE! We are the largest national refer
ral service We help musicians find groups and groups find 
musicians. We get results! Call now, toll-free (800) 
527-6180 or (214) 690-0828.

■ wtHidiary of Boyd Hunt EnterprtMt

MUSICIANS!—N€€D A GIG?
LL)e ore nouu registering 
Groups one! Inclividuols 

FR€€! 
PROFESSIONAL MUSICIANS' 

REFERRAL maintains the Largest 
Nationwide listings of Groups 
seeking new members and Musicians 
looking for groups.

CALI TOll-FR€€ 
( 800 ) 328-8660 (or 612-825-6848) 
24 hr. Phone Service Six Days a UJeek

___________ RECORDS & TAPES___________
FAST RELIABLE JAZZ record service—foreign orders 
welcome—send for FREE LP sales list. Jaybee Jazz, Box 
24504, Creve Coeur, MO 63141.

DELETED JAZZ. Free lists. Jazz House, Box 455. Adelaide 
St. E. P.O., Toronto, Canada M5C 1J6.

JAZZ, BIG BANDS, DIXIELAND LPS—lowest prices. 
Monthly lists, auctions! LPs wanted. TURNTABLE. Box 
1138D. Whittier, CA 90609.

LOS ANGELES
Stage One (Pico & Redondo): Lowell Fulson 

(4/6-9); Teddy Edwards (4/13-16); Ernestine An
derson (4/18-23 & 4/25-30); Randy Crawford 
(5/2-7); for info call 931-5220.

UCLA (Royce Hall): Thad Jones/Mel Lewis Big 
Band (4/13).

Concerts By The Sea (Redondo Beach): Car
men McRae (4/4-9); Ray Baretto (4/11-16); Cal 
Tjader (4/18-23); Les McCann (4/25-30); Esther 
Phillips (5/2-7); for details call 370-4998.

Sound Room: Brazilian Nite (Mon.); Leila (Tue.); 
Mike Barone/Dick Spencer Quintet (Wed.); Jack 
Sheldon or Dave Frishberg (Thurs.); weekends; 
Lew Tabackin (4/14-15); for further weekend list
ings and info call 761-3555.

Lighthouse (Hermosa Beach): Major jazz figures 
regularly; for details call 376-6494.

Donte's: Top jazz and studio artists regularly; 
call 769-1566.

Parisian Room: Sonny Stitt (4/4-9); for further 
info call 936-0678.

Redondo Lounge (Redondo Beach): Local and 
name jazz nightly; call 372-1420.

Cafe Concert (Tarzana): Kittyha wk being sched
uled at press time; jazz nightly; call 976-6620.

Cellar Theatre: Les DeMerle & Transfusion 
(Mon.); weekly guest regulars include John Klem- 
mer, Milcho Leviev, Emmett Chapman, Dave Lieb
man: for details call 487-0419.

Jimmy Smith’s Supper Club: Jam sessions 
(Mon.); Jimmy Smith (Thurs.-Sun.); for details call 
760-1444. co
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PAYBREAK EXPRESS RECORDS. JAZZ Imports from 
Europe and Japan. Write for Free Catalog. P.Ó. Box 582.
Cathedral St. Station, New York, NY 10025, U.S.A.

FOR DUKE. New direct to disc stereo album. Bill Berry, 
Ray Brown, Frankie Capp. Scott Hamilton. Nat Pierce, 
Marshal Royal, Britt Woodman interpreting eight Elling
ton classics in superb sound. $12 plus $1 postage & han
dling. California residents add 6%. Ralph Jungheim As
sociates Inc . P.O. Box 5565 A. Santa Monica. CA 90405.

HUGE JAZZ record auction. Hundreds of rare LP s. Free 
list. Gary Aiderman, P.O. Box 9164, Madison. Wl 53715.

WHERE TO STUDY

JAZZ WORKSHOP WITH GEORGE HORAN
June 22—July 20

Intensive study and rehearsal with one of the country's 
foremost jazz musicians and teachers. Sessions held in 
the Paul Mellon Art Center of Choate Rosemary Hall.

For information, write: William N. Wingerd
Box 88. Choate Rosemary Hall Summer Programs 

Wallingford, Connecticut 06492

SCHOOL OF CONTEMPORARY MUSIC (Striving to build a 
new way). Jazz-Classical-Rock. Full or part-time study. 
Monthly enrollment—professional diploma. APPROVED 
FOR VETS. Jeffrey D. Furst. Director. 2001 Beacon St.. 
Brookline, MA 02146. (617) 734-7174.________________  

HOME STUDY courses in modern theory, arranging, and 
composition for beginners and advanced. Personal faculty 
attention. Applied Music Schocl, 505 W. Hillsborough, 
Tampa, FL 33603.

DR. MAURY DEUTSCH: Nine volume arranging educa
tion— $15.00: private—correspondence lessons. 150 W. 
87th St., NYC 10024, (212) SC 4-4722.________________  

CHICAGO—The David Bloom School of Jazz Improvisation 
and Composition is now offering courses in melodic and 
harmonic ear-training, in addition to its established private 
instruction in jazz conception and execution. Contact: 
642-9120, 1007 N. Rush St.

INTENSIVE SUMMER WORKSHOPS in Recording Tech
niques, Electronics, Electronic Music, Jazz Improvisation, 
Instrumental Master Classes. Write, Frank Stachow, Leba
non Valley College, Annville, PA 17003.

1.002 JAZZ TUNES!
1 New Fake Book. Giant collection of best jazz 1 
I ever assembled. Play the finest jazz written & I 
■ played by top stars—All Styles! 680 pages— ■ 
1 Spiral bound. 31/< pounds of jazz! Use on jobs * 
I or reading & improvising study. Try 7 days. I 
■ Money Back Guarantee. 1,002 JAZZ TUNES- ■ 
1 $19.95. Order Now: IMPERIAL CREATIONS ■ 
L _ ■ Box 66-DB, New York, N.Y. 10022. ■■ J
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cAo JAZZ AIDS by Jamey Aebersold and Others
□ IMPROVISING JAZZ by Jerry Coker (paperback). Excellent 

introduction to jazz theory... ... $2.95
□ THE JAZZ IDIOM by Jerry Coker (paperback). A must for 

teachers! This book can give you a boost once you’ve be
gun to improvise..................................... $2.45

□ PATTERNS for JAZZ by Jerry Coker et al. Excellent book 
for daily practice. Treble clef. Teaches you to play in all 
keys and really helps develop your ears! $14.00

□ SCALES for JAZZ IMPROVISATION by Dan Haerle. Dan 
takes 21 scales and shows how to use them and trans
poses them in all twelve keys in treble & bass clef $6.95

□ JAZZ TRUMPET TECHNIQUES by John McNeil Special 
book designed to help solve certain problem areas of jazz 
trumpet playing. A much needed book........... $2.95

□ PENTATONIC SCALES for JAZZ IMPROVISATION by Ray 
Ricker. Study of Pentatonic scales in modern jazz com 
plete with many exercises and licks. Six portions of 
transcribed solos by C. Corea. H. Hancock, J. Farrell, J. 
Henderson. K. Jarrett and W. Shorter............ $7.95

□ TECHNIQUE DEVELOPMENT in FOURTHS by Ray Ricker 
An advanced book of the treatment of fourths in modern 
jazz. Loads of exercises and patterns with chord symbols 
for direct application in playing situations..... $6.95 
LYDIAN CHROMATIC CONCEPT by George Russell 
An advanced book dealing with the application of scales 
& melodic concepts used by the jazz ..rasters. $26.50

□ CHARLIE PARKER ORIGINALS in CONCERT KEY. A book of 
30 songs written by the great Charlie Parker. Concert key 
only .......................   $2.95

□ HUGE JUMBO JAZZ FAKE BOOK by Bill Lee. 1,002 jazz 
songs in concert key with chord symbols and words. 70 
songs by H. Silver, 20 by S. Rollins, 20 by M. Davis, 32 by 
Duke and many, many more .............................. $19.95

□ BIRD LIVES by Ross Russell. Hardbound reading book of 
the life of Charlie Parker. Outstanding book with an 
inside view of Bird's life......... $10.95

□ CHASIN' THE TRANE by J. C. Thomas. Hardbound book of 
the music and mystique of the late John Coltrane $7.95

□ THE ART OF MUSIC COPYING by Clinton Roemer. The mu
sic copyist Bible ... for composer, arranger, student, 
teacher. Large paperback . ............... $11.95

C STANDARDIZED CHORD SYMBOL NOTATION byC. Roemer 
& Carl Brandt. A uniform system for the music profes 
sion. Paperback ...................................................... $3.95

□ THE PROFESSIONAL ARRANGER 8. COMPOSER by Russ 
Garcia. One of the countries standard text for big band 
writing........................................................................ $7.95

□ THE JAZZ CLINICIANS QUARTET "PLAY for YOU" featuring 
Jamey Aebersold. alto and tenor, Dan Haerle. piano; 
Rufus Reid, bass and Charlie Craig, drums. An album 
showcasing these outstanding musicians/clinicians. 
Chord progressions for each of the five songs and two 
transcribed solos provided. Can also be used as a play-a- 
long record for bassist, guitarist and pianist $5.95

□ DIFFERENT DRUMMERS by Billy Mintz A unique, in depth 
study into the styles of the great drummers of our time, 
with hundreds of exercises and solos in their styles, sec 
tions on developing foot and hand co-ordination, stick 
control, two against three, sub-dividing bars, bios, dis
cography and an important instruction record. $4.95

COMBO ARRANGEMENTS
COMBO ARRANGEMENTS by JAMEY AEBERSOLD. Scored 
for Trpt.. Alto, Tenor (Bone opt ), and rhythm section. In
termediate level with scales and chord symbols written 
in each measure to encourage soloing! Piano voicings 
and chord symbols are given. Bass notes as well as chord 
symbols are given. Each arrangement ................ $4.00
□ Horizontal—Modal Blues
□ Bossa Nova De Jazz
□ Sunrise—Easy Jazz Rock

□ Blue Note—Med tempo jazz 
□ Beatitude—Latin Rock 
□ Hot Shot—Easy Rock

□ DAN HAERLE JAZZ-ROCK COMBO SERIES. 12 combo ar
rangements scored for Trpt., Tenor. Alto, Bone, and 
rhythm section. Each arrangement .. $5.00
□ To Oliver—ballad waltz □ Swamp Stomp—Latin rock in 7/4 
□ What's the Modal— □ Pentatonic—-jazz rock busy lines

up tempo swing □ The Spirit Soars—bossa nova in 3/4 
□ The Search—jazz/rock □ Ostinato—medium jazz swing

one key □ Shuffle On—K.C blues style
□ Free As the Breeze—jazz samba □ The Essence—funky. 
□ Dirge for Our Dying Cities— soul'' rock fun chart

rock funeral march □ Ms. Bird—bebop jazz

SUPER SAX ARRANGEMENTS off record. 7 charts of ad 
vanced difficulty. Original Charlie Parker solos tran
scribed and scored for 5 saxes, trpt, (bone opt.), and 
rhythm. Per arrangement........................................$10.00
□ Be-Bop □ Lover Man
□ Cool Blues □ Groovin' High
□ A Might in Tunisia □ Blue 'M' Boogie
□ Salt Peanuts

□ JOHN COLTRANE ARRANGEMENTS transcribed from origi
nal Blue Note recordings: Blue Train. Moments Notice, 
Lazy Bird and Locomotion. Scored for Trpt., Tenor. Bone 
and rhythm. All four arrangements (no transcribed 
solos!) only................................................... $8.50

□ HORACE SILVER combo arrangements off record. Dood
lin'. Creepin' In. The Preacher & Room 608. Scored for 
Trpt.. Tenor and 3 rhythm. All four for only $5.00

□ 4 NEW HORACE SILVER COMBO CHARTS taken off record 
Song for My Father, To Whom it May Concern. Incentive 
& Out of the Night Came You. Scored for trpt, tenor & 3 
rhythm..................................... Each arr. is $5.00

JAZZ SOLOS—TRANSCRIPTIONS
□ 28 MODERN JAZZ TRUMPET SOLOS transcribed by Ken 

Slone and edited by Jamey Aebersold. Brand New!! An 
outstancing collection of modern jazz trumpet solos by 
15 jazz greats. Solos are in Bb key with chord symbols 
above each measure. Solos by Miles Davis, Clifford 
Brown, Dizzy Gillespie. Freddie Hubbard. Fats Navarro, 
K. Dorham, B. Little. C. Baker, Lee Morgan, A. Farmer, R. 
Brecker, B. Mitchell. C. Terry, T. Harrell & W. Shaw $4.95

□ CHARLIE PARKER SOLOS for Bb and C keys. Different solos 
than the above. Nine solos transcribed off records with 
piano accompaniment.................................. $3.95

□ DIZZY GILLESPIE SOLOS for Bb and C keys. 14 transcribed 
solos off records by Dizzy with piano accomp. $4.95

□ LOUIS ARMSTRONG SOLOS in Bb key only. 20 beautiful 
solos by Louie exactly as on records ........... $3.95

□ JAZZ ST> LES & ANALYSIS for TROMBONE by David Baker. 
History of the trombone via trans, solos. 157 solos in 
bass cleff off records by known trombonists $15.00 
JAZZ STI LES & ANALYSIS for ALTO SAX by Harry Miedma 
and David Baker. 125 transcribed and annotated solos 
by 103 famous alto saxophonists.................... $12.50

BASS BOOKS

□ THE EVOLVING BASSIST by Rufus Reid. An indispensable 
aid to developing a total musical concept for jazz and 
symphonic bass players. Spiral bound and full of tips to 
better bass playing...................... $12.50

□ EVOLVING UPWARD—Bass Book II by Rufus Reid— 
BRAND NEW! Shows how to approach and execute in
thumb position for acoustic bass. Descriptive photos 
and concise exercises teach the entire fingerboard as 
well as the high register................. $7.50
NO NONSENSE ELECTRIC BASS by Joe Cacibauda. This 
book is a beginning method book for the students who 
may not always have a teacher to consult. Covers tuning, 
picking, music notations, counting rhythms, etc. $4.95

□ WALKING ON CHORDS FOR STRING BASS by Richard 
Davis. 20 bass lines with chord symbols just as Richard 
would walk them .............................................. $5.00

DAVID BAKER BOOKS

□ JAZZ IMPROVISATION by David Baker. A practical theory 
book aimed at performance. Comprehensive method of 
study for jazz players Spiral bound $15.00
ARRANGING & COMPOSING for the SMALL ENSEMBLE by 
David Baker. Shows how to arrange & compose for jazz, 
rhythm & blues & rock for the combo....................$15.00

□ ADVANCED IMPROVISATION with 90' cassette rhythm 
section by David Baker. A challenge for any advanced 
player. Songs on cassette written in book in concert key 
with chord symbols. Spiral bound.................... $25.00

□ JAZZ IMPROVISATION for STRINGS VOL 1 by D. Baker 
Comprehensive method of jazz study for Violin & Viola. 
Spiral bound ....... $12.50

□ JAZZ IMPROVISATION for STRINGS VOL. 2 by D. Baker 
Same as above. For Cello & Bass ...................... $12.50
EAR TRAINING for JAZZ MUSICIANS book with 2 cassettes 
by D. Baker. Designed to aid the jazz player in improv
ing his hearing, his recall and his ability to respond 
rapidly to musical stimulus. A must for everyone! Spiral 
bound ...........................................................................$20.00

□ CONTEMPORARY TECHNIQUES for TROMBONE by D 
Baker An excellent method of study for any trombonist. 
Sometimes called the Arban book for bone .. $25.00

PIANO BOOKS

Six books of piano solos and songs by four all time jazz pi
ano greats. Most all solos and songs are written for two 
hands with chord symbols just as the masters play them. 
□ CHICK COREA: 16 tunes including Spain, 500 Miles High,

La Fiesta and You're Everything........................ $6.95
□ BILL EVANS #16 transcribed songs—Interplay. Time Re

membered, Very Early, etc......................................$2.95
□ BILL EVANS #2 5 transcribed solos and 1 song—Funny

Man. Orbit, etc............................................................ $3.95
□ BILL EVANS #3 5 transcribed solos and 15 songs off rec

ords—Peri's Scope, Elsa. Peace Piece, etc..... $3.95
□ HERBIE HANCOCK: Over 45 of his greatest hits such as 

Cantaloupe Island. Maiden Voyage, Toys. One Finger 
Snap. Watermelon Man. Chameleon, etc........... $7.50

□ HORACE SILVER: 53 transcribed songs exactly as re
corded by Horace ... Sister Sadie, Nica's Dream. Nut- 
ville, Silver’s Serenade, Strollin'. Tokyo Blues, etc. $6.95

□ THE ERROLL GARNER SONGBOOK 21 songs based on re
corded versions. Just like Erroll plays—two hands $6.95

□ JAZZ ROCK VOICINGS for the CONTEMPORARY KEYBOARD 
PLAYER by Dan Haerle. A must for any keyboard player 
who needs new voicings! An important, intermediate 
method includes voicings, principles of chord function, 
substitutions, melody harmonization by one of our lead
ing jazz educators ..................................................$4.95

□ A STUDY IN FOURTHS by Walter Bishop, Jr. New book 
dealing with the interval of the perfect fourth in jazz. In
cludes 5 originals for two hands. Taken off record $4.50

A NEW APPROACH to JAZZ IMPROVISATION
by Jamey Aebersold

$8.95 per volume (includes LP & Booklet)
A series of books & LP stereo records which allow you lo 
learn to improvise at your own pace Can also be used for 
classroom teaching. Each volume contains a stereo record 
and accompanying booklet Booklet includes parts FOR 
ALL INSTRUMENTS: trebel & bass clef. Bb & Eb parts in 
each book Special stereo separation lor rhythm section 
players Left channel has Bass & Drums, right channel has 
Piano & Drums The back-up rhythm section on records is 
outstanding1 Makes you want to play The most widely 
used improvisation method on the market.

: VOLUME 1 "A NEW APPROACH" Beg Int. level. Contains 
Dorian minor tracks. Blues in F & Bb. 24 measure song. Ca
dences, Cycle of Dorn 7th's & one II/V7 track. Scales are 
written in measures and chord tones are notated Chapters 
on Melody. Blues scale. Time, Modes. Exercises. Chords.
f VOLUME 2 "NOTHIN' BUT BLUES" Beg Int. level 11 dif 
ferent Blues in various keys and tempos. This volume is tru
ly fun to play with. Rhythm section on LP grooves! Scales 
and chord tones are written.
LI VOLUME 3 "THE II V7 I PROGRESSION"—Int level Prob 
ably the most important musical sequence in modern jazz 
A must for all jazz players! Supplement includes 1 1 pages 
of II V7 I exercises to be applied with LP 8 tracks to impro
vise with and practice in all keys

VOLUME 4 "MOVIN' ON"—Int Adv level A Challenging 
collection of Aerbersold & Dan Haerle tunes Book contains 
melodies and needed scales.chords for all instruments 
Only for the brave!

, VOLUME 5 "TIME TO PLAY MUSIC" —Int level. Similar to 
Vol 4 except the songs are much easier Modal Voyage. 
Killer Pete. Groovitis. etc Next logical Vol after Vol. 1 or 3 
Lots of variety
□ VOLUME 6 “ALL BIRD"—Adv. level. 10 songs written by 
Charlie Parker Ron Carter, bass: Kenny Barron, piano: Ben 
Riley on drums. Record has excellent Bebop feel! Best way 
to learn these famous tunes: Now's the Time, Yardbird 
Suite. Donna Lee. Confirmation. Billie's Bounce. Dewey 
Square. My Little Suede Shoes. Thriving trom a Bill. Orni
thology & Scrapple from the Apple

FOUR EXCITING ADDITIONS . . .
Rhythm section on records is outstanding.

□ VOLUME 7—"MILES DAVIS" 
Eight classics written by Miles 
Davis Int Adv level. Unique way 
to learn 8 of the most popular 
songs of the Fifties Four. 
Tune Up. Vierd Blues. The 
Theme. Solar. Dig. Milestones 
(old Milestones). Serpent's 
Tooth

□ VOLUME 8—"SONNY ROLLINS" 
Nine classic jazz originals writ
ten by Sonny Rollins Int Adv 
level Contains 8 of Rollins most 
famous tunes, in their original 
keys Doxy. St Thomas (latin, 
then swing). Blue Seven. Valse 
Hot (one of the first jazz 
tunes). Tenor Madness. Solid. 
Pent Up House. Airegm. Oleo 

□ VOLUME 9—"WOODY SHAW” 
Eight jazz originals written by 
Woody Shaw Int Adv level 
Rhythm section is currently with 
Woody Shaw and their familiar 
ity with the songs makes it easier 
for you to play Includes Little 
Red's Fantasy. Katrina Ballerina. 
Blues for Wood. Moontrane. In 
Case You Haven't Heard. Tomor
row's Destiny. Beyond All Limits 
(Bossa Nova. slow). Beyond All L 

□ VOLUME 10—"DAVID BAKER" 
Eight beautiful originals by 
David Baker. Int/Adv level. One 
of the most prolific composers in 
jazz today Tunes offer a wide 
variety of styles and tempos In 
eludes Aulil. Le Roi. Kentucky 
Oysters. Passion. Black Thurs
day. Bossa Belle. Soleil d' Alta
mira. Le Miroir Noir

TO ORDER
Send check or M.O. Free postage in the USA for 3 
or more items; add 50c postage for 1 oi 2 items. 
Canada add $1.75 per record; 50c for books. For
eign add $2.00 for one book & LP set; 60c each ad
ditional set. No C.O.D. USA funds only.

JAMEY AEBERSOLD 1211-D AEBERSOLD DR., NEW ALBANY, IN 47150



Ten by David Baker. . .
El arranging & composing For The Small En
semble: jazz/r&b/jazz-rock 184 pps.. spiral 
bound....................................................... $15.00
□ jazz Improvisation, A comprehensive 
Method of Study for All Players 184 pps., spi
ral bound................................................. $15.00
D advanced improvisation with 90' 
cassette. 256 pps.. spiral bound . . $25.00

Techniques of Improvisation: 
□ Vol. I, A Method For Developing Improvi
sational Technique (Based On The Lydian 
Chromatic Concept by George Russell) 96 
pp., spiral bound ................................... $9.00
□ Vol. Il, The V7 Progression 76 pp . $9.00 
□ Vol. Ill, Turnbacks 84 pps . $9.00
□ Vol. IV, Cycles 260 pp., . $15.00

•
O Jazz Styles & Analysis: Trombone 144 
pps., spiral bound .. .. $15.00
□ Jazz Styles & Analysis: Alto Sax by Harry 
Miedema, edited by David Baker 104 pps., 
spiral bound............  .................... $12.50

Jazz Improvisation Method 
For String Instruments: 

□ Vol. I, Violin & Viola 160 pps.. $12.50 
□ Vol. II, Cello & Bass 152 pps . $12.50

Free Catalog — Free Postage

NEW SOUNDS IN MODERN MUSIC 
315 W. 53rd St., New York, 10019

Jazz/Rock Volcings Haerle $4.95
Technique in 4ths for Jazz Ricker $6.95
Pentatonic Scales tor Jazz Ricker $7.95

Jamey Aebersold Play-a-Long Books & Records 
Series 1 to 10 $8.95 ea. #1 New Approach

□ #2 Nothin But Blues □ #3 II/V7/1 Progression
□ #4 Moving On □ #5 Time to Play Music 
C #6 All Bird □ #7 Miles Davis 8 Originals 
□ #8 Sonny Rollins □ #9 Woody Shaw 8 Jazz 
Originals □ Dave Baker 8 Originals

Don Sebesky Contemporary Arranger $30.00
Miles Davis Complete Interpretations $7.50
Charlie Parker Complete $6.95
Ency. of Arranging Techniques 8.95
Ency. of Jazz Duets 3 books in 1 $7.50
Modern Arranging Tom Timothy $6.95
Lateef Flute Book of Blues Vo. 1 &2 $3.95
Walter Bishop Jr. Study in 4ths $4.50
Improv. Concepts & Jazz Patterns Deutsch $15. 
Symmetric Scales & Tonal Patterns Deutsch $15 
Shelly Manne Drumming Technique $3.50 
Dr. Reinhardt Encyclopedia Pivot System S25 
Art of Jazz Improvisation Treble or Bass $7.50 
Rich Wald Guide to Creative Jazz $4.95 
Colicchlo Nu-Art Technical Exercises $2.95 
Dr. Colin Trumpet Lip Flexibilities Cplt $6.00 
Dr. Colin Complete Trumpet Method $15.
Stuart Encyclopedia of Modern Jazz $1 2.50
Stuart Encyclopedia of Improvisation $12.50

J Stuart Ency. of Modern Improvisation $1 2.50 
Stuart Ency. of Basic Musicianship 8 books S15. 
Deutsch Ency. of Arranging 9 books in 1 $15. 
D. Baker Modern Trombone Technique Cplt. $25. 
1,002 Jumbo Jazz Fake Book $19.95

□ Tremblay Definite Cycle 12 Tone Row $15.
□ Encyclopedia of Duets In Jazz Phrasing $7.50

Delamont Modern Harmonic Technique Vol 1 $15.
Vol 2 $18. _. Modern Contrapuntal Tech. $7.

; Modern Arranging S15 J Modern 1 2 Tone Tech. $4. 
: J Modern Melodic Technique $7.00

Jerry Coker Patterns for Jazz $14.00
G . Russell Lydian Chromatic Concept $26.50 
Encyclopedia of Rhythms & Jazz Patterns $15 
Garcia Professional Arranger-Composer $7.95 

: Earl Hagen Scoring For Films $15.00
□ Dellaira Arrangers Workshop $7.50 □ Chord 

Workshop $9 □ Creative Arranging $15.00 
Bell Complete Tuba Method $15.00
Encyclopedia of Chords Complete $1 2.50
Williams Complete Trumpet Method $9.00 
Encylcopedia of Scales Complete Colin $15.00 
Slonimsky Thesaurus of Scales $25.00 

; I Riclgllano Popular & Jazz Harmony $9.95
Deutsch Trumpet Pedal to Triple Hi C $15.00
Mancini Sounds & Scores $15.00
Oliver Nelson Improvisation Patterns $8.00 
Nelson Advanced Duets 6 books in 1 $7.50

□ Aaron Harris Advanced Trumpet Studies $6.00
□ Jerome Callet Trumpet Yoga $15.00

Dr. Charles Colin The Brass Player $7.50
Dr. Colin Complete Trombone Method $15.00
Deutsch Ency. of Musical Development $1 2.50

NEW SOUNDS IN MODERN MUSIC 
315 West 53rd Street—New York, NY 10019

ATLANTA
Bennigan’s: Jazz nightly; 321-1313.
Daddy's Money: Freddie DeLand Trio; 

252-8686.
Dante’s Down The Hatch: Charles Williams and 

Dick Drew groups; 577-1800.
Downtown Cafe: Jazz frequently; 875-7709.
E.J.’s: Dan Wall Trio: 262-1377.
Lark And The Dove: Jerry Farber Quartet: 

256-2922.
Menagerie: Top name jazz on consistent basis; 

266-8666.
Music Hall: Elvin Bishop. Nighthawks (4/6-7); 

Muddy Waters. Nighthawks (4/8-9); 261-2345.
Rose’s Cantina: Delbert McClinton (4/6-8).All 

Stars (4/14-15); George Thorogood and the De
stroyers (4/21 -22); 881 -0244.

ST. LOUIS
Washington University (Graham Chapel): Dexter 

Gordon, Ray Kennedy (4/14).
Barn Dinner Theatre: Tom T. Hall (4/19); Stan 

Kenton (4/23).
Kiel Auditorium: Bootsy's Rubber Band (4/15).
The Checkerdome: Kool Jazz Festival with 

Gladys Knight and the Pips. Duke Ellington Orches
tra. LTD, and George Duke (5/13).

American Theatre: Lou Rawls (4/22-23).
UMSL (J.C. Penny Auditorium): Preservation Hall 

Jazz Band (4/8); Jazz Ensemble Concert (4/27).
KWMU (91 FM): Live jazz concerts on tape (Fri. 

8 pm)—Roland Kirk Memorial Jazz Festival (4/7); 
Helen Humes. Johnny Guarnieri (4/14); Kenny Bur
rell (4/21); Newport All Stars (4/28); Gato Bar
bieri. Beto and the Fairlanes (5/5); big band and 
other jazz with Charlie Menees (Sat. 5 pm-1 am).

KANSAS CITY
Breckenridge Inn: Sylvia Bell (5-8 pm); Gary 

Sivils Experience (8:30-12:30 pm).
The Levee: John Leisenring/Mike Metheny Quin

tet (Sat., 2-5 pm).
Jewish Community Center: Phil Woods Quintet 

(4/8).
Boardwalk (Seville Square): Danny Embrey Trio 

(Sun., 6-10 pm).
LeCarrousel (Muehlebach): Mayer/Robinson 

Quintet (Fri. & Sat.).
Signboard (Crown Center): John Lyman Quartet 

Jam session (Fri. & Mon. 4:30-7:30 pm).
Century II (Wichita): Wichita Jazz Festival w/ 

Buddy Rich Big Band. Louis Bellson Big Band. Joe 
Williams, Clark Terry, Matrix IX, Arnie Lawrence 
(4/21-23).

KANU (91.5 FM): Jazz 10 pm-2 am (nightly); The 
Jazz Scene (Sat. 10 am).

KCUR (89.3 FM): Jazz 10 pm-2 am (nightly); 
Jazz Place Magazine (Wed. 10 pm).

BUFFALO
Klienhans Music Hall: Chuck Mangione (4/12); 

Jean-Luc Ponty (4/21).
Tralfamadore Cafe: Jazz Wed. thru Sun.; Don 

Cherry (4/6-8 tent.); Woody Shaw (4/14-16); 
Mose Allison (4/26 & 27); Fresh (Wed.); James 
Clark/Stu Weisman Quartet (Thurs.).

Fillmore Room (Univ, of Buffalo): Oregon with 
Ralph Towner re-scheduled for 5/5.

New Century Theatre: Al Jarreau and Stanley 
Clark (4/29).

Squire Union (Univ, of Buffalo): 3-day Folk Fes
tival with John Hammond, Woodstock Mountain 
Review: will include workshops with the perform
ers (4/21-23).

Creative Music Studio (Woodstock): 10-week

SUBSCRIBERS! Please include a down beat address label whenever you write us 
about your subscription. The numbers on your label are essential to 
insure prompt and accurate service.

CHANGE of ADDRESS
beat, 222 W. Adams St., Chicago, IL 60606 

study session through 5/28 with Anthony Braxton. 
Karl and Ingrid Berger. Don Cherry and many 
others; call (914) 338-7640 for registration and 
information.

BOSTON
Sandy's Jazz Revival (Beverly): Jack Maheu’s 

Salt City Six with blues singer Carol Leigh and 
Danny D'lmperio (4/4-9); Herb Pomeroy Orchestra 
(4/10); Jackie Cain & Roy Kral: Zoot Sims & Jimmy 
Rowles (5/3-7); new big menu and starting times.

Paul’s Mall/Jazz Workshop: B.B. King/Milt Jack- 
son (4/4-9); rooms will close permanently after 
nearly twenty years of fine music; productions 
continue aboveground with one-nighters in con
cert halls.

Michael's: Fringe (Mon.); Mistral w/ Randy Roos 
(Tue.); Jaki Byard's Apollo Stompers (Wed ); Boots 
Maleson 4 w/ Dave Stewart. Akida Tana. Billy 
Pierce (Sun.); jazz nightly; 247-7262.

Pooh’s: Joan Johnson's Moon No Stars (4/6-8); 
The Hour's Dance (4/9); Windows (4/11); Ascen
sion (4/13-15); Just Like Everyone Else (4/16, 
23-24, 5/4-6); Animation (4/17); Stephane 
Houben (4/18); Yoshi Malta (4/20-22); Ictus 
(4/27-29); Datura (Wed.); call 262-6911.

Allar/s (Providence RI): Big names with house 
trio (Mon.-Wed.); Vipers (Thur ); Boston Jazz Quar
tet (Fri.); George Coleman (4/4-6); Bobby Hutch
erson (4/10-1 2).

SAN DIEGO
Southwestern College: Jazz Fest/Bill Holman 

Big Band (4/21-22).
Crossroads: Keepers Of The Flame (Sun., 2 pm); 

Zzaj (Thurs.-Sun.); Ted Picou Quartet (Mon.-Wed.).
Catamaran: Martha Reeves (4/4-9); Esther Phil

lips (4/11 -16); Lonnie Liston Smith (4/19-23, ten
tative); Cal Tjader (4/25-30); Stanley Turrentine 
(5/2-7); Les McCann (5/9-14).

Brothers Espresso Cafe: Impulse (Fri.).
Le Chalet: Bruce Cameron Quartet (Sun.); Tom 

Crawley (Sun.-Wed.); Ken Wilkins (Thurs.-Sat.).
San Diego State: Folk & Blues Festival w/Nim- 

rod Workman. Trio San Antonia, Bob Wills Memorial 
Western Swing Band (4/19-23).

Ichabod's: Mark Lessman Trio (Thurs.).
Convention Center: Tammy Wynette (4/7); Gor

don Lightfoot (5/14).
Chuck's Steak House (La Jolla): Kwanzaa 

(Thurs.-Sun.); Joe Marillo Quartet (Mon.-Wed.).
Pavillion Lounge: Merrill Moore Trio (Tue.-Sat.).
Poseidon: Jazz (Sun.); California Jazz Dance Co. 

(Thurs.).
Dick’s At The Beach: King Biscuit (Sun.).

LAS VEGAS
KDWN (720 AM): New Jim Flynn Jazz Show 

(10:30 pm-3:30 am).
Caesar's Palace: Paul Anka's Trombone Section 

(5/11-17).
Penthouse: Peer Marini Trio (Mon.-Fri.).
Jody’s Lounge: Jazz jam (Sun., 4 pm).
Sahara: Helen Reddy (4/18-5/1).
Peyton Place: Tony Celeste Big Band (Sat.).
Aladdin: Conway Twitty (thru 4/3); Gladys 

Knight & The Pips (4/4-17); Frankie Valli 
(4/18-5/1).

Library Buttery: Jerry Harrison (piano).
Foxx Trapp: New jazz policy.
KCEP (88.1 FM): Dr. Jazz Show (6-10 am).
KLAV (1230 AM): Monk Montgomery (Sun., 6 

pm).
Harrah’s Tahoe: Four Tops (to 4/9).
Blue Heaven: Jazz (Thurs.-Sat.).
Sands: Dionne Warwick (4/12-25): Bob Sims 

Trio (lounge).

Please let us know six weeks before you move. Send to Subscribers Servlce/down
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THE SUPERLATIVE ALTERNATIVE

ORDER TODAY

Please send me 
z^the following FFc reeds 

Postpaid:

Indicate quantity and strength

functional form reed
U.S. Patent No. 3,905,268

ALTO SAX___ Soft____ Med____ Hard

TENOR SAX____Soft____ Med____ Hard

YOU HAVE TRIED THE FUNCTIONAL FORM REED FOR ALTO SAXOPHONE. RESPONSE 
FROM ARTISTS HAS BEEN MOST ENTHUSIASTIC. FUNCTIONAL FORM CORPORA

TION NOW PRESENTS THE TENOR SAXOPHONE AND THE Bb CLAR- 
INET REEDS. FFc REEDS OFFER EXCELLENT RESPONSE. CLARITY 
OF SOUND. WARMTH. ALL WEATHER DOUBLING. UNCOM- 
PROMISED QUALITY. SUPERB PERFORMANCE TIME

Bb CLARINET _ Soft____Med____ Hard

MAIL S3.OO for each reed to
FUNCTIONAL FORM CORPORATION

P.O. BOX 504
SIMSBURY. CONNECTICUT 06070

Telephone (203) 651-8377
Enclosed is my check/Money Order for.

AFTER TIME AFTER TIME. THE FIRST SCIENTI 
INNOVATION IN SYNTHETIC REEDS IN THE 
HISTORY OF REED DESIGN.

Reeds ® S3 OO each reed TOTALS

Name _

Address_______

jnctional form corp., simsbury, ct. 00070
(city) (state)

DEALER INQUIRIES INVITED

(ZIP)



Bob Militello

Hear Bob on Maynard Fergusons latest recording, "New Vintage" on Columbia Records.

P. O. Box 788, Elkhart, Indiana 46515
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