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FATHER AND SON: An Interview with
Muddy Waters and Paul Butterfield

THERE'S ONLY ONE way for a young man
to learn true blues: from older men—
black men. This sort of teacher-student
relationship is rather common today, or at
least it has been since the blues gained
such popularity with the seemingly ever-
fickle young white audience. One of the
most popular of the young blues men
is ‘Paul Butterfield. But Butterfield is an
old hand at the blues, having drunk from
the deep well on Chicago’s south side
several years ago. This spring, he and guitar-
ist Michael Bloomfield were reunited with
two of their main teachers—singer guitar-
ist Muddy Waters and pianist Otis Spann
(Waters' half-brother and long-time side-
man). The reunion took place in the Ter-
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and for three nights a rather remarkable
recording session rolled from one artistic
peak to another. Following the last night,
Butterfield, Waters, and, later, Spann dis-
cussed the session and the ways they
learned the blues with Don DeMichael.
What follows is an edited version of the
conversation,

DeMicheal: Paul, when was the first time
you sat in with Muddy?

Butterfield: About 1957.

DeM: How old were you?

PB: About 18. The stuff I play now . . .
my bands’ got horns and things, and we
do a lot of different stuff, '‘cause I got
guys in my band who can really play—
but they can't play that old stuff. It's just
a certain thing I came up in, that I
learned, and what I was really listening to
—and I mean live; 1 ain’t talking about
listening to records—was Muddy. Muddy
had a real good band then. You had Pat
Hare on guitar. . . .

Waters: Willie on drums.

PB: No, it wasn't Willie.

MW : Then it had to be [Francis] Clay.
PB: No.

MW: Was it S.P. [Leary]?

PB: No.

MW : Then it got to be Clay.

PB: Then it was Clay. And Little Walter
used to come in and sit in.

MW : Magic Sam, Otis Rush, all those boys
used to come and sit in. They all sat in
because I'm not the kind of guy who'll
hold the bandstand for myself. I'm not
like a lot of the older guys who've been in
the business for a long time, 'cause I'm
not jealous of nobody—you play what you
play and I'll put you on my bandstand.
DeM: How did you get turned on to the
blues, Paul?

PB: I'll tell you the truth, man. My
brother, my family used to play a lot of
blues records. Old 78s. They used to listen
to people like Muddy, Gene Ammons,
Charlie Parker. . . . It was more jazz than
blues, but the feeling 1 got was from blues.
So I got it early. There used to be WGES,
and they used to play from 11 to 12
o’clock at night nothing but blues. And
Nashville, Tenn., John R. used to play
nothing but blues. We used to hear it
when I was 10 years old. My brother
started buying blues singles when I was
out playing baseball. I don't know what
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turned me on, but I just liked that kind
of music better than any other kind of
music. I like a whole lots of kinds of
music. I like Roland Kirk, Stanley Tur-
rentine, Gene Ammons . . . a whole lot
of people. But that was the music that
really got me interested in playing.

DeM: Interested in playing harp?

PB: Naw, I never thought about playing
the harp. I just started playing the harp.
I just enjoyed playing it. I didn't have no
plan or say, “I'm gonna learn how to play

- the harp like so and so or learn how to

do this or that,” y’know. I just started
playing it. I mess around with any instru-
ment I can get next to. It wasn't, “I want
to learn like Little Walter or Sonny Boy
Williamson.” I just wanted to learn how to
play.

MW : In music of this kind, everybody got
to be influenced by somebody.

PB: I was influenced a lot by Little Walter,
and when I got to play some more, by
Sonny Boy, the second. Then a little after
that I started getting influenced by Gene
Ammons, Stanley Turrentine. . . .

MW: After you've mastered your instru-
ment, you can go the way you want to go
at that particular time. When I began I
was influenced by Son House and Robert
Johnson. That doesn't mean you have to
be exactly like them, ‘cause when you get
out there, you learn other people’s work
and you put more of your own material
in it and then you’re on your own.

PB: There ain’t no musician in the whole
world that isn’t influenced by a whole lot
of people. They're influenced by anybody
they hear that’s good.

MW : That’s right. What makes me happy
is to see how many kids been influenced
by me.

PB: There was a scene in Chicago, Detroit,
St. Louis—the Midwest—where guys would
say, ‘I'm gonna get up there and burn
this cat.” A lot of underneath stuff.
DeM: Cutting contest.

PB: Yeah. That mostly came from Chi-
cago. Isn't that true, Muddy?

MW: Yeah. Years ago—I'd say back in
'47 or '8—Little Walter, Jimmy Rodgers
and myself, we would go around looking
for bands that were playing. We called
ourselves the Headcutters, 'cause we'd go
in and if we got a chance we were gonna
burn 'em. Today, people’s not like that.
You just get up and play. I'm not like that
no more. Just play what you can play, and
if the people like it, fine; if they don't,
try again next time, But today, Paul, we
have some people—I won't call no names
—that still got that feeling: want to be
the best. You can't be the best; you can
just be a good’un.

PB: Just be you.

MW: And that’s it. Whatever you do, try
to do it good.

PB: I played this place in California, man,
that all these kids came down and the
only thing in their minds was to wipe me
out. So I said go ahead and play, and I'll
play what I play. Musicians are supposed
to ‘be loving each other. . . .

MW: Together.

PB: . . . and giving stuff to each other
and making each other feel good. What
I'm talking about is music, not just blues.
I'm ready to do something that maybe
somebody’s not gonna dig at all, but if
it's music I'm supposed to be sharing it,
learning about it. That’s the only way you
can do it. One of the main reasons why
I never really tried to play Little Walter's
solos or Sonny Boy’s or any other cat’s
exactly the way it was is that, in the first
place, I couldn’t . . .

MW : Paul, in this field today, if you pick
up a harmonica, you got to go through
John Lee Williamson [Sonny Boy No. 1],
Rice Miller [Sonny Boy No. 2], or Wal-
ter Jacobs [Little Walter].

PB: Right.

MW : Because they set a pattern out here,
and there’s nobody been born yet that can
do too much more stuff to go with it. So
if you say I try to play like Son House—
sure, I'm glad of that ’cause Son was a
great man. Robert Johnson was one of the
greatest there’s ever been. So that makes
me feel proud, 'cause I got my pattern
from them. I can't go around it too far
because I got to come back around to
something in that particular field. Between
the three of us, I'm doing Muddy Waters,
but because I use a slide, I can't get away
from the sound of those two people 'cause
they made it popular years and years ago.
This sound is 200 or 500 years standing.
DeM: I'm curious to find out if the learn-
ing process was similar for the two of
you. When you went into playing blues,
Muddy, how did you go about learning?
MW: I was first blowing harmonica, like
Paul here. I had a young boy by the name
of Scott Bowhandle playing guitar, and he
learned me the little he knowed. One night
we went to one of these Saturday night
fish frys, and Son House was there play-
ing. I was using the bottleneck because
most of the Delta people used this bottle-
neck-style thing. When I heard Son House,
I should have broke my bottleneck because
this other cat hadn't learned me nothing.
Son House played this place for about
four weeks in a row, and I was there every
night, closer to him than I am to your
microphone. You couldn’t get me out of
that corner, listening to him, what he’s
doing. Years later, down around 1937—
I was very good then, but I hadn’t been
exposed to the public—I heard this Rob-
ert Johnson come out, and he got his
teaching from Son House. He had a differ-
ent thing. Where we'd play it slow, Robert
Johnson had it up-tempo. The young idea
of it, y'know what I mean? I didn’t know
Johnson much; I saw him one time in
Friars Point, Miss. I knew Son House
very, very good.

DeM: Paul, was your experience similar,
only 20-30 years later?

PB: The people I most listened to were
Muddy, Spann, people who were around—
Robert Nighthawk was playing, and Wolf
was playing, and Magic Sam . . . like,
‘Magic Sam is pretty close to my age, and
Otis Rush is—but I listened to anybody
I could listen to. I used to go out and









of sound. He will drop notes softly one
moment, and some bars later will let
them fly loudly and assertively, approach-
ing a climax that is relieved by some more
delicate, understated notes. After working
up to a-climax one or two  times more,
B.B. King has any audience at his mercy;
this kind of punctuation, too, is a trade-
mark, and I suspect an original one.

B.B. can play as fast as anyone—and
he often does so during extended solos—
but usually he plays just easily enough
so that, with his sensitive picking and
punctuation, he can suggest a human voice
to an incredible, uncanny degree (as Little
Walter did with his harp), and in a hip
audience, sometime during the night some-
one will shout: “Make her talk to you, B.!
Make Lucille sing!” (Lucille is BB.’s nick-
name for his guitar.)

B.B. has developed a potent vocal style,
most distinctive, again, in the ways he
tends to punctuate phrases: his clear falsetto
wail and shout-singing. He acknowledges
the influence of Doctor Clayton, a blues
singer who cut 10 sides in 1946 and died
shortly thereafter, and the similarity be-
tween their falsettos is apparent. He also
says he was influenced by Jimmy Rushing
and his shouting style—a confident, even
mellow, but not frenzied one. Shout-sing-
ing, however, is evident on records con-
sistently only after 1960, in such tunes
as Five Long Years and The Jungle, re-
corded for Kent, and particularly after
1964, when Live At The Regal was cut.

Throughout the '50s, he nearly always
sang with melisma such exclamations as
“Oh!", “Yes, woman,” and “I say,”, whereas
now he shouts them. His shouting is sus-
tained, controlled, and even resonant, and
is not broken, wailing, or crying. His
shout-singing announces that even when
hurt, he is in command.

Only recently, since his records have
appeared on the BluesWay label (1966),
has B.B. had arrangements that compli-
ment his guitar and vocal work. He says
that when he was with Kent, through the
’50s, he could take guitar solos as he
wished—the arranger usually left a spot
in each tune for one—but that he wasn't
much concerned with the arrangements
which, for the most part, were standard
swing.

The main reason for his neglecting the
arrangements then—he still doesn’t write
them himself—was that he didn't feel he
had much of a future as a bluesman: until
the advent of underground radio stations,
few disk jockeys would play blues, and
without airplay a musician’s future is lim-
ited indeed. Developing his playing and
singing styles was a full-time task anyway.
Although he was a major seller at Kent,
when he signed with ABC in 1961 he be-
came a small fish, and he says that until
he discovered his groove there, he thought
it would be best to go along with what
his producers wanted, lest he be cut off.
The producers and arrangers wanted a
sweet sound from him, and they wrote
for his voice: the first material for ABC
was largely easy-listening and involved
relatively little guitar work—other guitar-
ists even played fill-ins, The standout re-
sult from the ABC period, of course, was
the Regal recording, and that was made
without the restrictions of studio arrangers.

The most conspicious differences in ar-
rangements before and after Live At the
Regal have been a departure from the
rigid swing beat to increasingly complex
rhythmic variations, and a sophisticated
manipulation of breaks and brass riffs to
achieve phenomenal dramatic power. The
effect can be literally stunning.

His most recent record, Live And Well,
is a monster; in my opinion, the most
important blues recording in many years.
For the first time, B.B. was allowed com-
plete freedom to develop his own format,
and he only begins to sing after he and
the band have achieved a groove. There
is nearly as much instrumental as vocal
work, and while his improvisation is extra-
ordinarily inventive and coherent, the sing-
ing is right on. Thus, B.B. is no longer
just performing numbers, but is manipulat-
ing all the resources at his disposal with
astonishing subtlety to achieve an immense
climax and release.

He is not just stretching tunes, which
is common in live performances, and he
is not jamming to have a good old time.
He and his band deliver each part of a
“blues” with feeling and importance; his
voice doesn’t carry the main burden any
more, his guitar no longer just fills be-
tween lines or answers vocal phrases, the
brass doesn't repeat a line throughout but
has its own special function, the bass lays
down complex syncopation, the organ does
its own work, and only the drums relate
the band to a straightforward beat.

B.B. King’s fluid approach to the blues
might turn out to be the most important
development since electrification.

His lyrics reveal as much mastery of
nuance as his playing and singing. With
the exception of tunes like Sweet Little
Angel and Dance With Me, where he de-
velops figures to convey much of the
idea, nearly all his lyrics achieve their
effect with language used in a simple,
speech-like way. Like those of most other
blues composers, his lyrics state a situa-
tion or a feeling, and resolve it in call-
and-response fashion; he never uses a nar-
rative line—he doesn’t relate what has
happened to someone else, but states his
own feelings about what has happened
to him. He speaks for himself.

Unlike many other bluesmen, he is al-
most exclusively concerned with women.
The exceptions—his recent single, Why 1
Sing the Blues, is one—are very few. He
doesn't sing about poverty, frustration, life
in the South, or experiences in the city.
Rock lyrics frequently portray woman as
distant and as someone to dream about;
in blues, certainly in B.B. King’s, woman
is always an immediate experience—he
celebrates sex and love openly, and seldom,
if ever, with double meanings.

B.B. King is proud of himself as a
person, and he addresses his woman as a
person, too. When he has done wrong
he admits it, but does not go on to put
himself down. He does not, for instance,
80 on, as Bobby Bland often does, to
portray himself as the fool. And when
his woman does wrong, he tells her so, like
a preacher might, without putting her
down, as in That's Wrong, Little Mama
or I'm Gonna Do What They Do to Me.
He doesn’t attack his woman, as so many
rock lyrics do—the Rolling Stones’ Com-

plicated and Stupid Girl are fine examples.
When he is most hurt, he just asserts his
independence as a person, as in Paying
the Cost to be the Boss:

T'll drink if T want to, and play a little
poker too,
Don’t you say nothing to me, baby, as
long as I'm taking care of you,
As long as I'm working and paying all
the bills,
I don’t want no mouth from you, about
the way I'm supposed to live,
You must be crazy, woman, you just got
to be out of your mind,
As long as I'm footing the bills, I'm
paying the cost to be the boss.

Or, in Why 1 Sing The Blues, he speaks
as a figure for his people:

When I first got the blues, they brought
me over on the ship,
Men was standing over me, and a lot
more with a whip,
And everybody want to know, why I sing
the blues,
Well, I've been around a long time, I've
really paid my dues.

He expresses his dignity as a person
by asserting ownership for his feelings,
whatever they might be.

His pride as a person and honesty
toward his own feelings go far to show
how the blues is a living and not a folk
music. Each time a bluesman is on stage,
what he sings is true. I've seen B.B. King
deliver many tunes any number of times,
and he has done it thousands of times;
yet each time what he sings and plays
is a true experience. I've seen women
faint when he climaxes a solo or hits
his wailing falsetto. In one instance, in
Louisiana, a woman was dancing delirious-
ly, and when he hit his falsetto and held
it—1I believe it was on Worry, Worry—she
went limp, falling back into a chair. The
proprietor arrived, and, slapping her cheeks
gently, asked if she was alright. She only
replied, “I'm fine, baby, I just dig his
singing is all.” And she smiled, gloriously.

‘B.B. King is a great bluesman because
he has developed such a distinctive style
and because he achieves intensity without
depending on gimmicks; but his reputa-
tion will stand immense, I think, because
he has done so much—as I must em-
phasize he is doing right now—while re-
maining faithful to his chosen idiom.

He might indeed be developing a new
blues form. As far as he is concerned,
fidelity to blues ideas can assure the
idiom's future: “I'm trying to say that
your greatest guys, when it comes to really
playing blues—if you can ever catch Oscar
Peterson and get him to play a blues for
you, he'll play more blues than any blues
guy ever plays, with equally as much soul
and feeling, but his execution is better,
because he knows how to play modern
chords in the blues, and make them fit.
But if you take the blues and try to make
the blues modern, then you leave blues.
If you take some of the modern chords
and put them in the blues and leave them
the way they are, with the same sound
and feeling, then you got modern and good
soul blues.”

I intend no putdown of any other blues-
man when I say that, for me, B.B. King
at his best, developing before your very
eyes, is a miraculous experience.
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“The most gorgeous male sound since Eckstine . . .

through the firm hand of trumpeter-ar-
ranger Joe Scott, whose importance as
Bobby’s longtime musical director cannot
be overstated.

It is a driving, bluesy band; loose and
loping, with a jump and bite reminiscent
of the exciting Billy Eckstine aggregation
of the ’40s, a snapping band which can
scale fish and fry them, induce whiplash,
send forth a wind hot hard dry enough to
husk grain as it stands, a thoroughly func-
tional unit equally capable of being Bob-
by's old easy chair or a rowdy roller-
coaster.

It seemed significant, opening the en-
velope of promotional material sent by
Duke Records, to find that the protective
cardboard inserts had been cut from a
rodeo poster. Memphis may have been his
howetown, but Bland is firmly tied to
Texas. The Memphis style itself was largely
an extension of the durable, infectious
tradition of the Southwest.

Johnny Ace, earliest of the Memphis
stars (he secured his legend by losing a
game’ of Russian roulette backstage at a
Houston concert, Christmas Eve 1954)
and a prime influence upon Bland, sounds
like Kansas City Joe Torner's twin on
tunes like Don’t You Know and How Can
You Be So Mean. ’

The Southwest style is something spe-
cial; deft, swinging, articulate, spare, ab-
solutely without fat or frills, with a unique
dusty blues feeling. It is a tradition which
has enriched and enlightened American
music more than any other, a tradition
in which jazz and blues have ever been
one and even the simplest of blues have
melodic sophistication and subtle delinea-
tion of mood; a spawning-ground for
strongly individualistic players who trans-
cend technmical wizardry without relin-
quishing one inch of innate blues feeling.

It is the tradition of Blind Lemon Jef-
ferson, Lightnin’ Hopkins, wistful Curtis
Jones; that of the fierce territory bands
which used to ply the area served by the
M-K-T (Missouri-Kansas-Texas) railroad,
the tradition of Dallas, Fort Worth, Hous-
ton, Tulsa, Oklahoma City, Omaha; of
Kansas City, the Basie band, Jimmy Rush-
ing, Lester Young. The tradition of Jack
Teagarden, Charlie Christian and Charlie
Parker, as well as that of Sonny Simmons,
Prince Lasha, ‘Don Cherry and Ornette
Coleman. If Coleman is currently its
strongest player, Bland is its vocal flagship
and his band a remnant of those spunky
territorial bands. ’

The Southwest tradition also helps clarify
the inevitable comparison of Bland with
B.B. King (inevitable given their early
association, Bobby’s sincere bows to King,
and the fact that between them, double-
harnessed, they have drawn the carriage
of modern blues), for King, unlike most
of his Memphis cohorts, leans toward
Mississippi. You can hear it in his harsh,
ringing stridency, the unwavering urgency,
the sameness of songs which sometimes
seem arbitrarily lopped from one giant
gamey salami, and in his sour blackbread
sound as contrasted with Bland’'s whole
wheat.

If King has defined the character of
urban blues, Bland finds the definition

too narrow for his don't-fence-me-in Texas
approach. For Bobby, the blues are in-
dividual pieces of music, many shapes and
hues, whether savage, swinging, pensive,
plaintive, shouted or softspoken, or an
undercurrent which can swell to swamp a
ballad. Traits of the sturdy, blues-inflected
tradition to which he belongs. The sound
of the Southwest is never stronger than
when Bland opens out, band rearing up
behind him. For one who's lived in North
Texas, it can recall the taste of jube jubes,
pecans toasting in a big flat pan, old men
called Cap'n, the caned seats of parlor
cars on the “Katy” (M-K-T) line, and
towheaded Texan youth in crinkle-crepe
shirts popping fingers to “nigger music.”

Any account of Bobby Blue Bland must
culminate with a live performance, all
ingredients come together—people, band,
and Bobby. Last March, Bland had a one-
week engagement in neutral territory, the
Plugged Nickel, a jazz club on Chicago’s
tourist-trodden Wells Street, the seam
between the Northside native quarter and
the atmospheric Old Town residential sec-
tion.

I arrive 11:30 Saturday night, find the
door locked, affixed with a hastily made
sign: the club is filled but the door will
re-open for the one o'clock set. A chill
night, people waiting outside. Inside, at last,
place crowded with black people of all
admissable ages, descriptions, combina-
tions. And a few young white men clearly
of the brotherhood James Bey claims
‘“used to daydream of hitch-hiking to Hous-
ton to see if Dzondria Lalsac (who writes
liner notes for Duke Records) is as wild
as her name.” A quartet on stand, holding
the customers at bay until arrival of the
star. They operate out of Tulsa under the
name Ernpie Fields Jr., Inc. Fields is an
affable modern. tenorman doubling flute
and trumpet. Other stockholders are fluent
guitarist Odell Stokes, Miss Bettie Moore
—an organist with a ladylike but grooving
touch, and drummer Buster Peoples. They
do the restricted repertoire which goes with
the job. Miss Moore sings Go Away, Little
Boy anda stalwart Chain Of Fools, music-
ians leaning into mikes to deliver the
“Hooop!” punctuation a la Aretha’s record-
ing. They are jazz oriented; it might be
nice to hear them burn, but that isn’t
why they're being paid. The audience stirs
when the quartet is joined by trumpeters
Joe Scott and Shakey, and Peoples is
relieved by Bobby's personal drummer,
Hal Poitier. A bringdown to see the band
shrunk to six pieces, but Scott keeps the
sound starched and hearty, They jam,
veteran Shakey playing nimble jazz, then,
upon signal from Scott, jouncing into the
joyous, urging Turn On Your Love Light.

Bobby saunters to the stand, passes a
hand over one side of his process, sleek
as a Cadillac hearse, twits his nose, curls
his tongue, toys with the microphone cord,
then slikes Prez-like into the vocal; “With-
out a warning. . . .” It’'s as though some-
one had indeed lit a love-lamp. You can
feel body temperatures rise throughout the
room. Bobby glows like a party lantern,
eyes grand, smile pleased to be there.
Larry Kart, hearing a few Bland record-
ings, promptly hit upon a resemblance to
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Gene Ammons. Same robust sound, ability
to hug a ballad or blues to his chest while
dancing with it, the same open com-
munication with an audience. My table
partner, a dapper young gentleman, nods
at the start of every second or third tune,
confiding each time, “That's my favorite
song, man!” Bobby’s deep, touching I'll
Take Care Of You. These Hands. St.
James Infirmary. That's The Way Love Is.
The mighty I Pity The Fool, band shout-
ing at his shoulders; “Look at the people!
I know you wonder what they’re doin’.
They just standin’ there. . . Watchin’ you
make a fool of me”. THE FEELING IS
GONE, His great Ain't Nothing You Can
Do. The band rises up screaming—like to
tear your head off. '

A joy to watch Bobby’s way with
women. He is equally popular with both
sexes, a Clark Gable thing, but men are
more cool about showing it and the women
more fun to watch. Having brought my
lovely, soulful little wife Tuesday night,
she remarked she hadn’t realized how much
she had missed that kind of music, perhaps
thinking of courting days when we'd
rendezvous at a greasy spoon (Lord knows,
I've had my fill of speckled cafe coffee;
my plastic cup runneth over) where the
jukebox alternated Bland’s tremendous

Ain't That Loving You with Ammons’

Twistin’ The Jug. When Bobby went into
Save Your Love For Me, she melted away.
There's his manner, bashful boy playing at
being bold, and that voice, the kind of
voice which gently undoes their under-
things. The most gorgeous male sound
since Eckstine, yet more pungent, smooth
and lustrous as fine marcel but under-
neath and around the edges you can feel
the good natural nap, just as behind the
suave singer onstage in applegreen shawl-
collar outfit is the Bobby Bland between
sets in a cramped dressing room, sitting
in do-rag and underwear. Women work
with Bobby, urge him on, encourage his
innuendos, call out requests—not all of
them for songs. Stormy Monday. Bobby
drops to one knee before a fullblown gal
at a front table (“Sunday I go to church,
and I kneel down. . . .”). The woman at
the next table scolds, “You better be pray-
ing, down on your knees like that!” She
and her girlfriend, working-girls in their
late twenties, are out for a good time and,
gently juiced, are having it. Yet become
suddenly demure when Bobby comes into
the audience to work. Ending the set, he
pins them with Driftin’ (“Bye bye baby.
. ."). Bobby BLUE Bland. The blues
gather and thicken around him, Joe Scott
glancing about with impish eyes, the band
just ripping it up, Bobby throws his head
onto right shoulder to loose his politely
raucous squall. The blues come down.

I had a finish planned. Open up to
Bobby Blue Bland, I wanted to urge. Turn
on your love light. Call on him. He'll take
care of you. But a speech from the
woman at the next table unwittingly sum-
marized Bobby's appeal. Tugging my sleeve
to offer thanks and apologies for relying
upon me to light her.cigarettes all night,
she explained, “I believe in letting a man
be a gentleman,” adding, after a pause,
“and all things good.”
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written by Jeffrey and include some fine
pieces. On the up-tempo A. V. G. an 18-
bar form is used. Most of The Dreamer
is written in 3/4 but it has an up-tempo,
eight-bar 4/4 section. Green Ivan is no-
table for its good, fresh chord changes.

Jeffrey employs a Gibson Maestro at-
tachment, which allows him to play octave
unison lines. During Tears, on which he
turns in his most impressive playing, how-
ever, he works without the attachment. His
tone on this track is broad and smooth and
warm. It's a fairly unusual tone, and I
wish I'd been able to hear more of it. I
don’t want to sound like I'm against prog-
ress, but I don’t think Jeffrey employs the
Gibson device creatively on this LP and
I wish he hadn’t used it.

Anyway, in addition to producing a
pretty tone on Tears Jeffrey improvises
some melodically attractive lines; he seems
to be a fine ballad player.

On the other tracks Jeffrey plays com-
petently. His style seems to be drawn from
a variety of sources and he doesn't sound
to me like anyone else in particular. He
plays vigorously and is fairly inventive. At
times, however, as on 4. V. G., his work
doesn’t have good continuity.

Owens performs very well. He is one of
the finest trumpeters to emerge since Fred-
die Hubbard. His work here is inspired;
he improvises passionately, sometimes
violently, and plays fresh, meaty lines.

Cables’ playing is reminiscent of McCoy
Tyner's. His solo work is lucid, firm and
inventive, and he performs discreetly and
effectively in the rhythm section. On the
basis of his playing on this LP he appears
to be an intelligent, sensitive musician.

Ridley does a sound job in the rhythm
section. He solos thoughtfully, construct-
ing his spots solidly. —Pekar

Albert King I ——

LIVE WIRE/BLUES POWER—Srax _2003:
Watermelon Man; Blues Power; Night Stomp;
Blues at Sunrise; Please Love Me; Look Out,

Personnel: King, guitar, vocals; unidentified
rhythm guitar, organ, bass, .

Rating: % % %

This is a solid but unspectacular album
by one of the major blues players. He is
not in Riley B.’s ballpark, however; and it
is disconcerting to see the frequency with
which the Kings (B.B., Albert, Freddie)
are lumped together as peers. You can
make a case for Albert as a slightly better
country blues singer than B.B.; his voice
is richer, and he is typically less mannered
than B.B. But on guitar, forget it.

And Albert has been better on record.
There’s a lot of waste space, and the album
doesn’t really get going until the third cut.
The 10-minute Blues Power is broken up
by long, cliched raps to the audience (“. ..
eeeev-rybody has the blues . . .”’), and his
guitar work doesn't become interesting
until after the second such mini-mono-
logue. Even then, there are a couple aim-
less choruses, two choruses using the
slurred, held fifth as the focal point, a la
B.B., and finally, in the fifth chorus, some
individual and appealing figures.

There are, unhappily, only two vocals
on the set, Sunrise and B.B.s Love Me.
Both are good, and Sunrise, with its deep
country roots and sincerely conveyed mel-
ancholy, is especially fine. The two-chorus
guitar intro is also wonderfully mournful.
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The best cut is Night Stomp, set in a
churning tempo. On approximately every
other chorus, the first four bars are solo
guitar without rhythm, and King carries
those sections with great power. Some of
the phrasing is unique—so much so that
he loses the rhythm section on their sixth
chorus entry. Some lovely downward-
slurred chords along the way, and in the
eighth and ninth choruses he brings the
mood way down in the alley, picking quiet-
ly and sparsely with only bass and drum
backing. Good use of feedback in the last
chorus, and a sudden ending . . . pause
. . . big coda using a suspended chord.
Damn fine performance.

The dynamic contrast between the sev-
enth and eighth choruses of Night Stomp
is characteristic. It is one of King's best
tools, and he uses it frequently and nearly
always effectively. The programming on
the album is admirable, too: good tempo
variety, aided by a sympathetic rhythm
section. (Why no identification?)

‘But those who were awakened to King
by his last Stax LP, Born Under a Bad
Sign, are advised to sift through earlier
King sides, or to wait for the next, which,
one hopes, will have more vocals on it.
Be nice if this one sold well; King has
paid his dues. He's better than he shows
himself here, though. —Heineman

Freddie King ms—

FREDDIE KING IS A BLUES MASTER—
Cotillion SD 9004: Play It Cool; That Will

ever Do; I¥'s Too Late, She’s Gone; Blue
Sbadows; ﬁ'oday 1 Sing the Blues; Get out of
My Life, Woman; Hideaway; Funky; Hot Toma-
to; Wide Open; Sweet Thing; Let Me Down Easy.

Collective Personncl: Joe Newman, Melvin
Lastie, Martin Banks, tumpets; King Curtis,
David Newman, Willie Bridges, saxophones;
James Booker, Jerry lllinswonh. keyboard instru-
ments; King, guitar and vocals: Billy Butler,

ﬁ:uar_; Gerry Jemmott, bass; Norman Pride,

Rating: % % %

Blues have enjoyed a certain commercial
popularity recently with men like B.B.
King playing before large audiences of
young middle-class white people. Of course,
this is a welcome occurrence in that some
fine performers are getting more recogni-
tion.

However, it's unfortunate that some
bluesmen without a great deal to offer
have become popular while certain others
who are major figures deserve far more
attention. Magic Sam, for example, is one
of the best and most original modern blues
singers and guitarists around today, but
relatively few people are aware of his ex-
cellence.

Freddie King is another bluesman whose
work deserves far more recognition.

King has a rather unusual background.
He was born in Texas but moved to Chi-
cago where he got into the blues scene,
playing with Howlin’ Wolf, Muddy Waters
and Sonny Boy Williamson. He has also
enjoyed a certain amount of success in the
r&b field, recording some commercial,
sometimes gimmicky selections (which
were nevertheless often interesting) that
were aimed at r&b and r&r fans rather
than hard-core blues lovers.

King is mainly important as a guitarist.
He has, in fact, recorded a number of in-
strumental selections. His playing has
something in- common with BMB. King’s
but he is obviously his own man. A col-

lection of his work on the King label
(King 964) demonstrates that he was
deeply involved in experimenting with the
electronic characteristics of the electric
guitar some years ago. Some of his pierc-
ing high-note playing, in fact, indicates to
me that he influenced Mike. Bloomfield.
(In fact, after becoming aware of the
similarities in their playing I questioned
someone personally acquainted with Mike
Bloomfield who confirmed my belief, re-
marking that Bloomfield was familiar with
and influenced by Freddie's work.)

King is a fine technician and his playing
swings more than most blues guitarists’.
For this reason, jazz fans may dig him.

On this LP, King performs in small
band and big band contexts. The quality
of the selections varies quite a bit. I wish
I could say that this is the Freddie King
LP, but it leaves much to be desired. As
a matter of fact, the Freddie King LP
hasn’t been cut yet.

Some of the selections are novelty in-
strumentals; catchy but far from profound.
King's playing on them occasionally shows
that he's been influenced somewhat by
c&w music. '

The best tracks on the album are those
on which King sings and plays. He has a
big timbre and an adequate range and
sings with a fair amount- of grace and
flexibility. He's a tasteful, sometimes re-
laxed singer but he can shout powerfully
too.

His guitar playing on thése selections is
impressive, and his solos indicate that he
really knows what he’s doing. Unfortunate-
ly, he is sometimes badly recorded and
some of the bite of his playing is dulled
in the process.

The record industry should provide the
opportunity for a performer of King’s
stature to perform consistently at his best
throughout at least one LP. —Pekar

Blue Mitchell EEEST———

COLLISION IN BLACK—Blue Note 84300:
Collision in Black; Deeper in Black; Jo Ju Ja;

. Blue on Black; Swabilli Suite; Monkin’ Around;

Keep Your Nose Clean; 1 Ain't Jivin'; Digging
.'9" llbe Dirt; Who Dun' It; Kick 1t; Keep Your
)

ul.

Personnel: Mitchell, trumpet; Jack Remond,
Dick Hyde, trombones; Anthony Ortega, tenor
saxophone; Monk Higgins, tenor saxophone pi-
ano, organ; Jim Horn, Emie Watts, flutes; Al
Vescovo, puitar; Miles Grayson, piano, percus-
sion; Dee Ervin, organ, percussion; Bob West,
bass; Paul Humphrey, Jmms; John Cyr, percus-
sion,

Rating: % % % V2

The Soulful Strings EEEEEE—————

IN CONCERT—Cadet 820: Listen Here; 1
Wish It Would Rain; You're All 1 Need; Pa-
vanne: There Was a Time; Oboe Flats; I'm a Girl
Watcher; Claire de Lune; MacArthur Park.

Personnel; Lennie Druss, oboe, flute; Bobby
Christian, vibraharp; Phil- Upchurch, Ron Steele,
guitars; others unidentified.

Rating: %

Although the largest outlet for both
these releases will be the AM radio sta-
tions, they are radically different. Mitchell
has clearly aimed at making the Top 40.
More power to him. The longest cut on the
album is 3:38, however; why don't jazz
players get smart and put a couple singles-
oriented cuts on albums containing more
extended music that reflects what they’re
really into? The rock bands learned this a
long time ago.

The Soulful Strings sides, on the other
hand, will be played—if at all—on those









Alyce and Rhae Andrece, vocals.
Rating: none )

This music is serious, ambitious, com-
plex and abstract. It is, as well, music
which conventional jazz and rock reviewers
are likely to be ill-prepared to deal with,
utilizing as it does advanced harmonic
theory, microtonal theory, and other un-
familiar modes. Leonard Feather produced
and annotated the album.

I'm unmoved by most of it, but I'm not
at all confident of my ability to evaluate
it. Two things bother me chiefly. One:
most of the songs are sad-sounding—even,
I think, when they're trying not to be.
Two: the Andrece sisters have lovely
voices and can do all sorts of strange and

provocative things with them, but they -

either cannot or will not hit intervals
cleanly when they improvise. They slur,
slide and quaver, and some of those effects
are brilliant, but I don't hear the songs’
innards really being explored.

Hurdy Gurdy illustrates point one. The
thrust of Donovan's song is that the cess-
pool that is society may be rescued, on an
individual basis at least, by pure and un-
complicated love and joy, symbolized by
the hurdy-gurdy man. Yet the song is
voiced mournfully all the way through,
and the improvised vocal by one of the
sisters continues in that vein. Not until the
last chorus does the contrast between what
is and what might be come through; in
that chorus, the rhythm picks up and
propels the reference to the hurdy-gurdy
man. That contrast must be stated through-
out, I believe.

For me, Hex is the most successful track.
David explains on the jacket that it's based
on a group of six microtones. It's in 7/4,
which David characterizes as “an abstract
of a boogaloo rhythm”; the effect is similar
to that on Freddie Hubbard's Soul Surge.
It opens with some gay scat harmony by
the two chicks, then moves to a micro-
tonal vibes solo by Richards which I don’t
understand. That ends suddenly, and the
voices re-enter, one sister laying some
lovely dark counterpoint over a reprise of
the opening motif by David and the other
sister. The rhythm picks up, and there’s
an impressive build—one of the few places
on the album where rhythm is used as a
progressive linear force—but the ending is
something of an anti-climax.

Some other fine moments on the sides:
good cello work by Katz on Time Has
Come, a very attractive basso ostinato
underpinning on Sam, and fascinating
counterpoint by the sisters to David's
melody statement on Sound of Silence.

Mixolydian is the longest and most am-
bitious effort. It's a restructured transcrip-
tion of a section of Bartok’s Microcosmos,
and most of it is in a kind of trucking
1074 (or 10/8, maybe); the Sound of
Feeling is mxles away from the rhythmic
excitement Don Ellis can create in odd
time signatures, however. (Not surprisingly,
the personnel includes several Ellis alumni
and associates.) The best part of the cut
is the beginning: wonderful harmony be-
tween the two girls. Later, when David
and one sister hold one chord, and then
reprise the basic riff, the other sister im-
provises over it, but those improvisations
lack direction, though there are, as usual,
some startling and beautiful passages. (I'm

unfamiliar with the Bartok, and so I don’t
know how much of what is sung is direct
transcription.)

Some minor quibbles. David’s original
lyrics are preachy and often silly. Also,
there are three songs about silence—ad-
vocating silence—and if we take the lyrics
to Time Has Come seriously, what the hell
are these people doing singing and play-
ing?

But I have to return to my initial re-
sponses. The group calls itself the Sound

. of Feeling, and yet what they do is abstract

and highly intellectualized. It may be that
the ears of their audience and their own
skill and scope will grow larger, and their
name will be an accurate reflection of their
music. At the moment, it sounds to me in
large part like theoretical exercises. The
exercises are very well performed—they
bring off impossible harmonies with pre-
cision and grace—although the musical
settings Oliver Nelson provided on their
first album are richer than those here. The
Sound of Feeling is an important group,
but they don’t strike me as being essential-
ly about feeling.

I might be remiss if I didn’t say a word
about the physical aspect of the Andrece
sisters, irrelevant though that be to their
recorded work: wow. —Heineman

BY PETE WELDING

B.B. King, His Best—The Electric B.B.
King (BluesWay 6022)
Rating: % % V2
Ike and Tina Turner,
(Blue Thumb 5)
Rating: % % % 12
Otis Rush, Mourning in the Morning
(Cotillion 9006)
Rating: % % % V2
Buddy Guy, Left My Blues in San
Francisco (Chess 1527)
Rating: % % % %
James Cotton, Cut You Loose (Van-
guard 79283)

Outta Season

Rating: % % %

Junior Wells, Coming at You (Van-

guard 79262)
Rating: % % % V2

The great vogue for electrified modern
urban blues continues unabated, as this
batch of recent LPs suggests. In respond-
ing to the sudden demand for ever more
exciting, ever “new” albums of contempo-
rary blues, the recording industry has been
busily signing up just about every modern
bluesman capable of bending a note or
shouting a verse. The flood is upon us, and
more is yet to come.

By and large, B.B. King's Electric
BluesWay LP is disappointing. Chief rea-
son is the palpable lack of excitement, of
real commitment to the bulk of the 11
performances. The horn arrangements are
unimaginative beyond belief, very dated
in feeling, occasionally sloppy in execu-
tion, and contribute little. King himself
performs adequately but with little of the
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frantic, free and wide-ranging, but con-
trolled throughout. He followed with a
country-flavored melody, on which the solo
moved sharply toward hard blues-rock; the
next tune was also in that vein and in
about the same medium-rocking tempo.
The closer began in 3/4, moved to a hard
four, back to three, into a faster, lighter
four, then back to three again. Sharp, cry-
ing chording subsiding into some swift and
provocative lines; good Mroz solo, fine
fours between the guitarist and drummer.

The jam began promisingly. The head
the three guitarists agreed on, a bit sur-
prisingly, was an early and infrequently
played Coltrane line, Mr. P. C. Grimes
made the fast and slightly unorthodox
changes with ease, and there were mo-
ments of marvelous interplay. Coryell and
Martino provided the most sparks: their
sounds are just similar enough to make an
intriguing blend, but dissimilar enough to
produce some stimulating tension. How-
ever, there was no time spent on routining,
apparently, and there were long moments
when everybody comped, waiting for some-
body to jump in.

They ended by playing individual bal-
lads, with only each other and Mroz for
support, (Dawson had split.) Martino
played Funny Valentine, in single-note
lines for the first 24, chords the last eight;
Grimes did a poignant Whats’ New with
some nice paraphrasing; and Coryell, a
warm, refreshing ballad player when he
cares to be, took honors with I Can’t Get
Started—sobbing bent notes on the first
eight, then straightforwardly lyrical till the
last eight, when he got into a funky, bring-
it-home thing with Grimes and Martino
joining in, and everybody making some
groovy runs on the coda.

It whet the appetite sharply, but left the
audience feeling more than a bit empty.
But owner Lennie Sogoloft picked his tal-
ent wisely: Tiny is still here, still playing
and Coryell and Martino are two very
strong comers—who, incidentally, ought
to consider seriously a recording date in
tandem. —Alan Heineman

African Jazz Ensemble
City Springs Elementary School
Baitimore, Md.

Personnel: Mickey Fields, tencr saxophone; Donald

. Criss, piano; Jimmy Wells, vibes; Freddy Williams,

bass; Jimhimi Johnson., drums; Pasha, narration, vocals.

“Our story will trace the history of jazz
from the time they sent drum beats to
modern music,” explained Pasha, as the
band played Cantaloupe Isle in the back-
ground and about 250 grade school chil-
dren, most of them black, settled back in
their chairs in the auditorium.

“Jazz grew out of the beating of drums,”
she continued, “black men beating on a
hollow log. No one else in the world can
duplicate these sounds. People in Haiti
still make music this way. We are the de-
scendants of those people, the only people
who were not happy to come here.

“Drums were the big instrument of
black men. All the things they want to
express within them came through the
drums.”

This cued in Johnson’s solo, played with
mallets on tom-toms. An excellent drum-

mer, he seemed to be having a slow after-
noon; his usually crisp playing was some-
what muddy. Nevertheless, he built slowly
to a satisfactory crescendo, then subsided
as Pasha picked up the narrative.

“Black men have always made up songs
about their world and their life. But here
they had to learn a new language, English,
and a new religion, Christianity. They
made up spirituals, sorrow songs, and ju-
bilees, which were livelier. Spirituals de-
rived from the black man’s need to express
his sorrow, despair and hope.”

Pasha, trained in a church choir and no
stranger to spirituals, sang a few choruses
of Deep River and the band moved into
Twelve Bar Blues.

“Behind the sadness in blues, there's
laughter and strength. Perhaps that's what
makes people all over the world love this
native black music.” Of course, added
Pasha, “the blues could not exist if Afri-
can captives had not become Negro slaves.”

And so it went, up through ragtime
(When the Saints Go Marching In, with
the kids clapping—in unison!), Dixieland
boogie woogie, and modern jazz.

Fields, the strong man in the group, a
muscular but lyrical tenor saxophonist in
the Hawkins-Rollins tradition, blew hell
out of Ornithology. Vibist Wells, whom I
have also heard to better effect, ran the
scales in a solo distinguished mainly by
its lack of dynamics. Criss’ solo was ade-
quate. Bye Bye Blackbird featured Fields
on flute. It was followed by a fast Airegin
with Fields acquitting himself well on ten-
or, Wells perfunctory and Criss contribut-
ing a quiet but effective solo.

Impressions and My Favorite Things
illustrated the “sheets of sound” approach,
said Pasha. One, Two, Three a funky blues
in the rock and roll school, had the kids
finger-popping again, with two on the off
beat.

“Then came the period of changing
values. A period of convictions, of recol-
lections about the old pressures, ties, hu-
miliations and miscarriages of justice. A
period of soul-searching, a period of politi-
cal fervor, dynamic expression, individual
and communal. A period of complete
breakaway from all the conventional de-
vices that have made freedom an illusion.
A period filled with almost sacrificial fer-
vor toward causes that spell out the true
emancipation of the black man. This latter
period is the reality of freedom.”

Pasha sang Four Women which had a
great effect on the audience, and then
came an extended musical free-for-all, with
Pasha singing, Williams bowing and the
kids jumping out of their seats. This ended
the concert.

Pianist Criss, the leader of the group,
has assembled the music and commentary
(taken mainly from LeRoi Jones' Blues
People) into an effective concert form
that offers equal shares of entertainment,
education and social message. He and the
group, composed of some of the top jazz
players in the Baltimore area, have been
presenting the concerts in the, city’s public
schools since December.

“In think it's above their heads,” said a
teacher afterwards. But it clearly wasn’t
above their hands and that, as they say,
is pretty much where it's at anyway.

—James D. Dilts









MORE 5/4 SWING By Ed Shaughnessy

As in 2 playing in faster tempos, the double hi-hat beat (in this case on beats 2 & 3 also) is
confining, so treating the first three beats of each 2 measure as we did the waltz, we can play on
beat 2 and beat 5 with the hi-hat and have a more flowing pattern in 2, especially for faster playing.

The foot pattern alone would then be as below:

Basic Foot Pattern s : =

for Faster Beat K — = 5 = = 3 m
FrF T T
T 2 3 4 5 T 2 3 4 s

The student is reminded that in this fast tempo version of pattern A, we are still treating or

phrasing each 2 measure as the 3 beat plus 2 beat group. Thus the "final" cymbal beat will be the

same as when hi-hat was played on beats 2 & 3 & 5. Example below:

We are play- N5 Which is still
ing this pat- =% 3 s built on:
tern | ¢ T [
2 3 4 5
We develop the faster tempo pattern in the same way as the basic 2 pattern, 1
Fast Foot Pattern 55 Xl x| xl xl xl ﬂt‘ xl xl sc| *xL
with Straight Cymbal ~—% = i b4 = e =
Beat 1 =& 1 1
T 2 3 4 5 T 2 3 4 s
Fast Foot Pattern 5 Xl - )L xl :l Tcl A4 = = .
with Cymbal Beat P s — . = = Y — -
(simple) f | ¢ r ! | ¢ f |
> >
Fast Foot Pattern@ N5 )J i =% xl :l =T X TcL = x‘ x| X =
with Final Cymbal Z = 3 = —— ——
Beat : ‘ | « ‘ — T | I ) l ]
> >

If the student at any time is losing the feel of the 2 measure, it is because he has not played

enough of the basic foot pattern and should return to it for N

73
[ SR |

t:rj r - 1
more concentration. | | I |
>
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We now come to pattern as originally shown in the beginning of the i section.

based on a group of two beats plus three beats, as below:

This was

N

l So, we
s . evers <
ﬁj z — pattem:\:o geet i?. 7 = =< =
the basic foot 1 T f
| pattern B l | r | ]
1 2 1 3 4 5 1 2 3 4 5
PATTERN

It would be well to mention here that although it will suffice in general playing to have only pat-
tern developed, it would be the wise drummer who will learn to play pattern as well, since
fluency in a rhythmic pattern is only achieved by mastery, and equally important, pattern[B]maybe

more suitable to a rhythmic pattern played by the bass, piano or ensemble.

@ Bagic Foot Pattern )

.4
with Straight Cymbal ~ ~
Beat T

Basic Foot Pattern

with Cymbal Beat

(simple) l i | i

N

—TH K

N N N I AN S S B |
i S S S
SN N S e Y O N O O e
=

(3 Basic Foot Pattern e :J x|~ x1 :J xJ- xi:! xl xl- xl :J x]- x1 xJ n
with Final Cymbal Beat > i i :
*(see footnote) | [ ] l T r | |

1
|
The Pattern =5 which is TA_—EAHIJ:J:E

B] played is: — still £ —3
[ ¢ builton I r [
|

-

Fast Foot Pattern X

I |
—D -4 P4 2 P 2 b4 .
with Straight Cymbal = = X ry X e :
Beat B e B L
Fast Foot Pattern =5 xl xl )J JJ. ax xJ xl xj x‘ xl. xl xl '
with Cymbal Beat ——=X = n = ™ >
(simple) r r | [ | | i | [
* Fast Foot Pattern _3_5_2.!_2:_2! xl xlo :v:i :J :J xJ- xLxl X y! -
with Final Cymbal =% = >4 3 % < —
Beat T 1| r — % F i ? i 3

¥ Here too, the "final” cymbal beat {s only one of many possible combination.

(Excerpted From “New Time Signatures in Jazz Drumming”. Used by permission.)
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ELECTRONIC MUSIC:

AN INTRODUCTION

By Chuck Lishon

ELECTRONIC SOUNDS and instruments affect
today’s music in many separate areas. Be-
fore we can investigate any of these, we
must draw some guidelines and set up a
basic working vocabulary, give you ex-
planations rather than definitions, so that
you may have a better understanding of
electronic instruments, how they work and
their applications.

Electronic organs, pianos, etc. fall into
the category of fixed pitch instruments,
and electronic stringed instruments such as
guitars and electric basses fall into a sec-
ond category that we will pass over for
the moment.

In the organ, a series of oscillators set
at a fixed pitch cause a tone to be pro-
duced at various frequencies, thereby cre-
ating a group of tones that form the
range of the instrument. From this, you
can see that an oscillator (or series of os-
cillators) is the heart of an electronic key-
board instrument. An electronic oscillator
is a device capable of generating a variety
of wave shapes over a frequency range that
covers the entire audible spectrum. These
wave shapes, which may take various
forms, are the result of the distribution
of the harmonics relating to the funda-
mental frequency, and enable us to imitate
the characteristic qualities of known acous-
tical instruments and create new sounds
which have no counterpart in an acoustical
instrument. The oscillator may generate
any one of the four basic wave types of
which all sound as we know it is com-
posed. The first and simplest wave form
is the sine wave. Viewed on an oscilloscope,
it looks like an “s” on its side. It is pure
tone, has no overtones or harmonics, and
consists of pure fundamental pitch.

A

Instrumental sounds that occur naturally
and have primarily a pure sine wave are
very difficult to find. The closest example
would be the sound of a tuning fork after
the initial sound of attack or the transient
note (definition of transient note to fol-
low) has died away, or the sound of a
flute, which very closely resembles the
pure sine wave form.

The triangular wave form, when viewed
on a scope, looks just like its name and
has a very reedy, clarinet-type quality.
There are, however, contradictions to these
rules and our explanations are meant to
be a basic foundation for understanding,
not a course in physics or theory. The
triangular shape contains only odd har-
monics, which we will discuss later.

The sawtooth wave contains all har-
monics, even and odd, to infinity, and

by proper conditioning, it can imitate
most acoustical instruments. As a raw
tone, the sawtooth wave form closely re-
sembles a stringed instrument sound.

The square wave is a particular case of
rectangular wave form and is also a basic
reedy sound that contains only odd har-
monics. The more asymmetrical the wave,
the richer in harmonics the wave shape
becomes. The rectangular wave is one of
the most flexible of the wave forms and
may be changed and conditioned most
effectively.
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Let us now clarify some of the terms
we have used. Remember that a musical
tone consists of a series of acoustical
vibrations recurring in a cyclical pattern
of fundamental frequency which determines
the pitch. The shape of the wave form
carries in itself the information that makes
it recognizable as belonging to a particu-
lar instrument. So it is that we associate
a recurrent sine wave with the sound of a
flute. The square wave is a basic clarinet
sound, and the sawtooth wave shape is that
of a stringed instrument. Noise, however,
is a series of random acoustical vibrations
not occurring in any organized pattern or
sequence. Theoretically, many things that
occur in our everyday world that we re-
gard as noise may actually be regarded as
having musical value, though I am not
wholly in agreement with the existing
definitions and explanations in this rela-
tively unexplored area.

In actual music, tone and noise are
combined into a musical form of expres-
sion. This expression is usually perceived
by the ear in the form of a pitch or series
of pitches. A pitch or note consists of a
fundamental tone and overtones or har-
monics, which determine the quality of
that note. The fundamental is the lowest
or main frequency produced by a tone
generator. Overtones accompany the funda-
mental frequency and are not necessary
in an exact multiple of the fundamental
frequency. Harmonics are a particular
kind of overtone and occur at twice or
three times, etc. the fundamental fre-
quency. (Example: A frequency three
times the fundamental will be called the
second overtone but will also be called the
third harmonic.) A harmonic is an over-
tone, but an overtone is not necessarily
always higher in pitch than the fundamental
frequency. In addition to the fundamental
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