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Today, with so many trumpet brand names 
to choose from, so many claims being made for each 
and yet so many in short supply, it is even more 
important than ever before that your choice be a 
considered one.

The expedient could be costly in terms of 
musicianship, damage to your reputation.

That’s why, especially among as dedicated, 
discerning, and knowledgeable a body as professional 
artists, we encourage you to let the Kings speak 
for themselves.

With over 75 years’ experience perfecting the 
most desirable mechanical and musical character
istics of the trumpet - brilliance, smooth valve 
action, response, and intonation — we welcome 
comparison without qualification.

We’re that sure of our design, our engineering, 
our craftsmanship. So sure, in fact, we encourage 
you to tell us if any of our instruments fail to live up 
to the King tradition of excellence.

Briefly stated, we are convinced the overall 
performance of the King trumpets and cornets 
speaks louder, clearer, and with greater authority than 
the most famous brassman you can name.

Listen, please.

Speaks for itself 
with even greater authority 

than the most famous 
brassman you can name.
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KING
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33999 Curtis Boulevard, Eastlake, Ohio 44094 
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Exclusive Distributors of King Instruments and Accessories, Benge Trumpets/Cornets. DeFord Flutes, and Manhasset Music Stands
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On Philadelphia International RecordsB andTapes

Monk Montgomery

of the Best Big Jazz 
Band Award issued by 
down beat magazine, 
a new, innovativealbum, 
Potpourri,” featuring 
TheO’Jay’s“Forthe Love 
of Money.” And from Monk 
Montgomery, hailed as the 
greatest jazz bassist of 
ourtime, a newalbum 
titled “Reality,” featuring 
'Bump De Bump” and 
‘Me & Mrs. Jones.”

Jazz is moving, to 
Philadelphia International.

Illi 
• 191

What’s jazz doing in a 
place like Philadelphia? 
Forthat matter, why 
are three of the world’s 
greatest jazz musicians 
recordingfor Philadelphia 
International, a hit 
R&B label?

First, jazz (with R&B 
added) is doing just fine 
in Philadelphia, where 
MFSB emerged as the 
country’s hottest big band.

Second, Thad Jones 
& Mel Lewis and Monk 
Montgomery have indeed 
signed with Phi la- / 
del ph ia International,/ 
the country’s hot- / 
test label. /

From Thad /
Jones & Mel j
Lewis, thewinners"\^

including-. i
Me And Mrs. Jones' Bump De Bump 

Girl Talk I Sippin' And Tippin | CloseXour F ace

o,. "’c'ua



Everything 
you’ve always 

wanted to 
learn about 
mouthpieces*
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12 Doc Severinsen: "Doc Takes Issue," by Lee Underwood. The band leader who 
keeps you awake each night with his orchestrated blasts on The To
night Show unveils the personage behind the bright horn and comic postures. 
Doc ruminates about his childhood days in Oregon, his years on the big band 
circuit, and his willingness to blow choruses with anyone around.

14 Thad Jones: ". . . Conducts an Interview,” with Arnold Jay Smith. Big bands are 
back on the scene in a most contemporary vein thanks to arranger-musician 
Thad Jones. Now it’s time to discover the mind behind that master band.

16 David “Fathead” Newman: "King of the Texas Panhandle," by Michael Cuscuna. 
After a long apprenticeship behind the likes of Ray Charles, Herbie Mann, 
and innumerable studio musicians, the Texas tenor player finally has launched 
a solo career of his own.

17 Record Reviews: Santana; Santana/Alice Coltrane; Jose "Chepito” Areas;
Sam Rivers; Kenny Burrell; Joe Farrell; Bill Evans; Cornell Dupree; Stanley Cowell;
Yusef Lateef; Robin Kenyatta; Syreeta; Minnie Riperton.

25 Blindfold Test: Dizzy Gillespie.

26 Profile: Bruce Fowler, by Lee Underwood. David Amram, by Arnold Jay Smith.

27 Caught: Rick Wakeman, by Marv Hohman.

28 How to bone up on slide-horn changes, by Dr. William L. Fowler.

29 Workshop: "Alternate Positions," by Tom Malone. "Blues Scale," by David Baker.
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36 On The Road
36 City Scene

*and didn’t know 
who to ask

Cover Design: Kelly/Robertson

president & editor 
Jack Maher

associate editor 
Ray Townley

education editor production manager
Dr. William Fowler Gloria Baldwin

circulation manager
Deborah Kelly

publisher
Charles Suber

assistant editors 
John Litweiler 
Marv Hohman

contributing editors: Michael Bourne, Leonard Feather, Eric Gaer, 
Jon Hendricks, Charles Mitchell. Herb Nolan, Robert Palmer, 
Patricia Willard, Herb Wong.

The man to ask is Vincent Bach, the only 
one who knows so much about the subject. 
He has designed over a hundred different 
mouthpieces. He explains it all in his Em
bouchure & Mouthpiece Manual. This free 
book includes an 11-page essay that dis
cusses every aspect of mouthpiece design 
that can help the performer choose wisely. 
This is followed by a descriptive list of the 
137 most widely used Bach mouthpiece 
models, prescribing the best choice for 
every problem and every player from a 
lady cornet soloist in a church ensemble to 
a circus band musician who specializes in 
the high register. A list like that is bound 
to include the one best mouthpiece for 
you. Send us the coupon, and you will be 
well on the way to finding it.

BACH, Dept. D.Box 310, Elkhart, In46514 
Please send me a free copy of Vincent Bach’s 
Embouchure <& Mouthpiece Manual
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q star as big as 

all outdoors!
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Involvement in performance, workshops, 
many-media, and more. Your choice can bring 
the arts alive for you at the GVSC 
Community Arts Center of Thomas Jefferson 
College, 226 Bostwick, N.E., Grand Rapids, 
Michigan 49502. Write today for details.
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The LP conga’s 
built to perform. 
Sure, it looks good 
but we concentrate 
mostly on the things you 
can’t see. Things that 
really make a difference. Like —

■ STEEL-REINFORCED SHELL — another LP exclusive 
Drum will not go cut of shape!

■ SELECTIVELY-REINFORCED FIBERGLASS SHELL 
for maximum strength, minimum weight. ____ ,R,

■ HEADS, hand picked by experts.
■ OVERSIZED, PRELUBRICATED TUNING LUGS 

for extra long life.
■ THREE SIZES to meet every need (11", 11%", ^/z").
■ WIDE SELECTION of finishes.

LATIN PERCUSSION^
L P.O. BOX 88 . DEPT. DB • PALISADES PARK . N.J. 07650

the first chorus
By Charles Suber

etween copyrights and your rights lies a 
Catch 22 dilemma.

Composers and publishers are joyful about 
the provision of the proposed new law that 
would extend a copyright for “the life of the 
last surviving author and fifty years after his 
death”. Great! That leaves money for at least 
one wife, the kids, and estate lawyers. But 
look—in vain—for any provision of the law 
that would help keep the tune alive 75 to 100 
years, or even until the next June moon. 
There is no legal obligation on a copyright 
holder to keep the tune in print—or even to 
print it at all.

The law, since 1909, calls for a lead sheet 
(melody line) to be on file in the Copyright 
Office to establish originality. The new law 
proposes that the filing of a “phonorecord” 
(disc or tape) of the tune is sufficient.

Neither the old nor the new law allows 
parity between "Arranging and Adaption” 
rights and “Recording Rights”. This means 
that once a tune is recorded, then anyone is 
permitted to record his version as long as a 
royalty is paid to the copyright holder. The 
arranger gets no royalty; arrangements are 
not copyrightable.

Here comes the Catch.
No one is allowed to offer for sale and per

formance an arrangement without specific 
written permission of the publisher—and if 
he doesn’t allow it, no-how. So you have a 
situation where anybody can record any 
copyrighted tune but nobody can print it for 
study or performance. How, then, does a tune 
get to be a standard and stay alive long 
enough to put the author’s grandchildren 
through college if there are no copies to play?

Oh, there are ways—all illegal. You can 
buy a fake book—with hundreds of copy
righted melody lines—and thereby commit a 
heinous crime, as most music majors are 
forced to do in order to learn enough tunes to 
earn a living.

Another way is to “borrow” a chart from 
somebody and heat up the facsimile machine. 
And that’s a no-no subjecting the copier to all 
kinds of penalties.

Or you could search your dealer’s dusty 
bins for a yellowed copy of a Warrington 
stock, a dansette folio, or the Best of Dave 
Pell.

Under the present and (probable) future 
system, the chances of your being allowed to 
study or play any of the golden oldies, with
out breaking the law, are negligible. Ironical
ly, the composer and his licensees who have 
done the most forceful lobbying for the new 
law arc sewing up their own pockets. (If you 
don’t want the money, think of your poor 
grandchildren’s dilemma—all because old 
granddad wouldn't accept a royalty for some
body else arranging and printing his music.)

Who is likely to solve the problem? The 
legislators? They listen only to the squeakiest 
wheel and nobody is squealing. The AFofM? 
The union is concerned with getting some
thing for its rank and file but neglects the ar
rangers who are also “Dear Sirs and Broth
ers". The broadcasters? Their license does 
not provide tribute to live musicians.

What can you do? Learn what it's all about 
and make a loud noise.

Psst, wanna buy a fake book? db
6 □ down beat



Tributes To Harry
When Harry Carney’s name is mentioned, 

anyone who knows the true history of 
American music should feel deep 
appreciation and gratitude. For 50 years, 
Harry was the acknowledged master of his 
instrument, the baritone sax. His extraor
dinary talents were responsible for the 
sound of the Ellington Orchestra. To 
Duke, he was a pillar of strength and com
fort. I don’t think that any musician in the 
business has been so deeply respected and 
loved by his fellow musicians as was Harry. 
He would always find time for people who 
came to see him. He was the man who 
would tell you the title of that last number 
and where the band would be playing next 
week. And when you said goodbye to 
Harry, you knew that he would always be 
glad to see you the next time around. He 
will live on in our hearts because he was so 
good and kind to all of us.
Montreal, Can. Father Gerald Pocock

As a fan of Harry Partch’s music, I was 
upset to hear he had passed away. I was 
glad and a little surprised to read a final 
tribute to him in your magazine (I really 
didn’t think you’d do it).

Being primarily a percussionist, 1 was 
fascinated by his musical instruments. 1 
never had an opportunity to meet him, but 
I was fortunate enough to study with one of 
Mr. Partch’s disciples, Danlee Mitchell, at 
San Diego State.

Thank you for printing a much deserved 
tribute to a beautiful composer and a bril
liant musical innovator.
San Diego, Ca. Mike Brand

New Cheers
I have been a down beat reader for 15 

years. Your October 24 publication is 
among the best issues released during that 
time. Being able to savor articles on 
Herbie Hancock, Keith Jarrett, and Gerry 
Mulligan in one issue was a rare treat. 
However, you forgot to include The Pris
oner (Blue Note 84321) in your Hancock 
discography. This album is a must for any 
Herbie devotee since it exposes a side of his 
arranging that is seldom heard.
Albany, Ca. Guy John Cavalli

Five stars to Charles Mitchell on his Buddy 
Rich Caught in the Oct. 24 issue. It was the 
most honest review I’ve ever read in down 
beat and that spans a 15 year period! 
Milwaukee, Wis. Dennis R. Hendley

Raw Jeers
In response to John Klemmer (Oct. 

10): I’ve heard your records and it’s ob
vious that you’ve learned a great deal from 
Trane and others of the so-called “giants of 
the past.” But one thing you have not learned 
from them, or anyone else, is humility. 
This is one of the qualities that separates 
great artists from schmucks like yourself. 
Huntington, Ky. Peter Beck

It really irks me when such a lame player 
as Herbie Mann puts down a Segovia or a 
Julian Bream. Who ever told him he can 
play? Sure, he sells a lot of records, but so 
does Alice Cooper. He has a lot of nerve 
comparing himself to Bird or Miles.

So “there really isn’t a tenor player at 
the moment?” Is that so, Herbie? I 
wonder if Sonny Rollins, Archie Shepp, el

al. know about this. I know you’re laughing 
all the way to the bank, Herbie, but 1 think 
you’re full of shit and that you can’t play. 
Winnetka, Ill. Eric Schneider

I feel that it’s time someone exposed the 
typical vice of these shallow post-Coltrane 
tenor critics (re: Kriss, Oct. 24, con
cerning Barbieri’s Yesterdays). Just because 
Barbieri is a virtuoso of the tenor saxophone 
and sometimes utilizes dissonant energy 
(which Trane, of course, popularized), 
some Philistines insist that he is derivative 
of Coltrane. In reality, it is the dilettantish 
ears of these type-writers that are “dominated 
by the towering memories of Coltrane.”

A want of subtlety and delicacy seems to 
be a prerequisite for journalists. They lack 
the artistic sensibility to experience the 
uniquely classical pathos of Gato. 
San Diego, Ca. Nelson Pallemon

B.V.D.s For Jarrett
The interview with Keith Jarrett was as 

inspiring as his music. There is truth in 
Keith’s warning about identifying with 
music and finding a place in one’s pockets 
to store great moments. From time to time, I 
want to hold on to my great moments too, 
but I can’t, since my pockets are too 
full. Therefore, every so often I must take 
myself to the cleaners. I’ve found Jarrett’s 
music to be such strong detergent that often 
my pockets become not only clean, but 
empty, and I find myself sitting around in 
my underwear. A musician can get a lot 
done when he’s down to his underwear. 
Tell Keith I’ll pay the bill as soon as I find 
my pants again, since there was some 
change left in them.
Los Angeles, Ca. Rick Benny

“BECAUSE I AM THE PEOPLE OF CONN.”
That’s Mr. Bennett’s message to you. His 
88-H gives him a special kinship to Conn. 
And that makes him part of Conn.
Mr. Bennett is a man devoted to his work. 
Not just teaching music, but building 
programs. As Supervisor of Music for the 
Deerpark School District outside of Houston, 
John has been a major contributor to big 
city music programs.
His instrument... the trombone. His choice 
...the Conn 88-H. And that’s not unusual. 
The 88-H is one of the most popular 
symphonic trombones made. This is the 
“famous” 88-H. Famous, because it truly 
has earned an unmatched reputation among 
excellent students, teachers, band directors,
semi-pros and pros.
For those who don’t know, the 88-H is a Bb, 
F-E trombone, with more than 35 features 
including: F rotor mechanism; E pull, plus 
7th position permitting complete chromatic 
range to pedal Bb; and red brass bell for 
darker sound and greater projection.
It’s a pleasure to have John Bennett in the 
Conn crowd with his 88-H. If the “bone” is
important to you, try one. Now it’s your turn 
to join the Conn crowd.am
616 Enterprise Drive
Oak Brook. Illinois 60521 (312) 325-7080



SAUSAGE, SAUERKRAUT AND JOE HENDERSON

Albert Mangelsdorff Gunter Hampel
The ’74 German Jazz Festival at Frankfurt once again provided a 

panoramic view of the German jazz scene. Founded in 1953, the 
world's oldest regularly occurring jazz festival receives its subsidy 
from the Hessonian radio and TV network. This year’s event pre
sented 147 musicians and 14 groups in four concerts. Nine of the 
featured groups were newcomers, a fact which was the most en
couraging aspect of the festival. There is a rising generation of 
younger players in Europe; new groups like Virgo from Wiesbaden, 
Dyzan from Heidelberg, and Key from Cologne consist mainly of 
students, yet are on almost the same level as any competent Euro
pean professional band.

। In Germany, as anywhere else, the old masters are still reigning 
| in the person of such musicians as trombonist Albert Mangelsdorff, 
tenor saxists Klaus Doldinger and Hans Koller, pianist Michael 
Naura, and multi-instrumentalist Gunter Hampel. Viennese Koller, 
who was voted German Musician Of The Year back in 1954, now 
highlights a young violinist from Poland, Zbigniev Seifert, who is 
every bit as remarkable as his countryman Michal Urbaniak or 
France’s Jean-Luc Ponty.

Germany has always been the main European country as far as 
free jazz goes. Of course, the festival also includes rock, rag, be
bop, and assorted exotica, but no other nation sports as many free 
players. One of the foremost of these free formers is Gunter Ham
pel. Even years ago, Hampel was admired for his daring and sensi
tive soloing on instruments as diverse as vibes and flute, bass clar
inet, and piano. As of late, Gunter has developed into one of the 
more prolific composers on the contemporary scene, penning light, 
resilient themes with original melodies. Hampel has an affinity for 
the higher notes—flutes, vibes, the higher registers of the piano 
—with some of his interwoven lines sounding like birds singing. 
His Galaxie Dreamband includes four German and three American 
musicians, among them Perry Robinson, who is one of the few clar
inetists to appeal to younger audiences. Another American in Ham
pel’s band is altoist Allen Braskin, who sounds like a Birdlike 
Konitz by way of the '70s.

As is fitting for the times, there was an ample supply of 
jazz/rock. The German scene has a truly convincing blues singer in 

Inga Rumpf, who effectively combines contemporary American and 
European styles. The festival's best rock group, however, was 
Pork Pie, led by the fantastic Dutch keyboard man Jasper van't 
Hof, featuring American saxophonist Charlie Mariano and Belgian 
guitarist Philip Catherine (who used to play with Jean-Luc Ponty). 
Although Mariano is 51-years-old and hails from the bebop gene
ration of the late '40s and '50s, he has made a smooth transition 
into today’s music, assimilating Indian ragas that stand in appeal
ing contrast to Jasper’s liking for Dutch folklore. As a keyboardist, 
Jasper is in the same category as electric pianist-organist- 
synthesizists like Jan Hammer and George Duke.

The Frankfurt Festival's most successful presentation came from 
Klaus Doldinger, who put together a special "Jubilee." Doldinger 
has been part of the scene since 1953, and to celebrate his 20th 
stage anniversary, he surrounded himself and his Passport group 
with several world stars—among them, British blues guitarist 
Alexis Korner, American tenor saxist Johnny Griffin, and British or
ganist Brian Auger. Klaus cleverly integrated all the musicians into 
the "Jubilee” set, making it a festival high point. Passport's bassist 
Wolfgang Schmid sounded like a lower register Jimi Hendrix, em
ploying all kinds of electronics in a virtuoso fashion.

H
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Charlie Mariano Joe Henderson
The festival also included more "Meetings” conclaves, encom

passing jazz, flamenco, Arabian Bedouin, and Indian classical 
music. This "Jazz Meets the World” format has always been dear 
to the German fans. The best of these meetings was the Noon In 
Tunisia set, which united four Bedouin musicians and five jdzz 
players under the direction of Swiss pianist George Gruntz, as as
sisted by Tunisia's leading music authority and flutist Salah El 
Mahdi. The four Arabs (whom this writer had discovered in Tunisia) 
used zoukra (the old oboe-like horn of the Sahara caravans), 
mezoued (a kind of Arab bagpipe), nai (the North African flute), and 
lots of assorted percussion. One of the musicians participating in 
the Tunisia-cum-jazz marriage was tenorist Joe Henderson, who 
first heard the combination a couple of years ago in Stuttgart, and 
liked it so much that he jumped at his first opportunity to join in.

—joachim ernst berendt
—translated by helmut bredigkeit

Fall releases from Columbia 
include the following: Borbolet- 
to, by the reconstituted San
tana; Streetlife Serenade, by pi
anist Billy Joel; Nightbirds, La- 
belle; Evergreen, Booker T. (of 
MG’s fame); All The Faces, 
Buddy Miles; Brujo, New Riders 
Of The Purple Sage; and Every
thing You Know Is Wrong. Fire
sign Theatre.

•
Blues singer James Cotton 

and his band have signed a new 
contract with Buddah Records, 
with a new disc titled 100% Cot
ton slated for the near future.

•
New York-based Strata-East 

Records has changed its ad
dress to 156 Fifth Ave., New 
York, 10010. Upcoming releases 
from the label are: The Eighth 
Wonder, by trombonist Dick Grif
fin, with support from Sam 
Rivers and Cecil McBee; a set 
from Keno Duke's Contem
poraries; and Two Is One, 
featuring former Thelonious

Monk tenor saxman Charlie 
Rouse.

BASF’s fall product features 
Feel, a new album by key
boardist-Mother Of Invention 
member George Duke; a session 
from George Shearing and the 
Amigos; some fancy guitar work 
from Baden Powell; and yet ano
ther disc highlighting percus
sionist Airto.

•
Deodato’s latest, Artistry, 

is his second under the MCA 
logo. Other notables from the la
bel include: Odds And Sods, a 
collection of unreleased tracks 
by The Who; an Elton John 
Greatest Hits package; and a 
pair of Shelter waxings spot
lighting Mary McCreary and Don 
Preston.

•
The ever-pressing vinyl ma

chine at Warner Brothers adds 
these to its expanding catalog: 
Verdon Fleece, Van Morrison; 
Waitress In A Donut Shop, by 

surprise star Maria Muldaur; Pa
per Money, Montrose; another 
reissue of old Beach Boys mate
rial, this time including Friends 
and Smiley Smile; The Good 
Earth, Manfred Mann's Earth 
Band; War Child, Jethro Tull.

•
John Lennon's Walls and 

Bridges looks like his most suc
cessful album in a long time. 
Other stuff that Capitol is cur
rently smiling about includes: the 
second album by Cockney 
Rebel, charmingly tagged The 
Psychomodo; the first all-instru
mental album by guitarist Leo 
Kottke, called Dreams and All 
That Stuff; and a new outing by If 
entitled Tea-Break Over-Back 
On Your 'Eads!

Essential Esoterica: Cali
fornia-based Tulip Records has 
issued another in its series of 
vintage "remote" broadcasts. 
The latest Tulip features a side 
each of the Woody Herman and 
Harry James orchestras, as they 

were back in 1944 .. . Ragtime 
pianist Eubie Blake has issued 
two new recordings under his 
EBM label, the first a live re
cording of himself, the other a 
premier set by Blake discovery 
Jim Hession.

English keyboardist Nicky 
Hopkins has been signed to a 
long-term contract with Mercury 
Records, his new album having 
been set for December release. 
Hopkins has been a studio 
mainstay for the past eight 
years, working with such groups 
as the Rolling Stones, the 
Beatles, Jeff Beck, the Kinks, 
and Jefferson Airplane.

Erratum: On page 15 of the No
vember 21 issue, we mistakenly 
captioned a photograph of 
Charlie Parker and Leonard 
Feather. The award presented to 
Bird was for winning the 1950 
db Readers Poll, not the Interna
tional Critics Poll.
_____________ db
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Maestro makes 
your acoustic guitar electric, 
your everyday sax electric, 

your captivating keyboard electric, 
your garden-variety drums electric, 

your classic violin electric, 
your down-home banjo electric, 

your bright brass electric, 
your fluttering flute electric, 

your merry mandolin electric.

The point is, Maestro Transducer Pick-Ups can 
make almost any instrument electric. And because 
they pick up sound energy instead of vibrations, 
they give you the purest, cleanest fidelity you can 
imagine. No leak. No hum. No buzz. No kidding.

If you'd like to make your acoustic anything elec- 
trie, look to Maestro, the largest producer of sound 
effects equipment in the world.

For more information on these amazing little 
transducer pick-ups, write Maestro, 7373 N. Cicero 
Ave., Lincolnwood, Illinois 60646.

mae^ro
A product of Norlin Music. Inc 
7373 North Cicero Avenue. Lincolnwood. Illinois 60646



MORE ELLINGTON CHANGES

Mercer Ellington
Harry Carney's chair in the 

Duke Ellington Orchestra is now 
being occupied by Maurice 
Simon, a veteran musician from 
Los Angeles. Simon moved from 
one of the tenor chairs, which 
has since been taken over by 
Ricky Ford, a 20-year-old Sonny 
Rollins-inspired performer from 
Boston Conservatory of Music.

Jimmy Maxwell, best known as 
a trumpeter in the Benny Good
man band during the swing era, 
and who was heard with the El

lington brass section in Bermuda 
last summer, has come back to 
the band temporarily. Also in the 
trumpet section for recent dates 
have been Dave Berger, who is 
described as an avid Ellington 
student by Mercer Ellington.

Mercer himself has been play
ing intermittently. Cootie Wil
liams, the band's senior citizen 
(he joined in 1929, left in 1940, 
and has been back since 1962) 
again departed in September, 
due to the effects of bursitis. 
Mercer is confident that Coot 
will return and that the trumpet 
section will comprise Money 
Johnson, Williams, Barrie Lee 
Hall, and James Bolden. The 
trombone section currently lists 
Vince Prudente, Art Barron, and 
Chuck Connors, the bass bonist 
who joined in 1961.

Mercer's 28-year-old son, Ed
ward Ellington II, has been play
ing guitar in the band. Mick Mc- 
Gettigan, the teenage French 
horn player introduced by Duke 
last year, has been dropped.

Plans are currently in the 
works for the Ellington Orches
tra to tour Japan next spring, 
with a European jaunt tentatively 
to follow. —leonard feather

WEATHER REPORT 
HUNTS VOCALIST

In what has to be one of the 
suprise moves of the year, 
Weather Report has decided to 
"enhance their versatility" by 
adding a vocalist. Having been 
in the forefront of electronic jazz 
throughout the three and a half 
years of their existence, the five 
man outfit feels it is time to 
broaden their approach.

Co-leaders Joe Zawinul and

Wayne Shorter have instructed 
manager Bob Devere to search 
for qualified vocalists who think 
they could fit in with the Weath
ermen. Any young professional 
singer who feels that he or she 
would be suited to work with the 
band should send a resume, pho
tograph, and a tape to Weather 
Report, Port Washington, Long 
Island, New York.

FINAL BAR

Russell Has New Concept
Composer/arranger

Russell has formed
George 

Concept
Records so that he can retain 
better control and ownership of 
his own music. George has al- 
ready issued two recordings on 
the label, with more set for the 
near future.

Listen To The Silence is a 
work for orchestra and chorus 
that combines spoken text with 
music. The second album fea
tures Russell's Othello Ballet 
Suite, including the composer’s

performance of an original organ 
sonata.

Upcoming releases are a sin
gle album sextet version of Elec
tronic Sonata For Souls Loved By 
Nature (once available on Flying 
Dutchman) and an album made 
up of some of Russell's older 
pieces, to be called Stratus- 
phunk. The records are available . 
from New Music Distribution 
Service, 6 West 95 Street, New 
York, N.Y. 10025.

Earl Mason, well-known pianist and sideman in the 1940s and 
'50s, died in Chicago on September 2, 1974 after a brief illness.

After graduation from the Milwaukee Conservatory of Music in 
the 1930s, Mason received his first encouragement from band
leaders Andy Kirk and Luis Russell. His reputation grew in the AOs 
as he began accompanying the great singers. He worked various
ly with Billie Holiday and Billy Eckstine. His longer stints were with 
the Louis Armstrong and Earl Hines big bands. In the flick New Or
leans starring Lady and Satch, Earl had a feature part.

In the '50s, he was an active studio musician in Hollywood 
with John Scott Trotter, Bing Crosby's bandleader during that 
singer's heyday. Earl left a legacy in the person of his daughter, 
Mari Jo Johnson. Ms. Johnson is an active and familiar personality 
in the jazz community of New York City. She is currently Adminis
trative Director of the New York Jazz Repertory Company. Her ef
forts in that direction helped the NYJRC get its inaugural season 
off the ground. —arnold jay smith

potpourri
The Percussive Arts Society 

has set December 21 as the offi
cial “Day Of Percussion.” The 
event will begin at 2 PM (imme
diately following the Midwest 
Clinic luncheon) and will be 
held at the Chicago Hilton in 
downtown Chicago. Anyone at
tending the Clinic is cordially in
vited to stay through Saturday 
afternoon and attend the ses
sion. The winner of the Society’s 
composition contest will be an
nounced and various perform
ances will be given. Sessions 
will be held in the Hilton's Inter
national Ball Room and admis
sion is free.

•
A newly syndicated jazz radio 

show called Swinging With Lew
is K. McMillan is being offered to 
colleges by New York-based 
Geo-Lyn Communications. The 
program features McMillan, a 

jazz writer and historian, in a se
ries of interviews and musical 
samplings with such artists as 
Buddy Rich, Dizzy Gillespie, 
Mary Lou Williams, Teddy Wil
son, and Jo Jones. Programs 
are available in 15- and 30- 
minute segments, with each 
show to include a sampling of 
the artists' music, musical back
ground, and views on jazz.

New Orleans Jazz Museum 
director George Finola recently 
took his cornet and band out 
into the Gulf of Mexico for the 
first in a series of jazz cruises. 
Veteran guitarist Danny Barker 
and his blues-singing wife Blue 
Lu Barker also joined in for the 
affair.

•
New Label News: Motown 

Records has decided to enter 

the country and western market, 
via the formation of its new Mel
odyland label . . . Manticore 
has also reached a distribution 
agreement with Motown and will 
soon sever relations with the At
lantic people. Manticore headlin
ers include Emerson, Lake & 
Palmer and a variety of other 
English-based rock acts . . . Phil 
Spector, fully recovered from his 
near fatal auto accident of a 
year ago, has established his 
own new label, Warner-Spector. 
A custom line to be handled by 
Warner Bros., the label will reis
sue titles from Spector’s defunct 
Philles Records in addition to 
new product . . . And Ringo 
Starr, ex-Beatle, is following the 
lead of George Harrison by 
forming his own company, to be 
called Ring-0 Records. Starr 
has reportedly entered into an 
agreement with Polydor for En

glish distribution and will proba
bly hook up with Capitol for 
stateside affairs . . .

Chart-topping Chicago will 
headline a New Year's Eve TV 
special. Set for November 26 
taping in Los Angeles, the sup
porting cast will include the 
Beach Boys, Herbie Hancock, 
the Doobie Brothers, and Olivia 
Newton-John.

•
Pop jots: The Alice Cooper 

group has “permanently” dis
banded, Alice forsaking his mu- £ 
sical grotesqueries for the lure o 
of a movie career . . . The fine | 
English band King Crimson has c 
also called it quits. Their five- ° 
year career recently concluded 5 
with a nationwide tour during I 
which a live set was recorded, g
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FENDER HAS HIRED
A FLY BY NIGHT TALEHT TO TELL YOU WHEH TO 

CHAHGE YOUR ELECTRIC GUITAR STRIHGS.

You see, we figured that lots of 
nice folks get headaches trying to 
remember when they last changed 
their Fender electric strings So. we did 
the only thing a fine, upstanding, public 
service-minded company could do. 
We hired this fly-by-night talent to help 
you out

Old Mr. Silvery Light himself has 
promised to flash a full moon precisely 
every 28 days And after a ton of testing, 
we came up with a quickie guide to 
how often (in moon time) you should 
get a new set of Fender electrics

Change your Fender electric 
strings every full moon, if you play your 
guitar between 6 and 8 hours a week.

Change every two full moons, if 
you play between 3 and 4 hours a week.

Change every three full moons, if 
you play less than 2 hours a week

Now. if you're accustomed to 
changing strings only when they pop 
(shame, shame) or when you can't 
think of anything better to do. you might 
wonder why we suggest re-stringing 
your trusty electric so often. The answer 
is iron-tired strings. Every time you

play, even the creamiest strings take a 
beating. They begin to lose perfect 
tonal quality. Oh. the loss is slight. 
Negligible to ordinary ears. But then 
musicians ain't got ordinary ears. So. if 
you're a stickler for perfection, go on, 
spend a few bucks on new Fender 
electric strings And keep your takes 
perfect.

There you have it. The whens and 
whys of the incredible Fender "change 
your electric strings by the light of the 
moon "guide. Practical, yes. But, there's 
another aspect. The full moon that

brings out the wolf in werewolves and 
romantics, that turns tides and influ
ences horoscopes, ought to be able to 
do some powerful things for your 
music. Yessiree. So. watch for our 
Fender man-in-the-sky to flash a full 
moon.

Fender Guitar Strings are made by CBS 
Musical Instruments. Battle Creek. Mich



1 he snappy Tonight Show ritual has be
come the Bedtime Story for all of America: 
outrageously draped and garbed. Doc Sever- 
insen zings the band through the opening 
theme (composed by Paul Anka), and then 
wheels, bows with affected Arabic humility, 
and awaits the Mighty Carson jibes.

Of a pink shirt bedecked with hundreds of 
feathers, Carson asks, “What happened? You 
run into an exploding chicken?" Or, of a 
suede and satin Western outfit, "I wouldn’t 
wear that to fondle Randolph Scott’s saddle 
horn!”

Harmless, even boring, badinage? Perhaps. 
But from the Tonight Show launching pad and 
its slick, sleek format, Carl Hilding Severin- 
sen, 47, has developed his own 11 piece 
group, the Now Generation Brass, complete 
with six singers called Today's Children.

He performs every weekend on college 
campuses, in Vegas show rooms, at state 
fairs, at football coliseums, or even for mas
sive chain-store openings. He also appears 
regularly as a guest soloist with major sym
phony orchestras across the country, perhaps 
his most cherished activity.

In short: his sequined suits, his mock- 
Arabic bows, his dazzling trumpet playing, 
and his silky words for Jalapeno Bean Dip 
thrust Doc Severinsen nightly into the bed
rooms and barrooms of over 12 million 
people, who reward him with their love, their 
envy and over S500.000 a year, more than 
three times his Tonight Show salary.

The man behind the success, however, is 
far from complacent, jaded, or aloof. He’s a 
country boy who has made it big by fighting 
for his personal and artistic freedom every 
step of the way.

He wrestles almost daily with musicians, 
critics and laymen who denigrate his total 
commitment to music of all persuasions. “1 
don't understand why the symphony people 
want everybody to play symphony, and the 
jazz cats don’t want to know anything but 
jazz, and they all hate country & western. It's 
like they're all drawn up into little camps,” 
Doc protests. "I don’t see that, not at all. 1 
mean, music is the universal language. You 
can't do that in music, just cram it into little 
boxes. 1 consider myself unadaptable to any 
cubicle. The one thing I’ve tried to do is 
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make my music relative to everybody."
He was born July 7, 1927, in the tiny 

mountain village of Arlington, Oregon. His 
father was a dentist, but the Depression 
thundered. “We were poor. We had ice cream 
maybe once or twice a year. I never went 
hungry, but, man. I'll tell you. we ate a lot of 
bean soup. We had a radio, but we were so far 
up in the hills that there was no decent recep
tion. We couldn’t afford a record player, and 
even if we could, we didn’t have enough 
money to buy records to put on it.”

Nevertheless, music filled the house, for 
“Little Doc’s” dentist-father, “Big Doc,” was 
also a fine musician. “He learned enough cor
net to teach me, but he was primarily a classi
cal violinist, and that’s the way he tried to 
teach me music. He was very particular and 
very meticulous. We’d practice ’til I almost 
had a nervous breakdown.
“I'd go to contests . . . and, of course, in 

those days there was none of this stuff that 
everybody’s wonderful. You got First, 
Second, Third, or Go Home, which is the way 
it should be now. Everybody’s getting praised 
when they really don’t deserve it. That’s just 
not helpful to anybody. My father was a per
fectionist, however, and for that reason he 
was a good teacher to have.

When he was 16-years-old and took his 
first job as a professional musician, “Little 
Doc” learned that music was also a business, 
a lesson he has always remembered. “I didn’t 
go down there to play for nothing, and they 
didn’t expect me to. They said, ‘We’re paying 
you a certain amount of money, you wear a 
tuxedo, and the job is from so-and-so to so- 
and-so.’ I’ve never said that 1 was not doing 
this for a living, and 1 don’t say it now.”

After winning many state and national 
contests as a cornetist and trumpeter, Doc 
hopped on the big band circuit, working with 
Charlie Barnet, Ted Fiorito, Sam Donahue, 
Tommy Dorsey. Benny Goodman, Noro 
Morales, and Vaughn Monroe.

The big band era matured, flowered fully, 
and then died, its “lack of imagination“ being 
one of the major reasons. “It got to be like a 
bunch of guys in soiled suits, slumping down 
in a bunch of chairs, with a half-assed 
interest, just waitin’ for their solo to come up, 
and if they all happened to get whacked out 
at the same time they’d play some really ex

citing ensembles. But that’s not the way the 
big bands used to be.

“One thing you'll find underneath every
thing my band does—under the singing, the 
humor, and the tunes—is solid, professional 
musicianship. I don't think you should ever 
make compromises to do anything.”

In 1949, when he was 22, he joined NBC as 
a staff musician with Skitch Henderson’s 
orchestra. The Tonight Show was still a local 
show with Steve Allen as host. When Jack 
Paar took over, Doc and many others left, re
turning during the post-Paar year of fill-in 
guest hosts. Skitch made him a member and 
assistant conductor (“for whenever he wanted 
to get away”) in 1962. Then Johnny took 
over, and he became the leader in 1967.

During his years of NBC studio work. Doc 
also joined the Getzen Music Company as a 
consultant and clinician, an activity he still 
enjoys when time allows. It was a P.R. job for 
Getzen and their musical instruments, but 
Doc turned it into a great deal more than 
that, as he travelled across the country to 
high schools and colleges, presenting clinics 
on trumpet techniques, and performing as a 
soloist with the stage and concert bands of 
each school. He still loves it.

As a boy, the one thing he wanted to do 
was play the trumpet, but later he developed 
the itch to become a bandleader as well. He 
formed his own sextet, winding up in the 
lounge of the Las Vegas Sands Hotel playing 
jazz.

That particular gig was a major turning 
point in his life.

“We’d go out and play and get a lot of real
ly very warm ho-hums. Then they’d bring out 
a line of bare-chested broads riding bicycles, 
and the place would go mad!

‘Hmmm,’ I said. ‘You got to have a gim
mick.’ I would look around that town to see 
what was making it—what could 1 do with 
music. 1 mean, it doesn’t do me any good to 
go bare-chested.”

With a burning desire, not only to make a 
living, but to reach out and touch a wider au
dience with his music as well, he formed a 
group of musicians and singers “who could 
put on a concert and a show all at the same 
time." So the Now Generation Brass with To
day’s Children was born.

The Now Generation Brass consists of a 



rhythm section, and a frontline of two trum
pets, two trombones, and two saxes. There 
are six singers (including his daughter, 
Nancy), “because the lyrics are important to 
a lot of today’s music.”

The musicianship is unquestionable—all of 
the players are Tonight Show band members 
—and the vocalists are “pared down to six 
really good singers.” The whole thing is 
staged, and Doc even sings!

“Just because you’re playing a horn is no 
reason to be ashamed or self-conscious about 
singing, and yet musicians are the most self- 
conscious bunch of guys you’ll ever meet. 
You put ’em within their own confines, and 
they’re probably the funniest, most extrovert
ed people you’ll ever find. But when you all 
of a sudden open up the curtain and let 
people look, they turn right around and go 
right down into themselves. I like musicians 
who expand! Exude! Anyway, I sing for two 
reasons: 1 enjoy it, and I can rest my lip.”

With his fierce conviction that music is 
meant for universal appreciation. Doc covers 
the entire spectrum of genres: he plays Chuck 
Mangione’s The Hill Where The Lord Hides, 
Leon Russell’s Song For You, Roger Miller's / 
Believe In The Sunshine, and Jimmy Webb’s 
Psalm 150 (arranged by Don Sebesky). He 
also performs his own current hit that he co
wrote with Mac Davis, “a stone country and 
western song called Stop And Smell The 
Roses.”

“Then we do a thing of Paul Anka’s called 
Jubilation that he wrote a couple of years ago. 
Mike Barone wrote us a chart on that you 
won't believe! We got a bebop lick to open 
with the band playing unison. (Scat sings, fast) 
Be-do-dee-del-biddle-diddle-diddle, bee- 
doo-bee-do-whaaaaa-bam! I mean, when we 
get through with that, we might as well take a 
bow and say good-bye!”

Doc also performs Rodrigo’s Spain from 
the Concierto De Aranjuez, The Way We Were, 
arranged by Tommy Newsome, and a put-on 
comedy piece called The Spoons Number, in 
which they all play spoons. And then “ we 
turn the guys loose for about 20 minutes to 
jam on Malagueña. We can play this concert 
at state fairs for the farmers and at colleges 
for the kids: we cover the entire gamut, and 
they love it!”

I asked Doc what it would take to get a 2-5 
minute shot of either the Now Generation 
Brass or the Tonight Show band on television 
every so often. He replied: “I couldn’t ima
gine what it would take. I’ve pushed for it 
and I think a lot of times there are intentions 
to include a band number, but then somethin' 
will go wrong. I mean, we have a lot of guests 
who make a lol of preparations. They come 
here, and then they still don’t get on. It’s just 
the way the show runs.”

Although he has experimented with the 
wah-wah pedals, the Echoplex, the 
multivider, and amplification, Doc wants to 
wait until he knows what he’s doing with such 
devices before he presents himself electroni
cally. As for the band, “We have a new 
machine we’re tampering with now, a very 
sophisticated version of an Echoplex. We’re 
also going to try to use a gigantic phase
shifter for the whole band.”

Ziggy Elman was the first trumpet player 
he ever saw or met, “and naturally I was im
pressed.” When Doc joined Charlie Barnet’s 
band, he met and became friends with Clark 
Terry, who was also a rookie. “Clark took all 
that Carnival of Venice stuff I'd been doing to 
win state-fair contests, and put it to work in a 
way I absolutely could not believe.”

Concerning his other influences, he says 
“everything by Dizzy Gillespie is tops, as is 

everything by Freddie Hubbard, and almost 
everything by Miles Davis.” Contemporary 
musicians Chick Corea and Herbie Hancock 
“are getting a lot more respect than they used 
to, but not enough lo suit me yet.”

And of Mahavishnu John McLaughlin, 
Doc exclaims, “God almighty, what a player 
he is! He’s communicating directly with that 
audience out there—not pandering to them, 
but communicating. There's something in the 
tone of what he does that eradicates the in
visible curtain between him and the audience. 
It’s something unseen that goes back and 
forth between them, and he gets a great re
ception. What is that? 1 don’t know.”

Because communication is supremely im
portant to Doc, he is gratified thal farmers, 
collegiates, and young and old alike respond.

But not everyone loves it, and there’s the 
snake in the alfalfa. Although thousands of 
people flock to his concerts and Doc is wide
ly respected among many musicians and 
critics, often winning or placing high in ma
jor magazine jazz polls, there nevertheless re
mains a widespread group of detractors who 
sneer at virtually everything he does.

The jazz purists look at The Spoons 
Number, take il seriously, and accuse him of 
doing a Lawrence Welk bit, “when all it is, is 
a fun put-on! Like when Elton John or I wear 
those outfits, it’s a whole trip, a spoof!”

“Just because I'm successful, you see, he felt I was selling out. . . 
Well, where was he when I was playing at the Apollo Theatre in 1949 or 
'50? Or when some black guys and I got run out of a diner in Jersey, 
being chased by a redneck chef with a meat cleaver?”

Many musicians and critics of both classi
cal and jazz predilections accuse him of sell
ing out, of “going commercial.” And some 
of the public who are accustomed to his tele
vision image assume that because he is 
famous, he must be cold, distant, or aloof.

Doc’s greatest war over the years has been 
against negative, narrow and cynical think
ing, the kind that deflates positive action and 
reduces the spirit of affirmation to a squint. It 
hurts Doc, and it makes him furious.
“I’ve come close to so many people with 

my music and clinic conducting,” he said, 
somewhat confused, “that it’s difficult for me 
to accept that some people might assume that 
because you’re on a television show that 
you’ve changed, that you’re not a swell per
son anymore, or that you’re inaccessible, or 
that you have no desire to be their friend.

“I mean, I still practice at least two hours a 
day. I’m just as interested in music as I ever 
was, and I’m just as willing to help young 
players as ever.”

Doc shifted uncomfortably in his cush
ioned armchair and rubbed his mustache. 
“And what would they base a sense of aloof
ness on? I think it’s all hollow assumptions. I 
mean, if I get ten or 20 letters a day from kids 
asking for detailed instructions about how to 
do such-and-such on the trumpet, it tells me 
two things: first of all, there’s no way I’m go
ing to have time to answer those letters: 
second, that there’s a teacher within probably 
a 100 mile radius of home who could do just 
as well for them. But that would entail actual
ly going there and doing something about it, 
instead of writing a letter. It’s easier to write 
a letter, and then blame me if 1 don’t answer 
it, than it is to go to the high school band 
director and say, ‘Hey, coach, I’m havin' a lit
tle problem.’ ‘Oh, really? Well, let’s look into 
it. Have you thought of practicing?"

Still puzzled, but more heatedly concerned. 
Doc continued. “As for chops, as for playing 
out there on that stage, sweating and in touch 
with the people, I do concerts every weekend, 
only instead of trying lo get across to 300 
people in a high school gymnasium. I'm try
ing to get across to a few thousand people, 
and make music a broader presentation.

“And if there’s any trumpet player that 
really feels I’ve diluted my music to reach a 
wider audience, then let him get out his trum
pet and come on over, and we’ll play some 
duets together. We’ll find out about that.

"Or don’t they ever go to any of my sym
phony concerts?” Doc asked, the anger rising 
in his eyes. “I play with the Chicago Orches
tra, the Cleveland Orchestra, the Amarillo 
Orchestra—I’ve played with the big ones and 
the little ones, and I am not playing pop 
classics or orchestral arrangements of pop 
tunes.

“I absolutely insist that the first half of the 
program has to be classical music. I have 
Concertos I and // of Worley’s and Concerto 
by Lovelock that I play regularly. And if any ” 
trumpet player wants to have a long weekend g 
for about 20 minutes, let him try them.

"It’s strictly a classical presentation. 1° 
mean, there’s no shuckin’, you can’t blame it “ 
on anything. It’s right there on the paper. I § 
challenge anybody to find anything musically 8

Ed McMahon secures Doc for great leap 
over Snake River Canyon
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kJ ome of the guys got there 40 minutes early. And then we had 

to wait an hour before the overtime session in the studio ended.” So 
began the success story of a big band that was to survive nine years of 
one-nighters—or more precisely, a one-nighter—in the hard 
economic times of the late ’60s and early ’70s. (And, in the process, 
bring the musical stature of big bands into the present age.)

The name of the band tells the story of their success: the Thad 
Jones-Mel Lewis Orchestra. Mel, “The Tailor,” drives the band with 
ease and aplomb, while the forceful Thad stands out front directing.

“Mel and I made a few phone calls to some of our friends. They 
called some of their friends, a chain phone call thing, and we ended 
up with more than we had bargained for. And they all showed up, 
plus some who just heard about the gig.” The auspicious stirrings 
were heard one Monday night (New York’s traditional musical off- 
night) at the granddaddy of cellar clubs, Max Gordon’s Village Van
guard.

At their recent ninth anniversary at the club, Thad, looking out at 
the usual jammed house, quipped, “You probably have your names 
engraved on the chairs by this time.” What was started as a lark, or a 
studio band at best, has turned into the proverbial institution that 
draws fans from outlying musical fields. Joni Mitchell was there to 
share champagne and cake (replete with candles).

Recently, Thaddeus Joseph Jones, the middle brother sandwiched 
between Hank and Elvin, sat down and discussed at length his per
sonal musical background, both as a well-respected trumpet-fluegel- 
horn player and as an exceptional arranger-composer for big bands 
and orchestras.
Jones: What influenced my playing the most was Louis Armstrong’s 
sound. I’d always been attracted to the brilliant sound of the trumpet, 
but I’d never had a personality to really set on until him. His was the 
clearest sound I’d ever heard: right up until the time Pops was unable 
to play as well, he maintained that real brilliant sound. So, naturally, 
I got interested in the sound of the trumpet, which is as important as 
what you play on it.
Smith: Was he the first trumpet player you really heard?
Jones: Well, I have to include some other people, too. At the same 
time, I was listening to the radio a lot, and the bands were all on the 
air. The radio was sort of a family listening hour for us. We used to 
hear groups like Washboard Sam, who was an entertainer with a band 
of his own. One of them was Duke Ellington back in 1929, when he 
was working at the Cotton Club. I heard Cootie—I was very strong 
for him—Rex Stewart. Then there were Claude Hopkins, Earl 
Hines—but that sound Armstrong got was so compelling to me. 
Cootie and Rex may have come from him. and that’s why I liked 
them so much. Style wasn’t what I was interested in: I’m talking 
about the kind of projection that the horn has itself, and my feelings 
about it.

Ellington represented something to me like the end of the rainbow, 
the musical prodigal.
Smith: Where did the music come from in your family? Did each 
brother influence the other? Hank is the oldest—did he play first, 
and so on?
Jones: There’s something that happens when you’re exposed to good 
music at an early age: you become very discriminating in what you 
listen to. We were very fortunate to be exposed to some really, really 
good music. There wasn’t any Mickey Mouse stuff. There were very 
sound bands, and each one had a standout soloist on some instru- 
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ment. For instance, Claude Hopkins used to feature a trumpet player 
on a piece, I think it was Little Boy Blue. He would hold a note for 
maybe four choruses, just hold it, and in those days that was a phe
nomenal thing. I'm sure he was into circular breathing. I never could 
get his name. (Ed. note: probably Jabbo Smith.) Being exposed to good 
things made you strive to do good things. It gave you a standard.

We had two older sisters. The oldest played violin, and the next 
oldest to Hank played piano. She was the first one I was exposed to 
musically for any length of time. Hank took his first lessons from her 
teacher, also. She later changed her name and became an opera sing
er. I had a different sound in my head, a trumpet. Elvin came along 
and he heard drums. These are the instruments we started with and 
the ones we stuck with. No other ones.
Smith: That’s unusual, isn’t it? Don’t most jazz musicians play some
thing in addition to their main ax?
Jones: A lot of musicians have studied some piano; they make it a 
point to get that keyboard harmony. A good 75% of the musicians we 
hear today are college trained, and you must take piano courses 
there.
Smith: Do you think you have influenced others?
Jones: To some degree in my writing, yes. As far as playing is con
cerned, I don’t consider myself overwhelming, like Freddie (Hub
bard), Miles or Dizzy. I consider myself a competent player who has 
moments of greatness, going beyond yourself, beyond the immediate 
present, away from yourself.
Smith: Does it come from within all the time?
Jones: Yes, it must.
Smith: Take Don’t Get Sassy, on which you don’t play. It does dig in; 
doesn’t it make you want to blow?
Jones: No. I think you get totally involved in the music, and then you 
become part of something else. You are part of the music—you are 
no longer standing back, looking objectively at it, picking out what 
you want. You become immersed—it and you are one.
Smith: How do you write music? Are there certain voicings that you 
want to hear? Or do you concentrate on the piece from moment to 
musical moment?
Jones: Subconsciously I have a total idea of what I want to say mu
sically. I try to write il as I’m building a house, adding as I go, maybe 
bypassing one section and coming back to it, rather than go from lev
el to level. I try to give a total picture. I have no idea what it’s going 
to sound like. All I’m interested in is putting it down and al least pre
senting the idea.
Smith: After completing a composition, do you ever suddenly realize 
you’ve inadvertently featured the brass sections, favoring your own 
instrumental bent?
Jones: A lot of times it works oul that way, but I think it’s following 
the natural lines of an arrangement. You’re going to have some highs 
and lows; you’re not going lo have any highs unless you use the brass 
—that’s the power section. It’s like a three-way light switch: you’re 
not going to have it up to its highest all ihe time. But you must let the 
music go where it wants to go. If it calls for that, then that’s what it 
must do.

I don’t favor any one grouping of instruments. I’m trying to create 
different voicings, sounds, combinations of instruments. One thing 
should be made prelly clear: anything that’s written will sound good 
if it’s played right, for what’s written. I’ve played some of the worst 
music in ihe world, but if you give it a conscientious effori you can



give a little more than what’s written down. Put a little of yourself 
into it, and automatically that note comes out sounding a little bit 
better. I was on the CBS staff, and some of that music was not of the 
best quality, but you have to make something of it if you arc to justify 
your being there.
Smith: Your first major solo with Basie was on the April In Paris hit. 
How did it come about?
Jones: The arrangement was by Bill Davis, the organist. It was very 
peculiar, and humorous. We did 23 or 24 takes, and everybody was 
just exhausted. Norman Granz was not satisfied—he’d say, “Let’s 
take a break and try another.” We were into overtime. I thought I’d 
played some pretty good solos, but somehow nothing took. So I 
thought I’d have a little fun on the next one, and that’s when the Pop 
Goes The Weasel quote came on (laughs).
Smith: It made you a perpetual request artist, and made Basie his first 
big hit in 20 years or more.

What do you look for in your own playing? Self-satisfaction, public 
acceptance, what?
Jones: I look for a form of contentment. I don’t consider myself an 
instrumentalist, though at times 1 feel I could stand up with anybody 
and not embarrass myself. I try to meld in a communication bag with 
the people I’m playing with, to be able to have a happy and free in
terchange of ideas with the group. Nothing forced or pretentious, just 

an open and giving relationship. That’s a lot more creative than indi
vidual effort. It’s like forming a chain of hands, reaching out to 
people.
Smith: What do you look for when hiring a musician?
Jones: I don’t think any person is less important than the person he is 
working with. You look for competence, technical facility: they’ve 
got to be able to play the music. But you look for the person who also 
gives it his own personal touch—takes it away, gives it more, so it’s 
not just a note but a revelation. He expresses it with all he has in him. 
Smith: Do classical musicians approach it differently?
Jones: They strive for more technical excellence, more brilliance. 
The jazz player uses that technical facility to further his expression. 
Classical musicians are trained to follow directions; jazz musicians 
are trained to instantly change directions if need be.
Smith: What about the combinations: classically trained jazz mu
sicians like Brubeck or Previn, or others in brass like Don Sebesky or 
Bud Brisbois?
Jones: It still holds true. Would you say Andre Previn is the pianist 
that Chick Corea is?
Smith: No, of course not—at least not consistently.
Jones: It’s a different attitude. I know a good many jazz musicians 
who play the classics. But I don't know that many classical musicians 
who can sit down in a band and get the same things out of it.

“I look for a form of contentment. . .
It’s like forming a chain of hands, reaching out to people. ”

SELECTED JONES DISCOGRAPHY
Soloist Period
DETROIT-NEW YORK JUNCTION—Blue Note 1513
THE MAGNIFICENT THAD JONES—Blue Note 1527, 1546 (2 LPs)
MOTOR CITY SCENE—United Artists 4025
THELONIOUS MONK: FIVE BY MONK BY FIVE—Riverside 305
With Count Basie Orchestra
THE BEST OF BASIE—Roulette RE-118 (2 LPs)
ECHOES OF AN ERA—Roulette 102 (2 LPs)
APRIL IN PARIS—Verve 8012
WITH JOE WILLIAMS—Verve 68488
With Pepper Adams
MEAN WHAT YOU SAY—Milestone 9001
Thad Jones-Mel Lewis Orchestra
PRESENTING—Solid State 18003
WITH JOE WILLIAMS—Solid State 18008
LIVE AT THE VILLAGE VANGUARD—Solid State 18016
MONDAY NIGHT—Solid State 18048
CENTRAL PARK NORTH—Solid State 18058
CONSUMMATION—Blue Note 84346
POTPOURRI—Philadelphia International KZ33152

Ahad Jones came to New York with the Basie band in 1954. The 

trumpet section included Joe Newman, Reunald Jones, Wendell Cul
ly and himself. The reeds were Ernie Wilkins, Charles Fowlkes, Mar
shall Royal, the Franks (Wess and Foster), Henry Coker, Benny 
Powell and Bill Hughes; the rhythm section was Basie, piano, 
Freddie Greene, guitar, Eddie Jones, bass, and Gus Johnson, drums. 
That was an explosive collection of talent, rivalling the '30s Basie 
band, but some say the next Basie organization was even better. “The 
big change came about when Sonny Payne and Snooky Young 
joined,” says Thad, “and Joe Williams joined the band.” Joe pro
pelled that band to new heights with his vocal hits. Every Day 1 Have 
The Blues, All Right. OK, You Win, Roll’Em Pete, and gave new life to 
old Jimmy Rushing favorites Sent For You Yesterday and Goin' To 
Chicago Blues.

“All of the pieces came together. There was a camaraderie.” To 
solidify the reeds, Eddie “Lockjaw” Davis replaced Wilkins, who 
continued to write arrangements for Basie. "Wess moved to alto when 
Ernie left, so we had two altos (Royal was the other), two tenors 
(Jaws and Foster) and Fowlkes’ baritone.” It also produced a new 
contract with Roulette Records—those sessions are still available— 
and new arrangers.
Jones: (talking about his earliest Basie days) I was a free spirit. 1 wasn’t 
writing then—my whole life was dedicated to playing. 1 wanted to 
solo, having played only in small groups. Reading was no problem; I 

| wanted to fit into the band. We hadn’t developed or gelled until 
Snooky, Sonny and Joe. We spent most of our time on the road “get- 

o ting ready,” you know. Then they joined and, smash, it was gone.
Smith: Whose book was it when "Jaws” joined?

uj Jones: Ernie Wilkins was our main writer. Frank Foster and Frank
> Wess were writing, and I began to give a few things from time to

time. Basie even had some outside writers, though he didn't really 
need them: he could have gotten all he needed from the band. Neal 
Hefti contributed a little. Manny Albarn, Johnny Mandel, even Nel
son Riddle.
Smith: Really! I didn’t know that. Who were your best writers, brass 
or reed players?
Jones: I always liked Ernie's and the two Franks' stuff. Ernie was 
turning things out faster than Basie needed them.

(Ed. note: The new' Roulette contract produced two standouts right 
out of the box. The first was Basie, with the famous atomic bomb cov
er, and the second was Basie Plays Hefti. Standard Basie fare from 
that period includes The Kid From Red Bank, Whirly-Bird, Li’l 
Dartin’, Cute, and the blazing trumpet pas de deux for Thad and Joe 
Newman, Duet. Of the latter, critic Barry Ulanov stated, “The pair
ing of mutes, growls, and a dozen different manipulations of trumpel 
sound makes for brilliant jazz. This is the cool, relaxed, modern 
equivalent of the exuberant Tootin' Through The Roof that Cootie 
Williams and Rex Slewart did for Duke Ellington in 1939.”) 
Jones: 1 consider Joe Newman one of the finest and one of the most 
thoughtful people 1 have come across in my life. In addition, he is 
truly a great trumpet artist. I was always learning from him. What 1 
admired was his remarkable consistency: to this very day. I have nev-
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Fathead
Newman:

King 
of the 

Texas Panhandle

by Michael Cuscuna 

lexas saxophonists and New Orleans pian

ists not only represent styles that are strongly 
geographic and transcend eras and idioms, 
but they produce music that paradoxically 
appeals fully to both the mind and the body. 
As for Texas saxophonists, David Newman is 
one of the best.

David Newman also fits into that elusive 
category, the musician's musician. He is a 
master craftsman and a superstar among mu
sicians of all genres, although his public fol
lowing is proportionately small. Recently, his 
audience has been growing rapidly, and soon 
the scales will be balanced.

I have known and loved Newman's music 
for many years, but did not meet him until 
some two years ago at a recording session, 
where he was overdubbing solos for a group 
called Black Heat. He was genial, yet shy and 
serious. He carried himself with dignity, but I 
wondered if he realized the enormity of his 
own talent. During the session, he was to add 
a tenor sax solo to a tune. With just one take, 
a beautiful, empathetic solo rolled out of his 
horn, everyone in the control room cheering. 
At the end of the take, he leaned into the mi
crophone and asked, “Something like that or 
should it be different?”

David Newman was born and raised in 
Dallas, Texas. While still in high school, he 
earned the nickname "Fathead" from a music 
teacher, when he goofed an arpeggio. Need
less to say, the name stuck, although Ray 
Charles gave him the deserved nickname of 
“Brains" to rectify the injustice.

Coming from an upper-middle-class family 
as an only child never was a stigma for Da
vid. although that might seem an unusual be
ginning for a black artist from the South. By 
the late AOs, David was playing professional
ly with the likes of alto saxophonist Buster 
Smith, an outstanding musician who had 
worked with Waller Page’s Blue Devils and 
was said to have had an influence on Charlie 
Parker. Despite Texas' intrinsic funk. David 
was fully absorbed into bebop and gave the 
blues little attention.

The early '50s found him crossing paths 
with many other then unknown Texas saxo
phonists in the Dallas-Fort Worth area, such 
as Booker Ervin. Ornette Coleman, King 
Curtis. Prince Lasha, and the legendary Red 
Connors. The stars of that era. Arnett Cobb 
and Illinois Jacquet, were from Houston. To 
survive as a professional musician, David 
took gigs with a variety of blues and rhythm 
and blues artists such as Lloyd Glenn, Lowell 
Fulsom and T-Bone Walker.

He remembers, “I was strictly into bop, so 
I didn't take the r&b thing seriously, at first. 
I took jobs just for the money and the work, 
because the music wasn’t difficult to play. But 
I soon realized the value. And my playing be
came more or less blues-oriented.”

In 1952, while with Fulsom. David became 
friendly with the band’s pianist. Ray Charles. 
Two years later, when Fulsom was playing 
opposite the Ray Charles band. Ray offered 
David a gig. one that was to last ten years and 
create some of the most frighteningly beauti
ful and innovative music of this or any other 
era. "Ray and I just clicked, as musicians and 
as friends. The greatest value of playing with 
Ray was that I learned to appreciate all forms 
of music. 1 learned to dig pop, country & 
western, classical, and everything else.”

In 1954, Ray Charles still had Don Wil
kerson. another great Texas player, in the 
tenor saxophone chair, so David joined the 
group playing baritone sax (Hank Crawford 

joined Charles in 1958 in the same unlikely 
role). But by 1956. it was David on tenor 
saxophone, executing the lead lines and tak
ing one spectacular solo after another. His 
tenor and Charles' voice developed that kind 
of empathy and mental telepathy that is all 
too rare in music.

During those early Ray Charles recording 
sessions, David developed into a great session 
tenor man, who could pull off a short, but 
memorable solo that became an integral part 
of the song thereafter.

Among the other unsung heroes who 
graced r&b records of the mid ’50s with their 
brilliance were King Curtis, Al Sears, Sam 
The Man Taylor and Jimmy Wright.

I asked David how those incredible, lyrical 
solos were developed, solos that are imitated 
to this day. whether the songs are played by 
Charles or by any backwater bar band. He 
explained. “Before we would record new' ma
terial, we would usually play the tunes for a 
while at the dances we played. It would al
ready be fairly worked out before we went 
into the studio.”

Surprisingly, despite the success of many of 
Ray Charles’ records in the ’50s such as / Got 
A Woman, Ain't Thai Love and Lonely 
Avenue, road conditions were rough. "We 
didn’t have any more than the usual hassles of 
traveling around playing dances in the South. 
We even played a few white dances. The 
problems were always the fighting crowds 
and some uncomfortable ways of transporta
tion," David said with characteristic under
statement. “And that didn’t change until Ray 
got the big band around 1961.”

In 1959. David recorded his first album as 
a leader for Atlantic under the auspices of 
Ray Charles, who also played piano on the 
date. Hank Crawford, still playing baritone 
sax, provided the arrangements, and the nu
cleus of the Charles band formed the album’s 
personnel. That disc today remains a classic 
in the history of jazz, rich in funk and intelli
gence, featuring remarkably well-conceived 
solos from all involved. Hard Times, of 
course, was an instant classic. Ben Branch 
later used il as Jesse Jackson’s theme song, 
and the Crusaders recently revived it on rec
ord. But the original is unsurpassable. I know 
al least a dozen people offhand that can hum 
every note of that performance. Weird Beard 
became the theme song for the New Orleans 
band of Dr. John.

In 1960, David recorded Straight Ahead, 
using the jazzier rhythm section of Wynton 
Kelly, Paul Chambers and Charlie Persip. On 
that record, he introduced another facet of 
his talents, the flute. In 1961, he co-led an al
bum with Texas saxophonist James Clay 
(who is now with Ray Charles) for Riverside, 
under the production of Cannonball Adder- 
ley, and made his third solo album for Atlan
tic, Fathead Comes On.

Newman's next session as a leader was to 
have been on November 22, 1963. The sense
less assassination of John Kennedy that after
noon plunged the world into an empty 
despair. Naturally, that session never took 
place. Then, in 1964, the Ray Charles band 
was subjected to a dope bust and began hav
ing other problems as well. So David New
man resigned his position of ten years to re
turn to Dallas and get ‘reacquainted” with 
his wife and sons. He played a great deal 
around Dallas and Forth Worth, but did no 
traveling or recording.

After a period of rejuvenation. Newman 
came to New York in 1966, re-signed with co
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Ratings ère: 
***** excellent. ***♦ very good. 

♦ ♦* good. ** tair, * poor

SANTANA
GREATEST HITS—Columbia PC 33050: Evil 

Ways: Jingo; Hope You're Feeling Better; Samba 
Pa Ti; Persuasion; Black Magic Woman; Oye 
Como Va; Everything's Coming Our Way; Se A 
Cabo; Everything's Everything.

Personnel: Carlos Santana, guitar, vocal; Gregg 
Rolie, keyboards, vocals; Dave Brown, bass; Mike 
Shrieve, drums; Jose Areas, timbales, congas; 
Mike Carabello, congas.

BORBOLETTA—Columbia PC 33135: Spring 
Manifestations; Canto De Los Flores; Life Is 
Anew; Give And Take; One With The Sun; Aspira
tions; Practice What You Preach; Mirage; Here And 
Now; Flor De Canela; Promise Of A Fisherman: 
Borboletta.

Personnel: Santana, guitar, vocal (track 11), 
percussion; Airto Moreira, percussion, sound ef
fects, vocal (track 11); Flora Purim, percussion, 
sound effects, vocal (track 11); Tom Coster, 
electric piano, piano, organ, Moog synthesizer; 
Armando Peraza, bongos, congas, soprano sax; 
Jose Areas, congas; Michael Shrieve, drums; Da
vid Brown, bass; Stanley Clarke, bass (tracks 6, 9, 
10); Michael Carpenter, echoplex (track 2); Leon 
Patillo, organ, piano, vocals (tracks 3. 4, 5, 7, 8); 
Jules Broussard; tenor and soprano sax; Ndugu, 
drums (tracks 6 and 9).

SANTANA/COLTRANE
ILLUMINATIONS—Columbia PC 32900: Guru 

Sri Chinmoy Aphorism; Angel Of Air; Angel Of Wa
ter: Bliss. The Eternal Now; Angel Of Sunlight; Illu
minations.

Personnel: Santana, guitar, finger and hand 
cymbals, wind chimes; Alice Coltrane, acoustic 
piano, harp, organ; Tom Coster, electric piano, 
acoustic piano, organ, finger and hand cymbals; 
David Holland, acoustic bass; Jack DeJohnette, 
drums, percussion; Jules Broussard, flute, sopra
no sax; Prabuddha Phil Browne, tamboura; Arman
do Peraza, congas; Phil Ford, tabla drums; Murray 
Adler, Ron Folsom, Bill Henderson, Nathan Kap- 
roff, Gordon Marron, Paul Shure, Charles Veal, 
violins; Anne Goodman, Glenn Grab, Jackie Lust
garten, Fred Seykora, cellos; Marilyn Baker, Myer 
Bello. Rollice Dale, Alan Harshman, Myra Kesten- 
baum, David Schwartz, violas: James Bond, bass.

JOSE “CHEPITO” AREAS
JOSE "CHEPITO" AREAS—Columbia KC 

33062: Guarafeo: Funky Folsom; Remember Me; 
Bambeyoko: Morning Star; Buscando La Gente; 
Cerro Negro; Terremoto: Guaguanco In Japan.

Personnel: Areas, timbales, congas, percus
sion, vocals; Tito Garcia, lead vocals; Martin Fier
ro, tenor sax; Carlos Federico, piano; Neal Schon, 
guitar; Roberto Montalvan, guitar; Hadley Caliman, 
tenor sax; Carmelito Velez, guitar; Wally Chilcott, 
piano; Jose Mojica, trombone; Willie Colon, 
Richie Giraldez, congas; Tom Coster, Moog syn
thesizer; Richard Kermode, keyboards; Doug 
Rauch, bass; Tony Smith, drums, vocals; Gregg 
Errico, Jose Medrano, drums; Steve Bosfield, gui
tar; Tony Juncal, bass; Enrique Areas, sax; Tuto 
Quesada. Joe Ellis, trumpet.

★ * I/2
Carlos Santana’s musical perimeters have 

consistently expanded over the last five years, 
with ample proof provided by a listen to 
these four albums.

The Greatest Hits package contains some 
of the more memorable material to appear on 
the first three Santana albums. Ten cuts are in

cluded, five coming from the band’s debut 
disc, three from the second, and two from the 
third. The main appeal of the band has al
ways been instrumental, despite such hits as 
Evil Ways and Black Magic Woman, with Car
los’ piercing guitar and the densely throbbing 
percussion section combining to produce 
most of the excitement.

If anything, the hits collection demon
strates that the early Santana outfit reached 
its peak on Abraxas, since both Everybody’s 
Everything and Everything’s Coming Our Way 
from the third set lack the intense drive of the 
previous outing.

Percussionist Jose “Chepito” Areas has 
been a Santana mainstay since the beginning. 
Strangely enough, Chepito’s solo debut 
sounds like a deliberate throwback to the 
original Santana album. The only difference 
is that Areas has spiced up his Latin arrange
ments with a liberal dosage of horns, arriving 
with a finished product that has distinct over
tones of Malo’s recent work.

Tony Smith’s vocal on Morning Star recalls 
the early vocals by Gregg Rolie. It and Funky 
Folsom, a soul trip detailing the dangers of 
penitentiary life, are the only songs rendered 
in English, the remainder of the material be
ing sung in Spanish.

Unfortunately, this ethnic emphasis may 
have the effect of limiting the album’s appeal. 
Although the music lacks the raw incendia
rism that characterized the Santana band, 
there are nevertheless several capable cuts. 
Buscando La Gente features a street-chant 
sung by Tito Garcia, a sharp piano interlude, 
and a tenor sax solo by what sounds like 
Hadley Caliman. Cerro Negro has a dash of 
Watermelon Man in il and rises above some 
syrupy siringwork thanks to a clever synthe
sizer. Neal Schon adds some fluid guitar runs 
on Remember Me, while Bambeyoko features a 
slick meld of synthesizer and brass.

Yet an essential combustiveness is lacking. 
Perhaps the fault lies with Areas, who gives 
little indication of possessing leadership 
qualities; then again, maybe we’ve heard this 
stuff somewhere before, in a more explosive 
context, with the result that this retread 
sounds a little tired.

The Coltrane/Santana collaboration con
tinues in the vein of last year’s Love Devotion 
Surrender, where Carlos teamed up with John 
McLaughlin. Some will claim Illuminations 
represents the height of pretentiousness, its 
massive string section and Ms. Coltrane’s 
harp sometimes emerging as overly esoteric.

Yet the album is intended to be devotional 
in nature and there is no denying the beauty 
of the material. All of the songs were written 
by Santana and keyboardist Tom Coster with 
the exception of Coltrane's Bliss, The Eternal 
Now. Il is only here that the strings run ram
pant.

The other cuts fare better. Jules Broussard 
delivers some electrifying soprano sax on the 
serene Angel Of Water and the 14-minute In
dian drone Angel Of Sunlight. The latter piece 
has a John Coltrane-ish aura, with the modal 
wail of Santana’s guitar coupling with a bat
tery of percussives. The title piece is a shim
mery delight, as Carlos adds ethereal fills be
hind Coster's chordal patterns and Alice’s 
gentle harp plucking.

Santana has wisely issued a contrasting al
bum of more secular nature which highlights 
his newly reorganized unit. Borboletta fea
tures a melange of Latin and African styles, 
thus becoming the natural heir of the Cara
vanserai and Welcome legacy. Keyboardist 
Coster is again much in evidence, as is Brous

sard, with whom Santana has developed an 
astonishing empathy. Leon Patillo’s vocals 
establish him as the finest singer the band has 
ever fronted. In addition to this, Airto and 
Flora Purim appear on a triad of the cuts.

The rhythmic bath of Canto De Los Flores 
features Coster’s dexterously light keyboard. 
Of the five Patillo vocals, Give And Take is a 
volcanic cooker, with Santana’s guitar pitted 
against Broussard’s tenor. The funkily urban 
One With The Sun sports impressive lyrics 
and two blistering Santana runs. But the 
eight-minute Promise Of A Fisherman emerges 
as the session’s finest, Purim, Carlos, and Air
to providing vocal harmonies while the band 
creates a delicate portrait of a South Ameri
can fishing village.

Borboletta and Illuminations demonstrate 
that Santana is capable of delving into a mul
tiplicity of musical spheres. His technical vir
tuosity continues to grow, keeping pace with 
his vivid imagination. Within the space of a 
few short years, he has become one of the 
most vital contemporary musicians.—hohman

SAM RIVERS
CRYSTALS—Impulse (ABC) ASD-9286: 

Exultation: Tranquility; Postlude; Bursts; Orb; 
Earth Song.

Personnel: Rivers, tenor and soprano saxes, 
flute; Joe Ferguson, alto, tenor and soprano 
saxes, flute: Paul Jeffrey, tenor sax, flute, clarinet, 
oboe, bassett horn and bassoon; Roland Alexan
der, soprano and tenor saxes, flute, and piano; 
Fred Kelly, soprano and baritone saxes, piccolo 
and flute; Sinclair Acey, trumpet; Ted Daniel, 
trumpet, Richard Williams, trumpet; Charles 
Stephens, trombone; Charles Majeed Greenlee, 
trombone; Joseph Daley, trombone and tuba; 
Gregory Maker, acoustic and electric bass violin; 
Warren Smith, drums and percussion; Harold 
Smith, drums and percussion.

★ * ★ ★

This is Sam’s first studio effort since Con
tours (Blue Note) in the middle ’60s. As a 
consequence, it represents a random samp
ling of what this significant reedman and 
composer has been mulling over for even 
longer than that. Indeed, both the consider
able strength and relatively minor weakness 
of this album are a result of his thoughtful
ness. Rivers is one of a small handful of play
ers today who continue to explore the possi
bilities of group improvisation rather than 
opt for the r&b-based jazz/rock thal is fast 
becoming the formula of “success” for so 
many others.

Rivers writes that his major compositional 
influence has been the big band. He has, in 
the past, conceived of and performed compo
sitions utilizing as many as 35 musicians. 
And it is the collective power and broad 
spectrum of colors peculiar to the traditional 
big band that Rivers uses to great effect on 
Crystals. In particular, the unison work on 
Exultation and Bursts sounds like the 
shattering herald of the Apocalypse.

Rivers’ melodies recall Sun Ra’s, but the in
evitable comparsion pretty much stops there. 
Sun Ra’s work is less written than Sam’s—Ra 
writes symphonies for improvisers. In the 
Arkestra’s music the dynamics and climaxes 
are of a piece—there is a truly organic feel 
and flow. On the other hand, on Crystals Sam 
is virtually the only improviser—the other 14 
musicians are involved performing as many 
as four different written, repeated, contempo
raneous phrases from various groupings with
in the ensemble. Most times the shifting tex
tures in the “dense constantly changing mass” 
of sound are arresting; other times they seem 
merely to clash. There is an almost mechani
cal, arbitrarily mathematical quality to Riv
ers’ writing in parts, and the overall feel is
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somewhat contrived.
However, the writing, oddly, never gets in 

the way of the truly spontaneous creation on
going between Sam and his superb rhythm 
section. His work on tenor is a particular de
light and the same strength and imagination 
evident on Streams (the trio date recorded 
live at the Montreux Jazz Festival in 1973) is 
here in abundance.

Crystals, finally, is an original effort from a 
distinctive talent. There are some unsuccess
ful moments here, but many more of over
whelming beauty. This album deserves the re
spect and the ears of anyone, sincerely inter
ested in the continued development of Great 
Black Music. —adler

KENNY BURRELL_________
UP THE STREET ROUND THE CORNER DOWN 

THE BLOCK—Fantasy F 9458: Up The Street 
'Round The Corner Down The Block; Afro Blue; 
Sausalito Nights; Juice; A Little Walking Music; 
Soulero.

Personnel: Burrell, guitar; Jerome Richardson, 
flute, soprano and tenor sax; Richard Wyands, 
electric and acoustic piano; Andy Simpkins, 
bass; Lenny McBrowne, drums; Mayuto Correa, 
percussion.

The main difference on this Burrell disc is 
that it has an added M.O.R. ingredient, which 
encompasses the straight-ahead jazz work of 
Burrell, Richardson, Wyands and Company.

Burrell contributes two originals, Sausalito 
Nights and A Little Walking Music. Nights has 
a chordal sound at times reminiscent of John 
Lewis’ Django with a linear melodic line car
ried at ballad tempo in 3/4 time. Walking 
Music is the lightest cut on the album, a 
simple 4/4 line with Burrell whistling along 
in accompaniment. It is also the only track 
on which Wyands plays acoustic piano, 
exhibiting a marked contrast to his Hancock
like lightness on the electric piano.

The title track by Alan Gumbs is a 4/4 up
tempo piece affording Burrell his best flights 
into guitar imagery. Juice, another Gumbs 
composition, is a funky little thing, nothing 
overwhelming, yet affording solo room for 
Richardson and Wyands as well as for Bur
rell. Afro Blue also provides a solid familiar 
base for fine solo work by Burrell, Richard
son and Correa. Richard Evans’ Soulero spot
lights the blues, not so much in the composi
tion itself but in the fact that all the solos are 
set against a blues progression.

In general, this is Burrell in a better setting 
than he’s usually found. —rusch

JOE FARRELL___________
UPON THIS ROCK—CTI (Motown) 6042 SI: 

Weathervane; I Won't Be Back; Upon This Rock; 
Seven Seas.

Personnel: Farrell, tenor, soprano saxes, flute; 
Joe Beck, guitar; Herb Bushier, bass; Jim Madi
son, drums. On track two: Steve Gadd, drums; 
Herbie Hancock, piano: Don Alias, conga.

* ★ ★ ★

Of the four or five Farrell albums on CTI, 
this one is the most settled; it has few identity 
problems, it’s tight, very rock oriented, and 
skillfully arranged.

The album is good primarily because Joe 
Farrell and Joe Beck are that excellent. 
Despite obvious references to electric Chick 
Corea and Mahavishnu, it’s a Farrell-Beck 
collaboration of pleasing dimensions. The 
record, incidentally, offers an instant mea
sure of Farrell’s ideas about the kind of music 
he’s wanted to do of late. The album includes 
a long track that, apparently, was left over 
from the session that produced Penny Arcade 
with Alias added on conga and Hancock on 

acoustic piano. The piece, I Won't Be Back. 
with Farrell playing flute, is relaxed and 
rambles a bit in contrast with the high 
energy, almost taut, playing on the rest of the 
disc. It’s not quite certain whether it wants to 
be a jazz or rock tune.

The remainder of Rock, especially side 
two, gets its character from Beck’s electric 
guitar in a strong rock groove, with a lot of 
slide, voicing with Farrell playing tenor (on 
Rock and Seas) and soprano (Weathervane). 
The result is a complete bridging of jazz- 
rock-r&b styles.

None of these tracks allows extended solo 
space, everyone is interacting in ensemble 
and the name of the game is be funky and to 
cook their asses off. It’s the kind of record 
that sounds best with the decibles goosed to a 
point where they rattle the window shades.

—nolan

BILL EVANS
THE TOKYO CONCERT — Fantasy F-9457: 

Mornin' Glory; Up With The Lark; Yesterday I Heard 
The Rain; My Romance; When Autumn Comes. 
T.T.T.T. (Twelve Tone Tune Two); Hullo Bolinas; 
Gloria's Step: Green Dolphin Street.

Personnel: Evans, piano; Eddie Gomez, bass; 
Marty Morell, drums.

★ ★ ★ ★ ★

Bill Evans is still the most subtle pianist 
around, and for this reason some critics and 
fans have sometimes failed to appreciate him.

His work really doesn’t need defending, 
but such doubters might take a careful listen 
to this record, noting especially the energy 
content on several of the up-tempo tracks. 
My Romance, for example, is a crisp, explo
sive performance especially notable for a 
haunting arco solo by Gomez. Gloria’s Step, 
Scott LaFaro’s tune which was first released 
on Sunday At The Village Vanguard, also re
ceives a muscular, brisk reworking. And 
Green Dolphin Street, which closes the con
cert, is similarly energetic. The clincher, 
though, is T.T.T.T. which, like its predeces
sor. is an oblique foray into atonalism, evok
ing the spirit of some of Paul Bley’s early trio 
work.

Also present are several lightly textured 
ballads. Yesterday I Heard The Rain and the 
minorish When Autumn Comes are both deli
cate and introspective. A standout is Steve 
Swallow’s Hullo Bolinas, reminiscent of Bru
beck’s Blue Shadows in the Street, but done in 
a gentler, wispier manner. This tune is the al
bum’s only solo piano piece and might well 
suggest a new direction for Evans, should he 
grow tired of working within the trio format.

I doubt that Evans will ever disband this 
trio, for it’s one of the most sensitive, re
sponsive, vital groupings in jazz. Hearing this 
group in person has always given me the 
sensation that these three musicians’ minds 
have somehow fused into one collective con
sciousness, and such empathy is captured in 
this record. —balleras

CORNELL DUPREE
TEASIN'—Atlantic 7311: Teasin'; Blue Noc

turne; Jamaican Lady; Feel All Right; How Long 
Will It Last: What Would I Do Without You?: Okie 
Dokie Stomp; Plain Ol' Blues.

Personnel: Dupree, guitar, sitar; Richard Tee or 
Paul Griffin or George Stubbs, keyboards; Chuck 
Rainey, bass; Bernard Purdie, drums; Ralph Mac
Donald, percussion; Joe Newman, Ernie Royal or 
Jon Faddis, trumpet; Garnett Brown, trombone: 
Joe Farrell or David Newman, tenor saxophone; 
Seldon Powell, tenor, baritone saxophone; Trevor 
Koehler, baritone saxophone.

★ *

It’s easy to understand why Dupree’s one of 
the top session players on the New York re
cording scene: master of the tasty lick, the18 □ down beat
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perfectly phrased and placed guitar figure, his 
embellishments have enlivened any number 
of pop-soul successes over the last few years. 
Like many another studio hero, he’s at his 
best in support of others, subordinating his 
creativity. Called to assume the major role on 
a recording, he doesn't fare nearly so well. 
Chief reason is the greatly fragmented nature 
of his approach, which consists almost entire
ly of laying bits-and-pieces phrases into the 
•songs' harmonic structures.

Dupree seems so totally preoccupied with 
those little one- and two-bar phrases that his 
solos never really cohere, flow organically 
phrase lo phrase, or possess any larger unity 
whatsoever.

For all their occasional small beauties, Du
pree’s guitar lines are static, without life, for 
there is no intelligent, overall design behind 
them to align them into ordered, logical, sus
tained, linear expression. And the best pro
duction in the world cannot completely dis
guise Dupree's paucity of ideas. Pleasantly 
funky party music is all we have here, so 
don't listen too closely: the seams will show.

—welding

STANLEY COWELL_______
ILLUSION SUITE—ECM (Polydor) 1026: Mai

moun; Ibn Mukhtarr Mustapha; Cal Massey; Miss 
Viki; Emil Danenberg; Astral Spiritual.

Personnel: Cowell, piano: Stanley Clarke, 
bass; Jimmy Hopps, drums.

MUSA—ANCESTRAL STREAMS—Strata-East 
19743: Abscretlons; Equipoise; Prayer For Peace; 
Emil Danenberg; Maimoun; Travelin' Man; Depar
ture No. 1; Departure No. 2; Sweet Song.

Personnel: Cowell, solo piano.

It’s a tragedy that the recent work of an art
ist of Cowell's caliber—who in ihe past has 
played and recorded creditably with Marion 
Brown, Bobby Hutcherson, Roland Kirk, 
Max Roach, and briefly with Miles Davis—is 
almost unknown. Hopefully, the release of 
these two albums will begin to rectify that 
situation.

Illusion Suite is. simply, a great album. 
Whal we have here are three supremely cap
able soloists joined together. The music, orig
inally recorded in November 1972, manages 
to be both tight and free at once—a credit lo 
Cowell's compositional skills and to the em
pathetic independence of all the players.

The range of material and expression is 
very broad and colorful—from Miss Viki on 
the one hand, fat and funky as you please 
(easily the acoustic equal of Herbie Han
cock’s recent strong work), to Astral Spiritual. 
which is free of conventional rhythmic stric
tures. A real plus is the ECM production 
which gives us both separation and depth the 
like of which hasn’t been heard before, allow
ing us, among other marvels, the clearest 
chance yet to hear the delicious bass work of 
young Stanley Clarke. Drummer Hopps, in 
his own way, is very inventive and humorous.

Cowell is clearly in the full, startling 
bloom of his maturity. His work at times is 
strongly reminiscent of McCoy Tyner’s and 
the similarities are especially apparent in his 
fleet-phrasing right hand and his unadorned, 
yet dramatic melodic constructs. However. 
Stan's is a beautifully distinct voice and. if the 
Polydor folks are on their toes, many people 
may pick up on one of the most masterfully 
comprehensive trio dales recorded in years.

Musa is Cowell's first solo outing. Stan’s 
been working and reworking with these lunes 
for years, going as far back as I 958. Abscre- 
tions ami Departure No. 1 were originally 

heard on Strata-East’s first release. Music Inc. 
The former is given a happier reading here 
than before and shakes its ass like Keith Jar
rett's solo work. The latter is way up-tempo, 
dense, and whole. Danenberg (for the Dean of 
the Conservatory of Music at Oberlin Col
lege, with whom Stan studied), is also heard 
on Illusion Suite, and although little more 
than an unembellished statemeni of the pro
found theme, it is thoroughly satisfying for all 
its simplicity.

Throughout Musa, Cowell is melodically 
forceful, improvisationally unfaltering, and 
completely able to rhythmically support him
self in cookin’ style. His lone, while not as 
pretty as, say. Chick Corea’s, is rich and sus
tained. This album is thus another, heretofore 
unrevealed, facet of Cowell’s w'ork, and a fur
ther demonstration of his considerable talent.

—adler

YUSEF LATEEF
PART OF THE SEARCH—Atlantic SD 1650: 

K.C. Shuffle: Oatsy Doatsy: Soul's Bakery: Lunce- 
ford Prance: Rockhouse: Oatsy Doatsy; In The Still 
Of The Night: Superfine: Strange Lullaby: Big Bass 
Drum; Gettin' Sentimental.

Personnel: Lateef, tenor sax, flute, vocals; Ken
neth Barron, piano; Robert Cunningham, bass; Al
bert Kuumba Heath, drums.

Additional personnel: Frank Wess; Charles 
Fowlkes; Joe Newman; Charles Sullivan: Seiwart 
Clarke; Kermit Moore; Emmanuel Green; Arnold 
Eidus; Doug Sahm; Charles McBurney; Willie 
Bridges; Jimmy Owens; Richard Williams; Wayne 
Andre; Jerry Dodgion; Warren Covington; Garnett 
Brown; Alexander Gala; John Mazzei; Myles 
Chase; Donald Gladstone; Kenny Vance; Marty 
Kupersmith; Rocky Morales; Paul Naumann; Sandy 
Yaguda; Augie Meyer; George Rains; J.R. 
Chatwell.

ROBIN KENYATTA
STOMPIN' AT THE SAVOY—Atlantic SD 1658: 

Stompin' At The Savoy: Smooth Sailing: The Need 
To Smile; Two Bass Blues: Neither One Of Us: 
Mellow In The Park; Jessica: River Boat.

Personnel: Kenyatta, alto & soprano saxes, 
flutes; Billy Harper, tenor sax; Lew Soloff, trum
pet. fluegelhorn; Jimmy Knepper, trombone; David 
Spinozza, guitar; Dr. John, acoustic & electric pia
no; Ron Carter, acoustic & electric bass; Bernard 
Purdie, drums; Gilmore Digap. conga, tambourine.

Additional personnel: (track 3) Sonelius Smith, 
piano; Larry Willis, electric piano; Al Mouzon, 
drums; Guilherme Franco, percussion; (track 4) 
Walter Booker. Lewis Worrell, acoustic basses; 
(track 5) Huks Brown, lead guitar: Rad Bryan, 
rhythm guitar; Gladstone Anderson, piano; Wins
ton Wright, organ; Jackie Jackson, electric bass; 
Winston Grennan, drums; (track 6) Dwight Brew
ster, electric piano; Chuck Rainey, electric bass; 
(track 7) Joao Palma, percussion; (track 8) 
Neville Hinds, piano.

* ★ * 1/2

A while back 1 wrote off Yusef Lateef as 
having said his fill. His live quartet perform
ances were agonizingly identical and his al
bums represented undistinguished eclectic of
ferings of ihe latest MOR jazz/pop sounds. 
(His modestly interesting release of '72. Gen
tle Giant, was never followed up by anything 
its equal. Lateefs unmemorable release of 
'73, Hush 'N' Thunder, was originally to be 
part of a two-record set along with Giant.)

But then along came Part Of The Search. 
one of the most brilliantly conceived and 
musically lasting albums of recent vintage. 
And much of the credit—not to diminish La
teef's own contribution or that of his band — 
must be given to producer Joel Dorn, who re
ceives my vote for production job of the year.

The music is an aural presentation of La
teef’s development and influences over the 
years—part of the years, anyway—done in a 
snappy and eminently enjoyable manner. Side 
one is of a single thread, a night in front of 
the old boxy radiola, before the advent of20 □ down beat
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Carl Palmer scores with 
In-Depth Percussion by LudwigGongs

"My exploration for new sounds in percussion was launched by my discovery 
of Ludwig and given impetus by the limitless latitudes of Ludwig percussion." 
Carl Palmer, creative percussionist of Emerson, Lake and Palmer is today's 
foremost exponent of the “New Music." His exciting sounds exemplify the 
Ludwig concept of total percussion... not just the big-beat but the imaginative 
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tom-toms and drums for totally new percussive effects. You too can start at 
the top with Ludwig and go from there... wherever exploration leads you, 
however inspiration moves you, and as far as virtuosity takes you.
Ludwig ... percussion with unlimited built-in potential.
Ludwig Industries, 1728 N. Damen Ave., Chicago, III. 60647
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TV, flipping the dial to catch some tar away 
radio broadcast.

First, there's Kennj Barron's K.C. Shuffle. 
which harkens back to the days when Lateef 
hit the road with Lucky Mallinder and Hot 
Lips Page. A Basie riff-tune replete with 3- 
note piano tinkles at the close of a section 
ehorus. Shuffle is soft and slurry with Garnett 
Brown taking honors on the trombone. Alter 
much dial twisting, a distorted c&w tune pops 
up. Helped along by Doug Sahni’s arrange
ment. the tune lasts a brief 40 seconds before 
our impatient radio listener is back at the 
dial. Next up is Lateef’s own Soul Bakery, fea
turing a heavy backbeal and full horn ar
rangements. A pleasant but only transitory 
number.

The real excitement comes with Barron's 
ingenious stomp, Lunceford Prance. The Sy- 
Oliver, early Ellington influence is immedi
ately apparent. Lateef’s quirky rhythms and 
strong tenor vibrato calls forth the best of 
Bud Freeman. Next, Ray Charles' Rockhouse, 
and who hasn't been influenced by the 
Genius? After another, even briefer en
counter with Oatsy Doatsy, some news and 
some sports, the Five Salins’ In The Still Of 
The Night is finally tuned in. Sung by mem
bers of Jay & the Americans, the smash hit of 
the '50s brings the side to a balladic finale.

The second side is not held together by the 
radio dial, but there is a healthy variety of 
styles and arrangements, nonetheless. Bassist 
Cunningham’s vaudevillian tune, Superfine, 
has a jug band lilt to it. recalling early movie 
music performed, perhaps, by the Mills 
Rhythm Band.

Lateef’s Strange Lullaby sets an entirely dif
ferent mood, as his sonorous Hute contrasts 
with a full string section to build to a ro
mantic Gentle Giant motif. Only, during the 
whole number Lateef can be heard snoring 
and mumbling, "Get that dog out of here!" A 
Dadaist touch. Next. Big Bass Drum is sung 
acapella by Lateef in the pre-gospel haunt of 
field hollers and chain-gangs. Genin' Senti
mental is a blues ballad in 32-bars. Here, the 
quartet gets a chance to excel. The liquid, 
reedy texture of Lateefs tenor ushers in mem
ories ol Ben or Hawk. Barron tills in the 
spaces with perfect comping—delicate, 
sparse, sensitive to the soloist—Cunningham 
supplies rich, resonant but not overbearing 
bass notes, and Heath’s brush work is superb.

While Search is an almost perfect album. 
Kenyatta's Stompin' stutters and wavers. It is 
ultimately only partially successful.

Kenyatta is a true romantic and any ap
preciation of his music has to take this into 
account. He’s more interested in touching the 
fibers of a woman’s soul with his horn than he 
is in making profound and ultimate state
ments on it. Not everybody can be. or needs 
lo be. Ornette Coleman. In this way, pro
ducer Michael Cuscuna, like Dorn with La
teef, has done an exceptional job in attempt
ing to showcase Kenyatta in his most con
genial musical surroundings.

The odd thing about Stompin' is that it con
tains previously unreleased material from 
other sessions. Two lunes are culled from the 
Terra Nova recording done the year before in 
Jamaica (Neither One Of Us & Beus’ Jessica). 
while one number was done way back in '67 
(Two Bass Blues'). This makes for a curious 
historical perspective on Kenyatta's develop
ment, but it also makes one wonder why he 
couldn't cut an entire album’s worth of 
material this time around.

Anyway, the choice of material is strong 
and sufficiently varied to keep your attention

_ music workshop_
The modern jazz theory and technique books published 
by down beat are in current use by thousands of stu
dents, educators, and players throughout the world. 
Hundreds of schools (high schools, colleges, studios) re
quire one or more of these books for the study and per
formance of jazz. Players, clinicians, and writers refer to 
them as "establishing a professional standard of excel
lence." o

ADVANCED IMPROVISATION (with 90 min. 
cassette) by David Baker. First edition 1974, 
8’/z"x11", spiral bound, over 400 music plates, 
256 pps. High fidelity 90 min. cassette features 
20 of BakePs compositions coordinated with 
text and music—performed by Peter Bankoff, 
piano; John Clayton, bass; David Derge, drums.

MW 9 . . . $25.00
Advanced improvisation is by content and by concept 
designed to supply all the building blocks necessary for 
written and improvised composition regardless of idiom. 
"David has surpassed himself in this new book. This is 
going to be my guide and workshop for years to come." 

• —lames Moody

JAZZ STYLES & ANALYSIS: TROMBONE by 
David Baker. First edition 1973, 114 pps., 
11"x8’/2'', spiral bound, 247 transcribed and an
notated solos from 191 trombonists.

MW 8 . . . $15.00 
"Dave has to be one of the world's leading authorities 
on the jazz trombone This book is a must lor all ¡azz 
trombonists" . —Phil Wilson
JAZZ IMPROVISATION (A Comprehensive 
Method of Study for All Players) by David Baker. 
Seventh printing, 1974,184 pps. 8’/2"x11", spiral 
bound. MW 1 . . . $15.00
"In the growing body ol ¡azz literature, the present vol
ume stands out as one of the most useful and most sore
ly needed." # —Gunther Schuller

ARRANGING & COMPOSING (for the Small 
Ensemble: jazz/r&b/rock) by David Baker. Third 
printing, 1973,184 pps. 8’/2"x11", spiral bound.

MW 2 . . . $15.00
"This book is an intensive study . . . Dave gets into pi
ano trios, ¡azz quartets; he explores four and live-voice 
writing, chord substitutions, r&b voicings and bass pat
terns, and a whole lot of other mind stretchers . . . it's a 
great trip through the working foundations of modern 
music." , —Quincy Jones

TECHNIQUES OF IMPROVISATION
(in four volumes) by David Baker 

Vol. I, A METHOD FOR DEVELOPING IM
PROVISATIONAL TECHNIQUE (Based on the 
Lydian Chromatic Concept by George Russell), 
sixth printing, 1974, 96 pps, 8’/2"x11", spiral 
bound. MW 3 . . . $9.00
Vol. II, THE 11 V7 PROGRESSIONS, sixth print
ing, 1974, 76 pps, 8’/2"x11", spiral bound.

MW 4 . . . $9.00
Vol. Ill, TURNBACKS, second printing, 1974, 86 
pps, 8'/2"x11", spiral bound. MW 5 . . . $9.00 
Vol. IV, CYCLES, second printing, 1974, 250 pps, 
8’/2"x11", spiral bound. MW 6 . . . $15.00 
"These books have helped me so much to find and ex
plore new directions in my playing . . . Today’s musi
cians are very inquisitive, they want to know and people 
like Dave Baker make it possible for them to know."

Save 15%—order the four volume set of 
___ TECHNIQUES OF IMPROVISATION!

MW 3-6 . . . $35.70

GUITAR PATTERNS FOR IMPROVISATION by 
William Fowler (Professor of Music, Univ, of 
Colorado; Jazz Consultant, Westminster College; 
Education Editor, down beat). Second printing, 
1972. 28 pps, 8’/2"x11". Develops a thorough 
knowledge of the guitar fingerboard, together 
with proficiency in the use of modern chord 
progressions and almost unlimited melodic ma
terials. MW 7 . . . $4.00
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throughout. Stompin', the old Webb- 
Goodman-Razaf tune, has Kenyatta donning 
a Hodges mask. Done to cash in on the nos
talgia craze, which is almost already pass£, 
the Deodato arranged number succeeds in its 
modest goals. Next, Arnett Cobb’s Smooth 
Sailing is noted for Lew Soloffs razzy trum
pet growls, engaging tenor sax-trombone har
monies, and a melodic Kenyatta on alto. 
Smile, composed by Kenyatta’s pianist Sonel- 
ius Smith, is out of the Miles Davis-Wayne 
Shorter bag. Loose, fragmentary, electric, the 
modal figures dance along for a full ten 
minutes. The tune is solid simply because of 
the excellent personnel: Mouzon on drums, 
Carter on bass, Soloff on fluegelhorn. Ken
yatta’s soprano is a haunting tool that yelps 
and pleads. He should play it more often. 
Franco, as he so often does with McCoy 
Tyner, jangles his bells and beads too busily.

The strongest number on the second side is 
Jim Weatherly’s Neither One Of Us, which 
was recently popularized by Gladys Knight. 
In fact, it far outdistances anything on the 
original Terra Nova release. Employing mem
bers of Tommy McCook’s reggae band, Ken
yatta’s warm, vibrant alto rides over the 
catchy beat. There’s a restrained emotional 
fervor here that has little to do with technical 
virtuosity. But perhaps the most interesting 
number on Stompin' is the cut from ’67. With 
two basses supplying walking bottom, Ken
yatta displays a shocking adaptation of the 
melodic elements of early Coleman. One can 
easily hear the early promise in his voice. 
Hopefully, Stompin’ is an indication that he’s 
back on the right track again. — townley

SYREETA
STEVIE WONDER PRESENTS SYREETA—Mo

town M6-808S1: I'm Goin' Left; Spinnin' And 
Spinnin'; Your Kiss Is Sweet; Come And Get This 
Stuff; Heavy Day; Cause We've Ended As Lovers; 
Just A Little Piece Of You; Waitin' For The Post
man; When Your Daddy's Not Around; I Wanna 
Be By Your Side; Universal Sound Of The World.

Personnel: Syreeta, vocals; Ollie Brown, drums; 
Reggie McBride, bass; Marlo Henderson, guitar; 
Mike Sembello, guitar; Steven Madaio, trumpet; 
Dennis Morouse, tenor sax; G. C. Cameron, Den
nis Morrison, Denise Williams, Lani Groves, Shir
ley Brewer, Anita Sherman, Minnie Riperton, 
background vocals; Robert Margouleff and Mal
colm Cecil, synthesizer programming; Stevie 
Wonder, vocals, keyboards.

Thad Jones 
And Mel Lewis 

Potpourri
For The Low Of MoneyfUvinQ For The City 
Doni You Worry Bout ATheia OieefLedy 

Bkwe in A kArvto.'^xn And Mne

MINNIE RIPERTON________
PERFECT ANGEL—Epic (Columbia) KE 32561: 

Reasons; It's So Nice (To See Old Friends); Take 
A Little Trip; Seeing You This Way; The Edge Of A 
Dream; Perfect Angel; Every Time He Comes 
Around; Lovin' You; Our Lives.

Personnel: Riperton, vocals; Brown, drums; 
McBride, bass; Henderson, guitar; Sembello, gui
tar; "El Toro Negro" (Stevie Wonder), piano, 
electric piano, drums, harmonica; Sneeky Pete, 
pedal steel guitar; Richard Rudolph, guitar; Rocki 
Dzidzornu, conga drums; Williams, Brewer, 
Groves, Yvonne Wright, background vocals.

* * V2
So-called "progressive" rock and soul mu

sic has really produced only two truly unique, 
innovative female stylists: Laura Nyro, in
active for several years but soon returning to 
the vinyl trenches; and Joni Mitchell. More
over, they work under another pressure that 
doesn’t hang over “straighter” artists like 
Ross, Warwicke, or Flack: since they hail 
from the rock side of the fence, they are com
pelled to create their own material. The task 
of fashioning unique material and performing 
it in a non-derivative style is a formidable 
one.

The job is also faced by Syreeta and Min-
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nie Riperton, performers from the contempo
rary soul realm that was pioneered by their 
mutual mentor, Stevie Wonder. Both show 
signs of developing controlled, captivating 
vocal talents, but for Riperton, at least, the 
lack of quality material presents a serious 
problem. The general thinness of both the 
basic tunes and their arrangements on Perfect 
Angel is not immediately apparent because 
the best tune on the disc, Reasons, comes 
first. A powerful tune with tremendous 
punch, it gets Minnie out of the gate sounding 
like she really means business.

But then the LP settles into a series of 
rhythmically laid-back numbers repetitive in 
overall melodic quality and lyrically very 
weak. Even the two Wonder-penned tunes 
(Take A Little Trip and the title cut) are the 
weakest heard from this genius in some time. 
To compensate for the severe lack of ideas in 
the songs themselves, Minnie is forced to 
overly embellish her vocals by bending the 
melody line very much in the Wonder vein 
(she does this with little control or indication 
that she knows where she’s taking it) or by 
breaking into an eerie, ghostly falsetto that 
can be quite effective on occasion but which 
remains to be fully integrated into her music.

To Ripcrton’s credit, she’s a warm, in
volved singer of melodies, most successful 
when she simply sticks close to them. Also an 
intelligent interpreter of lyrics, Minnie and 
husband-partner Richard Rudolph should 
now get to work and give her some intelligent 
lyrics to sing.

Syreeta, who possesses the same kittenish, 
smoky quality in her voice as Riperton (not 
to mention Diana Ross), has two distinct ad
vantages over Minnie in her second Motown 
album. The first is her absolute control over 
her voice; she phrases delightfully and never 
hits a false note. Secondly, Stevie Wonder is 
much more in control of Syreeta’s album pro
duction than Minnie’s. He wrote or co-wrote 
with Syreeta every tune on the disc and pre
sents a lush recorded sound that makes even 
the weak songs acceptable.

And there are weak songs here. Perfect An
gel and this album prove nothing so much as 
the ability of Super Stevie to write a clinker 
now and then, especially for other artists. Af
ter the magnificent, rocking opener I'm Go
ing Left, the album follows Minnie's pattern, 
presenting three frankly boring numbers. 
Spinnin' spins aimlessly around and around, 
lovely as it is. Your Kiss nerve-wrackingly 
hammers a modified reggae beat into the 
ground, and Get This Stuff is saved somewhat 
from its soul cliches by a fine vocal.

But everything is brilliant from then on, as 
Stevie's unsurpassed arranging skills finally 
get to work on the more interesting melodies. 
Syreeta soars through a full side of Wonderful 
stuff, capped off by the lovely suite of the last 
five tunes. Side two is a further indication of 
Wonder's increasing affinity for extended 
work, moving confidently and deftly through 
a myraid of changes and moods.

Il's a measure of Syreeta’s extraordinary 
talent that she handles these changes so eas
ily, never subordinating her considerable 
range and ability to Stevie’s powerful talent. 
Similarly, one is always aware that Stevie is 
writing specifically for Syreeta; he's not per
forming material designed for just anyone. 
After the snags of side one are skirted, Stevie 
Wonder Presents Syreeta offers a collabora
tion of great intimacy and strength, re
introducing a strong new vocal talent.

—mitchell
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Dizzy Gillespie

by I eon a rd feather
As everybody knows, there arc several sides to the personality of 

John Birks Gillespie. The better known aspect, inevitably, is the 
quartet leader who, playing a predictable repertoire at night clubs, 
introduces his guitarist Al Gafa as “a native of Lagos, Nigeria," his 
drummer Mickey Roker as "a native of Dublin, Ireland and so 
forth.

But who can question the use of humor when great music keeps it 
company? My only regret in recent years has been that Dizzy, who 
remains one of the most sensitive artists in jazz after 30 years as a 
major influence, so rarely has an opportunity to paint on a broader 
canvas. Not since the early 1960s, when he concertized and record
ed using a large orchestra and special extended works written for 
him by Lalo Schifrin and J. J. Johnson, has he been heard to opti
mum advantage.

He is as keen an observer as ever of current trends, and. when the 
'situation calls for it, is able to step out of his combo rut into any 
number of settings. His various appearances at the recent Monterey 
festival—in trumpet summit meetings, sitting in with the Japanese 
New Herd and in other contexts—indicated his undimmed en
thusiasm.

The following Blindford Test was his first since a two part inter
view that appeared in down beat 2/5 and 2/19/70. He was given no 
information about the records played.

1. FREDDIE HUBBARD. Black Maybe (from 
High Energy, Columbia). Hubbard, fluegel
horn; Stevie Wonder, composer.

That's beautiful . . . Freddie Hubbard. 
Sometimes the style of the trumpet . . . many 
guys play the style of trumpet that was origi
nated by Clifford Brown . . . but Freddie 
Hubbard does the best job of anyone. And 
then the notes that he plays arc very nice; it 
reminds me of a blues singer that makes a 
statement, then way in a soft voice makes a 
couple of little sayings under—you know, af
ter he says the correct lyrics. That’s what 
Freddie does . . . and the notes he chooses to 
do it with are very nice, perfect. I would give 
that five stars.

That was fluegelhorn he was playing, and 
I’m glad he didn’t play in the upper register. I 
don’t like that too much. There’s just one fel
ler plays fluegelhorn in the upper register 
that I like. He was with Louie Bellson when 
we did that tour in Canada. Louie featured 
him on one number . . . beautiful. I think his 
name is Bobby Shew.

Feather: Have you given any thought to 
getting a tilted-bell fluegelhorn?

Gillespie: 1 have one, but it's hard to play. 
This horn is so beautiful ... the sound is so 
beautiful that it would make you cry. It’s a 
better sound than the regular fluegelhorn. 
Some guy made it for me in Vegas. It has 

*
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French horn tubings, so the sound feels like if 
you put a little warm puppy up against your 
neck, I swear. ... But to get the correct 
sound you have to have a very deep mouth
piece. and I use the same cup that I use on my 
trumpet mouthpiece. Boy. it beats me. 1 play 
one chorus with that and 1 say ‘phew.- But the 
sound, and the low notes, and the middle 
tone . . . just beautiful.

I tried to get Yamaha to go into business to 
make them, but they weren't interested. They 
just made me one. But this would make a fag
got out of a fluegelhorn.

2. HELEN MERRILL. Born To Be Blue (from 
Helen Merrill, Featuring Clifford Brown, 
Trip). Brown, trumpet; Jimmy Jones, piano; 
Mel Torme, composer. Recorded 1954.

That was Clifford Brown . . . beautiful. 1 
think it was Jimmy Jones on piano. He’s very 
distinctive. The singer has some quality that 1 
recognize ... but 1 don’t know who it is. It 
was nice; I like her intonation, she seemed to 
be singing in tune. It sounds like somebody 
that 1 know now, that sings now; but at this 
stage of her development she hadn't devel
oped to the point that she is now. It sounds 
like someone that is singing now some place.

Stars—for Clifford Brown. I’d give it 12! I 
liked that tune; you wrote that, didn’t you? 
Well, overall. I’d give the record four stars.

3. CLARK TERRY. Dancing on the Grave 
(from What’d He Say?, Mainstream). Terry, 
fluegelhorn; Bob Brookmeyer, trombone; 
Roger Kellaway, piano; Bill Crow, bass; 
Dave Bailey, drums; R. Hix, Composer.

Clark Terry . . . and Bobby Brookmeyer. 
Well, the composition didn’t move me too 
much, but I like Clark so I would give it. say, 
three stars. And that exactly on account of 
Clark Terry. Now, if the tune had come up to 
my expectations. I'd have given it five stars.

The pianist didn't move me. I don’t know 
who it was, but nothing too much interesting. 
But I like Clark Terry very much. I go back a 
long way with Clark. I first heard him with 
George Hudson in St. Louis. And I think he 
probably first heard me with Earl Hines—in 
1942. Phew! '42!!!
4. LUIS GASCA. A Love Supreme (from 
Born To Love You, Fantasy). Gasca, flue
gelhorn; John Coltrane, composer; Gasca, 
Joe Gallardo, arrangers.

That one didn't do too much for me. The 
composition, the arrangement . . . didn't do 
anything for me. 1 don’t know who it was.

Feather: It was Luis Gasca.
Gillespie: Oh. let me tell you about him. 1 

like his playing . . . when he plays Mexican. 
One night I went to hear Patato, Alex Blake, 
Luis Gasca and some other guys in a little Lat
in band up in the Puerto Rican ghetto (whis
tles). And this bar I went to . . . man, 1 was 
really scared! But I really had a good time. 
He was playing modern . . . but between sets 
he sat over in a corner and started playing 
like a Mexican. So I walked over to him and 
said. "Look, man, you're wasting your time 
playing like this, when you could create a 
style based on the truth of what you really 
are, your heritage. You base a style on that, 
and you’ll get something that’s really 
meaningful.”

And that record proves it, because 1 didn’t 
know who he was. It didn’t do anything for 
me; just playing licks I heard other guys play. 
But when he’s playing Mexican, he’s playing 
original, man.

5. BLUE MITCHELL. Where It's At (from 
Many Shades of Blue, Mainstream). Mitch
ell, trumpet; David Matthews, composer, 
arranger.

I have nothing against a rock beat in music, 
but that didn’t seem to me to be anything un
usual or unique. So. I’ll give that one-and-a- 
half stars.

It did have something new. I heard the bass 
player . . . instead of playing what other bass 
players play, he played the melody. 1 hadn't 
heard that before, so that was nice. I don't 
know who anybody was.

When people go out especially to try and 
get a hit record, when they try to figure out 
what the public will like, they really in trou
ble musically.

Feather: If you decided that you wanted to 
go that commercial route, on the charts. #27 
with a bullet, by getting yourself a wa-wa 
pedal and synthesizer, electric keyboards 
etc., would you feel right about it? Would you 
even consider doing it?

Gillespie: If 1 could create within that con
text, it wouldn't even bother me at all. I fig
ure in any given position I can give of myself 
... if I felt it. If I didn’t feel it, no. ... I 
wouldn’t play it in the first place. But I can 
play with anything and sound like me. Even 
with a lot of wah-wah ... if it moved me. A lot 
of that wah-wah moves me, so 1 could do it.

December 5 □ 25



Profi Ic
BRUCE FOWLER
by lee underwood
For nearly two years, Bruce Fowler has recorded 

and toured as the lead trombonist with that zany 
madman of rock 'n roll, Frank Zappa. He was in 
five of Zappa’s major bands, playing with such 
heavyweights as Jean-Luc Ponty. Ian Underwood. 
Don Preston, and Ralph Humpjirey.

"The first band I was in was a 20-piece orches
tra," said the soft-spoken 27-year-old. who re
cently moved from LA to New York. "That band, 
the Grand Wazoo, did seven European concerts 
and then disbanded, so to speak. Everything was 
electronics, and the music was superhard. My 
parts were completely impossible."

Contrasted with the rock and roll format of the 
present, Zappa was then almost completely in
strumental. "At the end, however, we weren't 
playing music for music's sake. Last May. it came 
time for me to leave."

Bruce's first inspiration was his father. Dr. 
William Fowler, education editor of down beat, 
who taught orchestration, counterpoint, and com
position at the University of Utah in Salt Lake City, 
where Bruce was born in 1947. A classical guitar
ist, who at one time played almost every other in
strument as well. Bill Fowler taught all of his five 
sons the ins and outs of music. "He had a trom
bone lying around the house," Bruce said, "and I 
picked it up when I was about nine. It was fun, and 
I got right into it."

In junior high school, Bruce listened to Duke El
lington and wanted to learn how to play jazz. "My 
dad taught me a little about improvisation, and I 
just started playing while he played the piano.”

He studied with Ned Meredith, who influenced 
him greatly, as did recordings by John Coltrane, 
Eric Dolphy and Sonny Griffin. “Of trombone play
ers, I especially like Carl Fontana, J. J. Johnson. 
Bill Watrous, Phil Wilson. Roswell Rudd, and a guy 
from Stockholm, Eje Thelin. I like all the creative 
players, the guys who improvise and come up 
with new ideas that stimulate me emotionally and 
intellectually."

He attended the University of Utah for two 
years, and North Texas State for one year. He 
flunked out of North Texas, however, because he 
never went to classes. "Instead, I stayed home 
and played electric trombone.”

After a summer stint with the Woody Herman 
band, which featured Bill Chase on trumpet, Bruce 
returned to the University of Utah, where he began 
studying mathematics, an interest that presently 
consumes him.

'Whenever I attend a math conference, I be
come tremendously excited. I get really free, it 
stimulates my mind, I get very relaxed, and I can 
play better. I feel so much more open to try all 
kinds of things, and not be locked into the note
concept.

That s why I've been studying digital signal 
processing—either computer processing of 
audio wave forms, or computer generation of the 
wave forms. I think of the computer not as a ma
chine, but as another musical instrument.

"My goal is twofold: to build a computer that 
generates a music of its own, and to construct a 
synthesizer or computer which will play music in 
conjunction with what / do.

"The difference between this and just setting 
up a tape recorder is that the computer has to 
make decisions. I’ll have one computer just to 
generate wave forms—"notes’—and a second 
computer to tell it which notes to generate.

"Theoretically, a computer can produce any 
sound. The question is, how do you tell the ma
chine which sound to produce so that you have 
some control over the various sounds that it does 
produce.

“The computer or synthesizer I envisage will 
first detect what note / play on my trombone, and 
then it will play a line with my line. It will be able 
to decide what other notes to play, perhaps 
making some other trombone-sound in harmony 
with mine. The computer might use random num
bers to decide" for itself. I would not necessarily 
be able to predict what it will do. I would have 
programmed how it decided to do it, but not the 
actual decision it made. It's on the level, you see, 
of artificial intelligence.

"The reason I don't just get another trombone 
player is because I hear lines in my head that per
haps no person could play—maybe too fast, or 
too many notes changing in certain ways. But the 
speed at which a computer can play is fast, even 
faster than you can hear. I mean, it can squeeze an 
entire piece into just half a second.

"As far as the audience goes . . . Zappa always 
says there's a strong sexual aspect of music. But 
there's also every other human emotion. These 
computers are just tools to get that entire range 
of emotion and intellect expressed. And, too, be
cause I have a strong interest in the intellectual 
side of music, I become interested in some things 
that certain other people might find dull.

"In my soloing, I try to start where the audience 
has a handle to hold on to, and then progress into 
the more abstract things. Dissonance doesn't 
mean the same thing that it used to. To be limited 
to just a 12-note scale has also gone out. Like, 
Jimi Hendrix, another strong influence on me, 
would be out of tune traditionally speaking, but his 
emotional content would be exactly right. He was 
one of the greats.”

Fowler regularly practices, jams and com
poses. Lately, he has been writing trombone 
etudes, trombone quartets, and trombone sextets. 
He has also been composing for nine- and ten- 
piece combinations, which include four trom
bones.

He tries to blend the composition of classical 
music with the improvisation of jazz, and "in the 
rock things, the bass trombone player acts as the 
bass." He hopes to someday start a family band 
with his father and four brothers.

Of his musical evolution he says, "I used to be a 
so-called avant-garde trombonist, just freaking 
out. That was fun. but it didn't go anywhere. Now I 
am deeply into playing, while at the same time I'm 
writing music that is heavily orchestrated." db

DAVID AMRAM
by arnold jay smith

I ncidental music for the theatre, background 
scores for motion pictures, and underthemes for 
television sitcoms can be thankless tasks. So 
David Werner Amram III took it upon himself to en
liven his lot by writing and performing all of the 
above with a little jazz, a little Middle-Eastern 
music, some European orchestrations and a good 
deal of youthful drive that underscores all he 
encompasses.

"My very first meeting with a jazz musician was 
when I was 12. It was a bunch of old Dixielanders. 
I was treated like an adult just as. later, when I 
met Dimitri Mitropoulus conducting the New York 
Philharmonic. He simply treated me like another 
struggling French horn player and writer. In my 
20s, as a gym teacher (!), I met Charlie Parker. All 
through those early years I met musicians, jazz 
and otherwise, who encouraged me to continue 
what I was doing, and I was determined to play 
and pass the musical word on to others. I chose 
children because of the way I was treated.

"The jazz musician's way of life, or you could 
say the true musician's way of life, is where they 
themselves realize that anyone who picks up an 
instrument is doing something creative. We use 
the word 'classical' to mean 18th-19th century 
notated music, but "classical" really is the music 
that survives the test of time and generations and 
remains intact. Some of the world’s greatest 
'classical' music has not even been written down, 
like Middle-Eastern music, folk music of the 
world, and our own classical music, jazz, which is 
now, thank God!, being taught formally by per
forming artists in major universities.

"No longer do youngsters have to go to back
rooms and bars to pick up pointers on how to play 
jazz. My interest with kids is due to the fact that 
when I was a kid. I was turned onto the music by 
all the love it exuded, by the feeling that you can 
be turned on by giving and sharing rather than by 
grabbing and taking.

"I was not a child prodigy, just a child enthusi
ast. Piano at six and French horn at 15. I was lucky 
enough to be able to hear the great orchestras on 
radio, live, no less. My father and uncle took me 
down to the Earl Theatre in Philadelphia where I 
heard a fantastic stage show.

"Working and playing in jazz and still going out 
and working with kids afforded me the opportunity 
to play in all the idioms. I was able to jam gospel, 
bluegrass, folk, jazz and Latin with the high school 
kids. It kept me young, happy. Dizzy Gillespie 
once sat up til dawn and coaxed me to play 
French horn with him. He's still a great teacher, 
life-style variety. My own incarnation as a per
former has had so many different aspects. I was 
playing extra horn with the National Symphony 
and playing jazz at the same time, going to col-



lege and working as a gym teacher in the after
noons. At 19 you don’t care if you don’t sleep. 
People have asked, 'How come you don’t drop 
dead?”’

David has written incidental music to Joseph 
Papp's Shakespeare In The Park productions; 
After The Fall, Arthur Miller’s Marilyn Monroe
based bio; and the movie scores to The Manchu
rian Candidate. The Young Savages, and Splendor 
In The Grass.

"I found out early that what I was trying to do 
would kill me. That's not true today because now 
they have a lot of jazz people, like Benny Golson 
and Quincy Jones, setting new standards. Lalo 
Schifrin was a waiter while he was trying to write. 
The funding of the movies is from the Lawrence 
Welk School, or what would be the equivalent of 
Las Vegas show bands, orchestrated by Rach
maninoff, with a simonizing job by Dimitri Tiomkin 
and an army of ghost writers. The standard when I 
was there was to steal from Bartok, change it so 
you wouldn't violate copyright laws, add a 
composer to write a melody, and repeat it as 
many times as possible throughout the movie.

"Splendor had people like Buster Bailey on the 
track. Sinatra, three years after Candidate came 
out, asked me why no album ever came from it. He 
told me it was one of the best scores ever done 
for a picture of his. I not only write but I pick the 
musicians, play and arrange. The Hollywood 
types told me I was insane to do all that work.

"My first professional recording was with 
Lionel Hampton, Hamp In Paris by title. When I 
played with Charles Mingus in 1955, I tried to fit 
into what I felt he was trying to achieve with the 
use of the French horn, since I replaced Eddie 
Bert's trombone. The group had George Barrow, 
later Jackie McLean, and Mal Waldron. I learned a 
tremendous amount in terms of opening up my 
mind to music as a totality, that is, not to think in 
terms of jazz, but in terms of all music. In Oscar 
Pettiford’s band I joined Julius Watkins on French 
horn, using Gigi Gryce arrangements to make the 
sounds of the instrument clear, not sloppy and 
muddy.

"I'm writing something for Sonny Rollins now. 
After meeting him at a Carnegie Hall concert 
along with Rufus Harley, I knew it had to be done. 
Rufus and I did a free concert in Philadelphia and 
we were joined by a harmonica player. That had to 
be the weirdest front line ever—bagpipes, har
monica and French horn. The group I have worked 
with recently—Pepper Adams, Jerry Dodgion, 
Herb Bushier and Al Harewood—is a school, we 
learn that much from each other.

"I hope my Triple Concerto For Woodwind. 
Brass, Jazz Quintet and Orchestra encourages 
younger people to go into jazz. The Concerto was 
a milestone. It was the culmination of some 25 
years of involvement in music—from the street, 
bars and clubs to films and records. To hear a 
symphony orchestra play some of the figures of 
Bird, Diz and Trane was the most rewarding thing 
that could have happened." db
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RICK WAKEMAN
The Auditorium, Chicago
Personnel: Wakeman, organ, piano, synthesizer, 
mellotron; a four-piece ensemble consisting of 
guitar, bass, drums, percussion; two vocalists; the 
National Philharmonic Orchestra of America and 
Choir, conducted by David Measham.

Rick Wakeman has managed to attract a 
homogeneously devoted following during his 
first year as a solo artist. But although he is 
one of the more technically proficient of the 
expanding synthesizer corps, his innovative 
abilities remain in question. The success of 
his second album, Journey To The Center Of 
The Earth, has been phenomenal, having en
couraged Rick to go on tour with a small 
rock ensemble, augmented by the massive 
National Philharmonic Orchestra and Choir 
under the direction of David Measham.

One of Wakeman’s prime weaknesses is his 
overaffinity for spectacle, and his Auditorium 
date regrettably emerged as more of a gim
mick than a noteworthy musical accomplish
ment. From the moment he sauntered on 
stage in his flowing floor-length white robe, it 
was obvious that Rick could do no wrong in 
the eyes of his idolators. Coming off as some
what of a cross between Jesus and Flash Gor
don, Rick proceeded to explain that the 
opening portion of the show would include 
several segments from his first solo album, 
The Six Wives Of Henry VIII.

Catherine Of Howard emerged as the most 
successful song, its schizoid score incorporat
ing elements of Ives, boogie, folk, and North
ern Africa. The Anne Boleyn portion proved 
almost painful, yet Wakeman cleverly 
bounced back by rapping with the crowd 
about the current nostalgia phase. Inviting 
the audience to send title suggestions for the 
piece to Johnny Carson, Wakeman and Mob 
whipped into a ’20s Charleston number, com
plete with four colorfully-outfitted flappers 
who performed their gyrations under a spas
tic strobe. While certainly not the heaviest 
synthesizer workout of the year, at least this 
brief farce helped to close the first set on an 
upbeat.

But the crowd really couldn’t have cared 
less about all these preliminaries. They were 
there to hear a rote performance of Journey 
and, sure enough, that’s what they got. This 
19th century Jules Verne sci-fi classic con
cerns a group of intrepids who stumble upon 
a text by a medieval alchemist that explains 
how to reach middle earth via the jaws of an 
extinct Icelandic volcano. Wakeman's pro
grampiece necessarily glosses over many of 
the novel's main events, but then you can't 
have everything in a 40-minute score, can 
you?

Anyway, the stage was set up to approxi
mate the album jacket, with a stentorian nar
rator perched in a wicker emperor chair on 
stage right. A flowery intro segued into The 
Journey, the first of four songs sung by an un
named duet that could well have been Garry 
Pickford-Hopkins and Ashley Holt, the 
vocalists on the album. Wakeman’s angel 
complex came into full show here as the 
ethereal lighting draped him in holy hues.

The device of the narrator is especially im
portant to the composition, since it is this 
character who intermittently returns to read 
passages from the actual text. Several times 
he comes back just in the nick of time, there
by saving the entire works from collapsing 
under its own ponderousness.

Wakeman’s keyboard arsenal appeared to 
be unaltered since his Yes-terdays, consisting 
of organ, piano, mellotron, and custom-built 
synthesizer. Yet the constricting nature of 
Journey never really allowed Rick the room 
to soar.

At one point, the spotlight was di
verted away from Wakeman by the appear
ance of a pair of gigantic cavorting contrap
tions in the orchestra pit, crude replicas of 
the prehistoric icthyosaurus and plesiosaurus. 
The more juvenile element of the crowd dug 
these naugahyde nasties immensely, but it al
most seemed as if Wakeman was aware that 
he needed the props to alleviate the tedium.

Several more narrative readings and choral 
spiralings later, the explorers are ejected 
from the abyss and returned to outer earth. In 
Wakeman’s sphere, this calls for a little bit of 
Grieg’s Hall Of The Mountain King, so he 
pulled out all the stops and let loose with a 
barrage of electronic sound. Naturally, a 
standing ovation followed, so the troupe was 
compelled to render an encore, an instant 
Wakeman pop/comp inspired “by telly- 
watching all the crap adverts in your 
country." This Concerto Banalese managed to 
mix five nauseating commercial jingles to 
humorous effect but it sure didn't look like 
some of those guys in the orchestra were very 
happy about things.

There is no arguing with the fact that 
Journey has a wide base of appeal. Wakeman 
has hit on the romantic chord in his audience, 
thereby bringing rockophiles and classical- 
heads together to witness his glibly accessible 
synthesis.

Thus by borrowing from a profusion of 
landscapes, Rick has relegated himself to a 
musical limboland. If “contemporary" pro
gram music is your forte and nothing appeals 
so much as hopping a 747 to check out the 
Bayreuth Festival, then Wakeman may be 
your man. Wait till he starts bringing out 
those 80-foot-dragons. —marv hohman
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of
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LATEEF

□ Flute Book of the 
Blues, Number Two

□ Tunis (Etude for 
Unaccompanied Flute) 

□ Four Etudes for Flute 
□ Sonata for Flute

and Piano ..................
□ Trio for Flute, 

Cello and Piano.....

. $2.95

. $3.50

$7.95

$5.95

$6.95

HOW TO bone up on sliP-horn changes
■ ■ VX ww I by Dr. William L. Fowler

Ah, but could the medieval sackbuttist have seen and heard what was to become of his un
gainly assortment of pipes! Could he only have balanced a modern trombone slide in his hand 
or felt a modern mouthpiece against his chops! Could he have dug the plunger growls of a Sam 
Nanton, the portamentos of a Jack Teagarden, the lip slurs of a Frank Rosolino, the speed of a 
J. J. Johnson, the phrasing of an Urbie Green, the special effects of Phil Wilson, or any other 
technical near-miracles of the 20th Century ’bonists, he likely would have stomped his un
wieldy slide flat in total frustration.

And could he have known what is happening now in legit trombone, say, for example, Stuart 
Dempster burning through Berio’s challenge-piece, Sequenza V, he likely would have ended up 
in shock! But trombone technical development waits for no man, as our current crop of both 
jazz and legit sliders is proving.

So to become a pro in tomorrow s musical world, the neophyte trombonist must overcome a 
staggering array ol difficulties, many arising from his instrument’s unique pitch-changing 
device—the slide.

David Baker, Tom Malone, and Bruce Fowler are rushing to the aid of inexperienced 
sliders—Dave through his encyclopedic Contemporary Techniques for the Trombone, Bruce 
through an article slated tor publication in the International Trombone Journal. Tom ihrough 
his Alternate Position System for Trombone. And to speed this aid to those in need, they have 
granted rights to use selected materials from their writings for db readers.

For Stage Band:

□ Destination Paradise ...........................$5.95
□ Excerpt.................................................. $6.95
□ Construct...............................................$6.50
□ Is Is........................................................$5.95
□ If And Only If....................................... $6.00
□ Thing Is This Or The 

Thing Isn't This............................... $7.95

Send check or M.O. plus mailing fee of 
25c in USA and Canada; 35c Foreign to:

FANA MUSIC 
P.O. Box 393 

Amherst, Mass. 01002
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BAKER

Circular breathing: How to play the seemingly interminable phrases that composers have in
sisted on writing since the dawn of Western music has been one of the principle problems of 
the wind player. Often a line offers no logical opportunity for breathing, that is, without de
stroying the line. The problem is rendered even more acute when the wind player is attempting 
to match a line played by a siring player or a keyboard instrument.

The problem has been tackled in many different ways. Some players have chosen to omit 
what they felt were notes of lesser importance. Others have opted for quick catch breaths 
through the nose, often sacrificing a note or two in so doing. Legend has it that during 
Wagner’s time at Bayreuth, the bass trombone player rigged a contraption not unlike a bicycle 
pump. On those endless sustained notes, (i.e., Lohengrin, Parsifal, etc.) the trombonist inserted 
the hose in his mouth and pumped air in after the fashion of a bellows.

Many jazz players have arrived at what seems a much more reasonable solution to the prob
lem. That solution involves a technique called circular breathing. Some of its most avid practi
tioners in jazz are Clark Terry, Snooky Young, Ernie Royal. Harry Carney, Slide Hampton, 
Howard Johnson and Rahsaan Roland Kirk.

In simplest terms it works like this. The player:
1. Takes a breath.
2. Fills his cheeks with air (puffing them out).
3. Maintains an even tone by expelling the air in his checks, at the same lime breathing 

in through his nose.
4. The player then plays naturally, continuing the process indefinitely.
The technique, while admittedly difficult, can be perfected in a relatively short period of 

time.

A SLIDE RULE OF MUSIC
FOR BEGINNERS 
AND PROFESSIONALS

•illllìiiliìiì,
A FULL 3 3/4" x 11

IDSTRni P0- Box 24527, Dept. D10 
C0HW05ER Los Angeles, Calif. 90024 
Enclosed is my $10.00. check or money order. 

(Add $1.00 if outside U.S.A.) Please Send To:

INSTANT COMPOSER IS 
THE FAST. NEW WAY TO 
READ. WRITE. TRANSPOSE 
AND COMPOSE YOUR OWN 
MUSIC A UNIQUE SLIDE 
RULE THAT INSTANTLY 
REVEALS THE STRUCTURE 
OF MUSIC SO IT MAY BE 
EASILY UNDERSTOOD STU
DENTS. EDUCATORS AND 
PLAYERS OF ALL INSTRU 
MENTS ARE DISCOVERING 
INSTANT COMPOSER TO BE 
AN INVALUABLE MUSICAL 
TOOL

Against the grain playing: This term is one coined by the author, to describe a way of playing 
trombone which obviates the necessity of longuing. Because of the manner in which the trom
bone is constructed and the relationship of one overtone series to another, whenever the slide 
moves in the opposite direction of the note a natural break occurs, i.e., the notes move higher 
as C to D and the slide moves lower (smaller to a larger number) 3 to 4. Conversely, when the 
slide and the note move in the same direction without a compensating attack a smear results, 
i.e., to^. We all know the effect in Lassus Trombone, the Firebird Suite, and much Dixieland 
music featuring tailgate trombone. The smear, rip or slur has been used most effectively in both 
dramatic and comic situations throughout the history of the slide trombone.

By using this technique, a multiplicity of advantages may accrue.
1. Dramatic effect approximating a valve action.
2. Speed and technique often not possible using the tongue.
3. Rips and slurs not unlike those produced by the French horn in certain contemporary 

works.
4. A smooth legato, not obtainable with any modification of basic tonguing techniques.
5. Many others limited only by the player’s imagination.

COMPLETE WITH 
INSTRUCTION BOOK

MAIL THIS AD TODAY 
ALONG WITH TEN DOLLARS 
AND YOUR INSTANT COM 
POSER WILL BE RUSHED TO 
YOU POSTPAID

MALONE
Alternate positions: Wind instruments other than the trombone (flute, clarinet, trumpet, 

etc.) are designed in such a way that the fingers make movements of no more than one inch in 
the process of changing pitch. The trombone is quite different. Awkward position patterns can 
render certain musical passages impossible or impractical at faster tempos:

NAME

ADDRESS

Long slide movement: t iti mi

While in the lower register (low E to the next E flat) there are no alternate positions, in the 
middle register (second E to the next E flat) there are many notes with two positions for the 
same note. And many notes in the treble clef can be played in three or more slide positions.

In the middle and upper registers, then, players might make awkward passages relatively 
easy by choosing alternate positions for notes to shorten the slide motion between notes. Two
principles apply in the choice of positions: (1) Move the slide as little as possible, and (2) 
Move the slide in a symmetrical manner. Notes in a series should be played in a single direc
tion movement or in a multidirection movement in which the change of direction is not abrupt. co
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Alternate Positions
An excerpt from Alieniate Positions Systems for Trombone, by Tom Malone 

(Synthesis Publications). Copyright. 1974.

:
= = =
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George russell’s ~ 
L YDIAN CHROMATIC CONCEPT 
Of tonal organization
“The foremost theoretical contribution of 
our time . . . destined, to become the most 
influential musical Philosophy of the fu
ture.” DAVID BAKER

(Choirman Afro-American Music Department
Indiana University) 

“Surpasses any musical knowledge I 
have been exposed to.”

ORNETTE COLEMAN
“Then came modes. Tunes were only ton
al centers. George Russell pioneered this 
and Miles Davis applied his beautiful 
lyricism to this harmonic base. ”

MICHAEL ZWERIN
(Village Voice) 

“The most profound theoretical contribu
tion to come from jazz.” JOHN LEWIS 

(Director Modern Jazz Quartet)

To purchase the
LYDIAN CHROMATIC CONCEPT

send $24.50 to
CONCEPT PUBLISHING COMPANY

Suite 1104 12 East 41st Street
New York, NY 10017

BRILLIANT RECORDINGS 
BY GEORGE RUSSELL
• OTHELLO BALLET SUITE
(Big Band) ..............................................price S5.50
• THE ESSENCE OF GEORGE RUSSELL (double 
album featuring classic live Big Band perform
ance of Electronic Sonata For Souls Loved By Na
ture and also Concerto For Self-Accompanied 
Guitar..................................................price $8.50
• LISTEN TO THE SILENCE (Large Chorus with 
Jazz/Rock Ensemble) ......................... price $5.50
(Add 50c for postage) Available to stores.

Order from: NEW MUSIC DISTRIBUTION SERVICE

6 West 95th Street New York. NY 10025

Blues Scale
An excerpt from Contemporary Techniques for the Trombone, by David Baker 

(Charles Colin). Copyright. 1974.

; .THE MOST THOROUGH AND 
COMPLETE METHOD FOR 
LEARNING TO IMPROVISE 
THAT I HAVE SEEN TO DATE"

(Against the grain playing) 
I , ,_„ . b.

I M3 4*4 5 M

3,5 fa 7 4 5 fa _
-3 2 4 »5 b lb

1 3 4 5 b
13 2 3 3

7 F*? >r hf
______I 3 ..fc, I 4 fo fa fa 7 4 5 4 5 5 5

- 1. 3; - 2 5 —T5—3------- 3------- ~4 _ .5.—<r—7—7, fa fa h
I 3 6, I 4 6 & - I I 2 3 4 5 5 6

I___ 3__ 2__ 3 4_ 5 5__ 5

_____ I___5 4 3 7, 13 5 5 7, fa 7, 4 5__ 5
. & -fa—7> 1 Z 4^—3 5 t—=T=T

~ I 4 5 5

I 3 5, I II

That's what top saxophonist Tom Scott 
says about. . .

DICK GROVE'S ENCYCLOPEDIA OF
BASIC HARMONY & THEORY APPLIED TO 
IMPROVISATION ON ALL INSTRUMENTS.

IN 3 VOLUMES - Each volume contains learning aids, 
rhythm cards, practice assignments.
VOL I - THE ELEMENTARY STAGES
12 lessons & worksheets cover all phases of Scales & 
Intervals. 3 & 4 Note Chords.............................. $1455
VOL. II - THE INTERMEDIATE STAGES
7 lessons & worksheets cover all phases of 5, 6. 7 
part chords; chord & scale relationships; tables 
showing all chord families & scales running thru 
them, etc.................................................................... $1255
VOL. Ill - THE ADVANCED STAGES
9 exhaustive lessons & worksheets cover all phases 
of chord progressions, chord substitution; form. 
119 progressions include ll-V-l; substitute ll-V-l. 
Circle of 5ths; Vamp-Turnaround. Parallel; Line. 
Minor; Rock (circle of 5ths & 4ths); Bridge; Blues. 
Dorian, Phrygian, Lydian. Mixolydian, Aeolian & 
Locrian Modal. PLUS reharmonization of polychord 
notation; altered chords as means of reharmoniza
tion, etc. Simple, clear tables & charts............... $24.95
3 RECORD CHORD PROGRESSION SET
Available with VOL III; contains Dick Grove lecture & 
piano demonstration of all 119 chord progressions 

$5.00 per record; $15.00 for all 3
Please send check or money order for whatever 
books you wish Sorry, no C.O.D. — Calif residents 
please add 6% sales tax. All Canadian. Mexican & 
Overseas purchasers, please add S1.00 to absorb part 
of postage charges.
And for full details on over 200 great books, 
records, cassettes, charts by Dick Grove, 
Allyn Ferguson, Sammy Nestico, Jimmy 
Joyce, Don Ellis, Ray Brown, Howard 
Roberts and other top pro musicians, com
posers, arrangers send for

____3 5,4 7, 2 5 5_____ fc> 3 4 5 fa 7 7 7 
— - i 2 3 3 4 5 fa 7 7 7

2 3 4 5-3 3^

THE FPM "HOW TO" CONTEMPORARY 
MUSIC CATALOGUE-lt’s FREE, send to 

FIRST PLACE MUSIC publications,inc.
Dept. 27 12754 Ventura Blvd. Studio City, CA, 91604
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If you subscribe to down beat
the RECORD CLUB

you're a member of

mail it with your payment 
promptly and accurately.

Fill out the order form below and
Orders processed 

Only 606 postage and
handling charge is made reagrdless of the quantity
ordered at one time.

Shipments only to U.S.A
addresses (No shipments

, Military & Canadian 
made without payment.)

The Following LPS db/RC Price is $4.96 
(list price: $6.98)

GATO BARBIERI - Chapter 3
Viva Emiliano Zapata ABC/Imp ASD9279

GENE HARRIS
Astral Signal B-N 1BNLA313G

PHAROAH SANDERS 
Love In Us All ABC/Imp ASD9280

JOHN COLTRANE 
Interstellar Space ABC/Imp ASD9277

FREDDIE HUBBARD 
High Energy Col KC33048

CHARLES EARLAND
Leaving This Planet Pres PR66002

MAYNARD FERGUSON 
Chameleon Col KC33007

RETURN TO FOREVER CHICK COREA - Where
Have I Known You Before Poly PD6509

FREDDIE HUBBARD/STANLEY TURRENTINE
CTI 6044

BRIAN AUGER 
Genesis

HERBIE MANN 
Reggae 
Undergroud

GIL SCOTT-HERON 
Winter In America

EDDIE HARRIS 
Is It In

THELONIUS MONK — Who's 
The Big Bad Monk

THE ORIGINAL BOOGIE WOOGIE
Piano Greats 

STEVIE WONDER ■
First Finale

Poly
Atl
Atl

PD6505
SD1655
SD1648

S-E 19742
Atl SD1659

Afraid of
Col KG32892

In Concert 
EDDIE HARRIS

Is It In 
GENE AMMONS

Brasswind 
KENNY BURRELL

Atl SD1659

Corner Down The Block 
STANLEY TURRENTINE

Pieces of Dreams
HERBIE HANCOCK
Thrust

GATO BARBIERI
Yesterdays

McCOY TYNER
Echoes of a Friend 
Sama Layuca

Pres P10080 
Up The Street 'Round The

Fan 9458
Fan 9465

Col PC32965
F-D BDL1-0550

BLOOD, SWEAT & TEARS
Mirror Image

STEELY DAN
Pretzel Logic

BAD COMPANY
Bad Company

BILL EVANS
The Tokyo Concert

ROBIN KENYATTA
Stompin' At The Savoy 

JOHN KLEMMER
Magic & Movement

HAROLD ALEXANDER
Raw Root 

EMERSON, LAKE & PALMER

Col KC32708
Fullfillingness'

Tamia T6-33251
Col PC32929
ABC D-808

Swan Song SS8410
Fan F9457

Atl
Imp

Atl
Welcome Back (db/RC $8.96)

BARRY WHITE
Can't Get Enough 

THE POINTER SISTERS

Mant

SD1656
AS9269

SD1657
MC3200

20th Cent T-444
Live

Opera House (db/RC $6.29)
3 The 
B-T 1BTS8002

Mile M-9055
Mile M-9056

WEATHER REPORT
Mysterious Traveller 

CHARLES EARLAND/FREDDIE
Col 

HUBBARD
KC32494

WAYNE SHORTER Leaving This Planet Pres PR66002Moto Grosso Feio B-N LA014
JOE FARRELL

Upon This Rock CTI 6042S1
MILT JACKSON
Olinga CTI 6046S1

HANK CRAWFORD
Don't You Worry 'Bout A Thing Kudu 19 

TIM WEISBERG
"4" A&M SP3658

RAVI SHANKAR
Family & Friends Dark Horse SP22002

BUDDY RICH
Very Live @ Buddy's Place G-M GM3301 

KEITH JARRETT
Treasure Island Imp AS9274

MARION BROWN
Sweet Earth Flying Imp 9275

HUGH MASEKELA
I Am Not Afraid B-T BTS6015

FLORA PURIM
Butterfly Dreams Mile M9052

CANNONBALL ADDERLEY
Pyramid Pres F9455

DUANE ALLMAN — An Anthology
Vol. II (db/RC $6.96) Capric ZCP0139 

FOCUS
Hamburger Concerto Atl SD36-100

EARTH, WIND & FIRE
Open Our Eyes Col KC32712
Another Time (db/RC $6.96) W-B 2WS2798 

ERIC CLAPTON
461 Ocean Blvd. RSO SO4801

RUFUS
Rags To Rufus ABC ABCX809

MARVIN GAYE
Live Tamla T6-33S1

CHICAGO TRANSIT AUTHORITY
Chicago Transit Authority Col GP8

MAC DAVIS — Stop and
Smell The Roses Col KC32582

SANTANA
Greatest Hits Col PC33050

! ORDER FORM Mail with payment to: down beat/RECORD CLUB
222 W. Adams St. Chicago, IL 60606

1124 I
I

1 Artist & Title Label No db/RC Price

Total db/RC price $.

To renew or change address, include a down beat subscription address label. Postage .60
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$10 00 subscription 
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Canada $1 I 50

Total Remittance: %
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Atlantic, worked some gigs with his own 
group and with King Curtis and the Kingpins, 
and did some session work. In 1967, he final
ly made his fourth Atlantic album, House of 
David, a straight ahead quartet album with 
organ that enjoyed some success. He also co
led an album with Jack McDuff.

By 1968, David had fully returned to the 
scene. That year he recorded two albums, us
ing a large band and the arrangements of Bill 
Fischer. These are Bigger And Better and The 
Many Facets Of, with the latter documenting 
his debut on the soprano saxophone.

Yet the time was still not right for Newman 
to keep a group together and go out on the 
road. He gigged around the Dallas area and 
recorded two more albums: Captain Buckles, 
which featured him with trumpeter Blue 
Mitchell and guitarist Eric Gale in a piano
less quintet setting; and Lonely Avenue, high
lighting the playing and writing talents of 
guest artist Roy Ayers. During 1970 and 
1971, he rejoined the Ray Charles band on a 
temporary basis and played a few gigs in 
Texas with Red Garland.

In 1972. David got a call to join Herbie 
Mann’s quintet, one of Mann's finest bands 
ever. The saxophonist not only gained a 
greater audience through Herbie’s concerts 
and recordings, but also learned some val
uable lessons in the very difficult art of keep
ing a band together. There was also the ad
vantage of being billed as a featured artist 
with the group, which is now known as The 
Family of Mann. Using that name, Herbie re
corded the album First Light, with each mem
ber of the band composing and leading the 
group for one number.

After having been featured soloist with Ray 
Charles and Herbie Mann, recording ten al
bums under his own name, and having done 
session work for such artists as Aretha Frank
lin, Nikki Giovanni, Cornell Dupree, Kate 
Smith, Gregg Allman, T-Bone Walker. Shir
ley Scott and dozens of others, David New
man feels that, at 40. it’s about time to step 
out on his own.

His latest album, Newmanism, is one of his 
best and represents the direction that his own 
live performances will take. With a broad 
smile of satisfaction, he says, “I think that the 
album turned out fine. I was pleased to have 
Roy Ayers on it. When 1 was doing the Lone
ly Avenue record, Roy and I just clicked. He 
occasionally did a guest thing with Herbie, 
too. We work well together. He wrote two 
originals for this record; Pat Rebillot, Her
bie’s pianist, wrote three, and I wrote three. 
The music is mostly straight ahead jazz with 
some r&b things mixed in. I wanted it to 
sound the way it would sound on the road 
with my own band. And it’s all original ma
terial, which is different for me. I am very 
happy with it.”

David has now formed his own quartet 
comprised of Dallas musicians and has set up 
plans to play various clubs and colleges 
around the country.

As a producer, I have had the honor of re
cording David on several record dates as a 
sideman. His professionalism and his hu
manity match his talent as a musician. He 
would no more waste words or time than he 
would waste notes in a solo.

1975 will mark the genesis of a new era for 
David Newman. The music listener has only 
to open his ears and wait for the results, db

30 □ down beat



AS PERFORMED ON A AS PERFORMED ON A
COMBO ORGAN. YAMAHA COMBO ORGAN.

Even the smallest Yamaha combo organ can help you color 
and flavor your music.

And the biggest, our YC 45D, can give you birds, outer 
space, and quick cathedral-like blend changes.

It comes with synthesized-like sound, funky sound, and a 
preset system.

And it changes touch response for piano volume and tone 
control.

All five Yamaha combos feature 
multi-position tone levers (for 
fine-tuning a wide range 
of flute, string, brass, 
percussion and other 
sounds).

There are effects 
like touch vibrato, 
fuzz, glide, marimba, 
and harpsichord.

And everything you’ll 
need to shade and tint 
both your solo and group 
ideas.

Try one at your nearest 
dealer soon.

e YAMAHA
Box 6600. Buena Park. Calif 90620



continued from page 13

lacking in that concert.
"Isn't it amazing how people who are al

ways on the balls of their ass and always 
broke and always mad at somebody, think 
that you should be too, because you're a musi
cian. That you owe some debt to be broke, to 
sit around stoned out all the time and com
plaining. I mean, what is that? Who gives 
anybody the right to tell you what to do with 
your life? How much do you have to suffer? 
How much is enough?"

Doc’s eyes flashed flat with indignation as 
he punched his finger into the armchair.

"Let me tell you—and this is the kind of 
person who—I met one of the most narrow
minded guys I’ve ever met in my life the other 
day, a so-called ’jazz-buff.’ You know, like 

the hunched-over, 1950s jazz tenor-style guy 
with dark glasses and the, ’Heeeeey, man. 
Uuuuh, uuh. crazy, man. uuh, uuh,’ you know?

“He didnt dig one of my concerts. He’s a 
doctor, of all things, a man that’s insane—he 
is insane'. He’s really a loser of a jazz tenor 
player, so he took up medicine out of frustra
tion. He’s got a practice in a little town of 
3,000 in Kansas, and he came to see this con
cert he didn’t like.

“He was tryin’ to tell me how I should per
form, and he wanted me to do everything but 
put on a zoot-suit! This guy was too much. I 
said. ’Do I come in and tell you how to take 
out tonsils? You came to the concert, you 
paid your money, now either you like it, or 
you don’t.’

“He was bitchin' because we didn’t play 
any ‘nice’ ballads, like Round About Midnight. 
1 said, ‘No, I didn't, because if I played 
Round About Midnight I wouldn’t reach as

Clarinetists and saxophon
ists who care about good 
music care about the reed 
they use. That’s why La 
Voz reeds are in such 
demand. La Voz reeds 
are fashioned from the 

highest grade cane avail
able. And La Voz ages its 

cane from 3 to 4 years before 
it even becomes a reed. The 
special La Voz manufac
turing process calls for precise 
craftsmanship and hand-grad
ing to exact tolerances. We also 
inspect each La Voz reed many 
times to assure superior per
formance. With all that built- 
in quality, shouldn’t our reed 
be your reed?
La Voz Corporation, 8484 San 
Fernando Road, Sun Valley, 
California 91352. 

many people in the audience as I do playing 
I'm Singing That Song For You. by Leon Rus
sell, which is a damn good tune.’ I said, ‘Tell 
me what 1 did that was offensive about that?' 
And he couldn’t tell me.

“Then he got mad because we didn't play 
something like Green Dolphin St. and feature 
the guys in the band. I said, ‘We played Mala
gueña for 20 minutes and brought the guys 
down in front. I challenge you to find a finer 
tenor sax solo than what Lou Tobakin played 
on that.' He was mad because it didn’t run the 
cycle of 7ths like Perdido or something.

“I told him, I said, 'I’m not gonna do it just 
because you want to hear it. This is today, it’s 
now.' He wanted to know why we didn’t play 
a nice ballad. I said, ‘You mean maybe a tune 
like The Way We Were?' He said, ‘Yeah. 
That’s a beautiful song. I like that one.’ I said, 
‘Well, we played it., He said, ‘Oh, I went out 
to get some beer. I was gone for awhile.’

“This guy was complaining because he 
couldn’t make it as a jazz tenor-man, and he 
admitted that he got fired form every job he 
ever had. I said, 'Why don’t you worry about 
your own problems?’

“And by the way,’ I said, 'you make pretty 
good money as a doctor. You’re drivin’ me 
around in a SI2,000 car tonight, and you got 
a 5150,000 home—who are you to tell me 
that I should starve?’

“He had his son with him, who’s about 14- 
years-old, making a complete cynic out of 
him. There was no father-son relationship at 
all. When 1 got out of the car, I said, 'Kid, I'll 
tell you. If you got any talent at all and can 
avoid listening to your old man, you might 
turn out all right.’

“It’s about time somebody told that cat off. 
He plays bad tenor, does bad medical work, 
beats his wife up, and gets high in front of his 
son. Well, I just had to have it out with him.

“It’s not just this guy I’m talking about. I’m 
talking about what a creator runs up against 
sometimes when he’s devoting his life to 
being positive.

"It’s like this LA critic who wrote that re
view on John Denver. He was mad because 
Denver did songs about the Rocky Moun
tains. He said there’s not enough songs about 
the darker side of life. Yet once he criticized 
Denver because he did too much of other 
people’s music. John now does all his own 
music in concert, so now the critic is mad be
cause his songs are not—the right kind. Do 
you believe that?

“Now, where can you ever please anybody? 
That’s why you have to decide what you want 
to do, and work toward that—what you want 
to do. You set your own artistic sights. I’m 
not going to conform to what they think I 
should be to make them happy. I’m going to 
find my own happiness. I'm going to be my 
own man, and they can either like it or not.

“When Herbie Hancock or Chick Corea 
say they’re tired of playing for just a few 
people, and that now they want to make their 
concepts acceptable, what’s wrong with that?

“Look at Lawrence Welk. Lawrence Welk 
likes what he’s doing. Who has the right to 
tell Lawrence Welk he’s crazy? He does it be
cause he likes it. People pay money to hear it. 
He takes the money—that’s all within the 
realm of acceptability.

“They criticized Louis Armstrong because 
he sang Mack The Knife and Hello, Dolly, and 
that man did more for jazz music than any 
one other human being who ever lived! (He 
pounds the arm of the chair with the flat of his 
hand.) Now what the hell do they want the 
man to do—lay down and die? A broken man 
for them? Who has the right to ask for that?32 □ down beat



“Do they want a musician to just go around 
beating his brains out playing what they think 
he should play? And miss the chance to get 
acquainted with millions more people 
through his music, and have that much more 
influence? What is constructive about that?

“I wanted to record the Tonight Show band 
doing good, solid jazz and jazz/rock. They 
put me down on that. Absolutely not. I 
wanted to do a classical album—absolutely 
not. Forget it. They don’t believe there’s an 
audience out there for that. But I’m going to 
record the Tonight Show band myself, and 
somebody’s going to be smart enough to 
come in and help me get it on the market, or 
I’ll do it by direct mailing. There’s great mu
sicianship and great inspiration in that band 
that deserves to be heard, and I’m going to 
see that it’s done. And if the record com
panies are too damn stupid to help me do it, 
then fine: I’ll take the money.

“And when I do it, sure enough, somebody 
will say, ‘He’s selling out.’ But, see, I’m not 
really worried. I get angry and upset at those 
types of people, but I think it’s time for 
people to stand up and say, ‘Let me have my 
say for a change.'

“I had one critic interviewing me before a 
gig, and he insisted on fitting me into a 
strictly hard-core jazz mold of limited ap
peal. After talking to me for awhile, he said, 
‘How do you feel about winning the Playboy 
jazz poll?’ I said, ‘I never paid much attention 
to it—I’m looking forward to making a 
center-fold! He wrote a scathing review.

“Just because I’m successful, you see, he 
felt 1 was selling out. He made the assump
tion that I don’t like and respect jazz music as 
much as he does, that I don’t understand it, or 
that I haven’t been there.

“Well, where was he when I was playing at 
the Apollo Theater in 1949 and ’50? Or when 
some black guys and 1 got run out of a diner 
in Jersey, being chased by a redneck chef 
with a meat cleaver? Where was he when I 
was living in black hotels in Washington, 
D.C., and getting threatened by white cab 
drivers?

“Why is it that Dizzy Gillespie and I can 
get along and talk and understand and re
spect one another, but somebody like that 
guy thinks I should do it his way?

“Hunger. Hunger. ... I mean, I’ve gone 
hungry for 1 hope the last time in my life. I 
was on the road with a band that insisted on 
playing exactly what they wanted to play, 
when they wanted to play it, how they wanted 
to play it. I lived on S5.00 a day. We didn’t 
get salaries. We just got whatever we could. 
We slept on the bus for two and three days at 
a time, like going into a service station men’s 
room to sponge off.

“Let’s put it this way. I could have gone on 
the Dick Cavell show and I'd be lookin' for a 
gig right now. Dick Cavett didn’t know one 
thing: he didn’t know how to play the melo
dy. If you’re gonna do Summertime, put a lit
tle Summertime in il, too.”

When Doc finished his tirade, both of us 
were shaking with heartfelt emotion. We re
mained silent for a few moments. Then, with 
pride, compassion, and a sense of profound 
sincerity in his eyes, Doc said gently, “I 
might incur the wrath or the disrespect of 
certain elements, but on the other hand, in 
the long run after it’s all over, 1 can look 
back and say. ‘Yeah, but I could still play 
good trumpet the best way I could, and I was 
able lo do it in such a way that 1 could say 
hello to a lot of corny truck drivers out there 
and have them say hello right back to me. 
That’s the way I paid my dues.’” db

GETZEN CO., Elkhorn, Wisconsin 53121 
Please send catalog and free subscription to 
the Getzen Gazette.

I
NAME

ADDRESS

CITY STATE ZIP I
DI 2/74 |

the many moods 
. of “Doc” 
interpreted best 

on a
GETZEN

To hear Doc play is to marvel at 
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from the pen of

THAD JONES
exactly as recorded by the fabulous 

THAD JONES/MEL LEWIS ORCHESTRA

INCLUDED WITH EACH ARRANGEMENT
I s a COMPLETE FULL SCORE

TIPTOE .... $15.00
AHUNK AHUNK . 12.50
FINGERS . . . 20.00

11 MORE in the series...

Wi th these 3 New Charts Kendor now 
has all the music from the award- 
winning album CONSUMMATION. .
(and the album too..$6.98)

Send for Complete List TODAY!

KENDOR MUSIC, INC.
DELEVAN, NEW YORK 14042

121 S.W. 5th Street
Pompano Beach, Florida 33060

I HAU continued from page 15

er heard Joe play bad.
Smith: You have worked with some of the 
Basie alumni, notably Harry Edison. What do 
you think of him?
Jones: (gasping in admiring disbelief) He’s one 
of these very unique and rare people who is 
able to express exactly what he wants on the 
trumpet. He always expresses it with feeling 
and with humor. He doesn’t miss.
Smith: Do you prefer playing in smaller 
groups as opposed to the band?
Jones: Not “as opposed to”—along with. I 
like playing. Small groups are what 1 started 
with.
Smith: On that topic, do you consciously 
write those concerto grossi 1 hear so many 
times in your compositions?
Jones: You noticed those too, eh? 1 don’t 
know how 1 came into that particular way of 
writing. It’s just that you search and you try to 
find something that’s workable, something 
that sounds fresh and gives the music a little 
more vitality, life, color. A little more depth 
perception. You never know how it’s going to 
turn out. As I said, the music takes you. 
Smith: There have been few personnel 
changes in the Jones-Lewis Orchestra, but 
some key men have gone their separate ways. 
Like Roland Hanna, amid puzzling circum
stances ....
Jones: I haven’t discussed it with Roland at 
all because I feel a person is entitled to do 
whatever he wants to do. If he’s living the life 
of a responsible person, then whatever re
sponsibility he considers the most pertinent is 
what he does. I never thought he quit in a 
huff. If he did, some evidence of it would 
have shown up by now.

When we first started up, Roland told me 
he was going to be our piano player. Now we 
already had a piano player, my brother Hank. 
(Roland was one of the “hang arounds” at 
that first session.) Then Hank had to leave, 
because he was into so many other things that 
he just didn’t have the time. And there was 
Roland, hangin’ around.
Smith: Do you write for new talents that join 
the band from time to time, like Jon Faddis? 
Jones: Nothing specific. Remember, Jon is 
still a young player, and it has happened that 
something causes new talent a little setback. I 
hope that whatever happens with Jon hap
pens in a natural way, Jon’s choice. 1 don’t 
think any player should overemphasize one 
particular phase of their playing. 1 give him 
room to blow, naturally.
Smith: I’m glad to see that Quentin Jackson is 
now with the band.
Jones: Yeah! So am 1. “Butter” and 1 go back 
a few years. He’s the last of the big plungers. 
There are others that play, but none like But
ter: he has artistry with that. He’s a very 
precious person.
Smith: You have had other arrangers in the 
band, like Bob Brookmeyer, Garnett Brown, 
Roland. Do you favor other writers’ sluff, or 
your own?
Jones: Listen, I favor music, period.
Smith: Would you like Quincy Jones to write 
for you?
Jones: 1 quit Basie’s band in 1963; I don’t re
call having played his writing. He can write, 
ihough, can’i he? Um-um! 1 think the move to 
Hollywood and success kind of opened him a 
little bit and got him back in the groove 
again. His head was so full of other things, 
like being vice-president of Mercury Records 
and all. He is a mature writer in the selection
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of notes, harmonies—it’s speaking, saying 
something.
Smith: When did you switch to fluegelhorn? 
Jones: 1 started playing fluegelhorn when we 
formed the band. It seemed that it was better 
suited to what the band was all about. We 
were involved with different combinations of 
instruments, and fluegelhorn appeared to as
sume the properties of flutes, saxophones, 
trombones, clarinets, piano, bass, or com
binations. It seemed to belong with every
thing.
Smith: What about a mellophone?
Jones: Il seemed a little heavy. Fluegelhorn 
seemed to have that unique blending. 
Smith: And the fourth valve on it?
Jones: Il enables you to play an octave and a 
half lower. Added notes.

As the interview drew to a close, we got 
into the technical aspects of some of the 
other brass instruments and instrumentalists. 
Thad termed the French horn, “A lough one 
to master. It has a lot to do with the position 
of the hand in the bell.” About Don Ellis: 
“One of the most technical trumpet players 
around. You know about Doc Severinsen, but 
a lot of people don’t know what Don Ellis 
can do.” About Freddie Hubbard: "Has phe
nomenal technique, and uses it in a different 
way.”

Thad on Maynard Ferguson: “One of the 
strongest. You know about his range. He 
doesn’t have the musicality of Freddie or 
Don, and certainly not the musicality of Diz
zy and Miles. You put all the other trumpet 
players over here, and then you have Miles 
and Dizzy over there. As a matter of fact, I 
had to quit buying Dizzy records (big laughs 
all around). 1 found myself memorizing every
thing he did. I was worse than Jon at one 
time!” And on it went until we got to one top
ic, one man who is a category.
Jones: Whatever he’s into, Miles believes in. 
Smith: (prodding) You don’t think he’s a 
cocky genius sitting on his ass saying, “I’m 
gonna see how many people follow me into 
the river.”
Jones: Are you kidding? C’mon, now. Here’s 
a man who has devoted his life to music. Any
time you find someone devoting his life to 
something, you got to respect that. A lot of 
people are misled by Miles. They listen to 
what he says, and they don’t listen to what he 
does.

As we parted, Thad told me about his 
teaching career. “Il’s William Paterson Col
lege in Wayne, New Jersey. I teach three jazz 
courses: history, improvisation, and a small 
and large ensemble. It’s a happy experience.” 
On the way out, Thad spotted a Joe Williams 
RCA album on which he was composer
arranger and co-featured trumpet star along 
with Clark Terry. "Please make this a P.S.,” 
Thad insisted. "Clark Terry is a badassed 
mother.” db

POTPOURRI continued from page 10

More than 100 jazz musicians, singers, 
and dancers turned out for a recent benefit 
"contest” on behalf of the Gene Ammons 
Memorial Foundation held at the High Chap
arral in Chicago. The "winning” band—the 
Governors State University Big Band, led by 
Warrick Carter and featuring singers Jimmy 
Spinks and Jean Caroil—are likely to re
ceive bookings in downtown Chi for their 
efforts. While the turnout barely filled one 
third of the club, musicians and friends of 
the late Jug were enthusiastic about the 
affair. db
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HOW TO continued from page 28
FOWLER
Rhythmic manipulation: The realization that bars and beats can be divided into any number 

of parts, not just 2, 3, 4, 6, or 8, for example, is basic. In Frank Zappa’s music, superimposed 
groups of 5 over 3, 7 over 2. 5 over 2, 11 over 2, or 13 over 1, often appear. In fact, any ration
al number could be translated into a multi-rhythmic time event. Theoretically, at least, if two 
different times begin together and the difference in their periods (how long the beats are in sec
onds) is an irrational number, then they will never come together again. (Impossible to verify 
in practice, I suppose—unrelated times—but an interesting idea . . .) But for odd rhythmic 
groupings of notes new tonguing techniques must be devised. For fast fives, sevens, and so on, 
alternating double and triple-tongued groups can be used: 5=takatataka or tatakataka; 
7=tatakatakataka, takatatakataka, or takatakatataka; and so on. This method can be extended 
indefinitely for handling larger odd rhythmic note-groups.

Electronic tone alteration: Either a pickup or a mike can be used to feed any number of de
vices. 1 use a wa-wa (variable bandpass filter), an echoplex, a phase shifter, a ring modulator, 
and soon will be adding a frequency shifter, and a frequeney-to-voltage converter for use with a 
synthesizer. And 1 expect that in the near future computers will become important in an inter
active role with the performer.

Bruce Fowler (see this issue's Profile).
Tom Malone is currently with the Gil Evans Orchestra as arranger and player (synthesizer, pic

colo, trombone, bass trombone); former multi-instrumentalist with Woody Herman, Frank Zappa, 
and Blood Sweat & Tears.

David H. Baker, formerly with several big bands and the George Russell Sextet, is Associate Pro
fessor of Music and Director of Jazz Studies at Indiana University.

...on the road
BRIAN AUGER
Nov. 21-

23, Electric Ballroom, 
Atlanta, Ga.

Dec. 5, Syria Mosque. Pittsburgh, Pa.
GARY BARTZ
Nov. 21-

29. Lighthouse, Hermosa Beach, Ca.
BLACKBYRDS
Nov. 22, Convention Center. 

Cleveland, Ohio
27-
30, High Chapparal. Chicago. II. 

DAVID BOWIE
Nov. 22, Spectrum. Philadelphia, Pa.

26, Scope. Norfolk, Va.
28. Mid-South College.

Memphis, Tn.
30, Municipal Auditorium, 

Nashville, Tn.
Dec. 1. Omni. Atlanta. Ga.

4, Convention Center. Miami, Fl.
CHARLIE BYRD
Nov. 22, School of Modern Dance, 

Cleveland, Ohio
23. West Shore Unitarian Church, 

Cleveland, Ohio
25-

Dec. 14. Roosevelt Hotel, New York, NY 
RY COODER
Nov. 21, Symphony Hall. Boston. Mass.

22, Fairleigh Dickinson Univ., 
Rutherford. NJ

CHARLES EARLAND
Dec. 3-

8, Concerts By The Sea. 
Redondo Beach. Ca.

MAYNARD FERGUSON
Nov. 21, Milliken Univ., Decatur, II.

22, Masonic Auditorium, 
Toledo, Ohio

24-
25, Clarenceville High School, 

Livonia. Mich.
26. Waubonsee College, 

Sugar Grove, II.
27, Brown Derby. Norton. Ohio
28, Earlham College, 

Richmond. Ind.
GUESS WHO
Nov. 27. Convention Center. 

Indianapolis. Ind.
Dec. 1. Omaha. Neb.

5, Tucson, Arizona
WOODY HERMAN
Nov. 24, State Univ., Bowling 

Green, Ohio
26, High School Seminar. 

Wauwatosa, Wis.
27. Prom Ballroom. St. Paul, Minn
30. Great Court Culture 

Center, Canyon, Ohio 
Dec. 1. Hyatt Regency Hotel, 

Chicago. II.
2 Clarenceville High School. 

Livonia, Mich.
4. Seneca College, 

Toronto, Ontario

BOBBY HUTCHERSON
Nov. 21. Keystone Korner, 

San Francisco, Ca.
23-

Dec. 13, Japan Tour

JEFFERSON STARSHIP/ 
PAPA JOHN CREACH
Nov. 23-

24. Winterland, San Francisco, Ca.
29. Sports Arena, San Diego. Ca.

B.B. KING
Nov. 22. Xavier Univ., Cincinnati, Ohio 

25-
Dec. 1. Monticello Swingers Club, 

Framingham, Mass.
CLEO LAINE
Nov. 21-

30, St. Regis Hotel. New York, NY
MAIN INGREDIENT
Nov. 22-

28. Apollo Theater. New York, NY
29. Paramount Theater.

Portland. Ore.
30, Paramount Theater, 

Seattle. Wash.
MONTEGO JOE/FIFTH DIMENSION
Nov. 21 Riviera Hotel. Las Vegas. Nev. 

27-
Dec. 8. Uris Theater, New York, NY
MOTT THE HOOPLE
Nov. 21. Brangwyn Hall. Swansea. UK

22. Capital. Cardiff. UK
23, Odeon, Taunton, UK
24, Winter Gardens.

Bournemouth. UK
26. Town Hall, Birmingham, UK
27, Guildhall, Preston, UK
28. Civic Hall. Guildford, UK
29, City Hall. Newcastle, UK
30, Univ., Lancaster. UK

ALPHONSE MOUZON
Nov. 21, SUNY, Oswego, NY

23. SUNY, Stony Brook, NY
TRACY NELSON & MOTHER EARTH
Nov. 22, Great Southern Music Hall, 

Gainesville, Fl.
23, Papa's Dream. 

St. Petersburg, Fl.
NEW RIDERS OF THE PURPLE SAGE
Nov. 22. Seaton Hall Univ., 

South Orange, NJ
24, Orpheum. Boston, Mass.
27-
30, Academy of Music. New York, NY

NITTY GRITTY DIRT BAND
Nov. 24. Civic Center. San Diego. Ca.
Dec. 2. Vancouver Gardens. BC

3. Northern Jubilee Auditorium. 
Edmonton, Alta.

4, Southern Jubilee Auditorium, 
Calgary, Alta.

LOU REED
Nov. 24, Civic Auditorium. 

Santa Monica. Ca.

CAL TJADER
Nov. 21-
Dec. 1, Concerts By The Sea, 

Redondo Beach, Ca.

MICHAL URBANIAK
Nov. 22. Hofstra Univ.. Hempstead. NY

PHIL WILSON
Nov. 23. Murray State Univ.. Ky.

MIGHTY JOE YOUNG
Nov. 22. Youth Glen Park. Gary, Ind. 

23. Rensselaer College. Ind.

Showboat 2 sets sail Dec. 7 for a week with 
Count Basie, Lionel Hampton, Sarah 
Vaughan, Cannonball Adderley, Joe 
Williams, James Moody, Cecil and Cavril 
Payne, Carl "Barna" Warwick and Leonard 
Feather. It's aboard the S.S. Rotterdam; call 
212-244-7856 for reservations . . . Bob 
Brookmeyer comes into the Village Vanguard 
Nov. 26 with a quartet; David Amram Quar
tet opens Dec. 3 . . . Mr. Spats has Henry 
Woods' solo piano . . . Harold Ousley, with 
singer Harold Dumont, is in Rust Brown's 
Nov. 21-24. Beginning Nov. 27 it's Lonnie 
Liston Smith . . . The Half-Note brings in 
Monty Alexander Dec. 2 . . . The Angry 
Squire Pub, with some fine British cooking, 
has John Lewis' trio . . . Rashied Ali's group 
holds forth at Ali's Alley . . . The Blue Book 
still has Della Griffin . . . Joe Newman 
comes back to Boomer's Nov. 21-23; Roy 
Haynes comes in Dec. 4 . . . The Cookery 
looks like this: Mary Lou Williams with 
Milton Suggs opens Nov. 25; Dick Hyman 
Sunday evenings; Chuck Folds Saturday and 
Sunday afternoons . . . New Audiences pre
sents Chick Corea & Return to Forever at 
Carnegie Hall Dec. 1 . . . Barry Manilow at 
Carnegie Nov. 21, while the Beach Boys are 
at Madison Square Garden the same 
night . . . Elton John shuttles from his Garden 
sell-outs Nov. 28-29 to the Nassau Coliseum 
Nov. 30 and Dec. 1 . . . Ella Fitzgerald is Lin
coln Center Great Performer Nov. 29. Also in 
the Center's Fisher Hall, it's America Nov. 23- 
24, Donovan Nov. 28, and Harry Chapin 
Dec. 1 . . . Renaissance hits the Academy of 
Music Theater Nov. 22-23, along with Wish
bone Ash;Thanksgiving, Nov. 28, Command
er Cody & His Lost Planet Airmen 

. . . Johnny Mathis and The Miracles con
tinue at the Uris through Nov. 24; the Fifth 
Dimension open Nov. 27 . . . Jazz Inter
actions' lecture series at Hunter College has 
Ken McIntyre on Nov. 22; Ernie Smith's 
"Jazz on Film" lecture is Dec. 6 . . . Studio 
Rivbea's lineup has Anthony Braxton Nov. 
27-28, with the Sam Rivers Trio for late 
hours; the Harlem Ensemble returns Nov. 
29-30 . . . Jazz Vespers at St. Peters (64th and 
Park) has Errol Parker Nov. 24 and Frank 
Foster's Advent Mass Dec. 1 . . . Marian 
McPartland continues at Michael's 
Pub . . . Lindisfarne comes into the Bottom 
Line Nov. 22-24; Leonard Cohen follows 
Nov. 29-Dec. 1; Sonny Terry and Brownie 
McGhee begin Dec. 5 ... At Mikell's: Chico 
Hamilton Nov. 21-23 and 27-30; look for 
Junior Mance in early December. . . Sonny's 
Place, Seaford, Long Island, features tenor 
saxist Bob Kindred Nov. 22-24; altoist Ernie 
Wilkins is Nov. 29-Dec. 1 . . . The West
bury (L.L) Music Fair presents Cheech & 
Chong (Nov. 27), Benny Goodman's All 
Stars (Nov. 29-30), and Cleo Laine (Dec. 
1) . . . Gulliver's, West Patterson, N.J., brings 
in Roy Haynes Nov. 22-23, then Teddy Wil
son Nov. 29-30 . . . Passaic's Capitol Theater 
has the bands of Marshall Tucker and 
Charlie Daniels Nov. 22; Billy Joel Nov. 23; 
Johnny Winter Nov. 25; Renaissance Nov. 
30 . . . JAZZLINE's got the New York scene 
covered 24 hours a day: 212-421-3592.36 □ down beat



CHICAGO
Late autumn brings a heavy schedule of 

rock to Chicago's stages. Consider these: 
Genesis Nov. 21 at the Auditorium; the 
Guess Who at the Arie Crown Theater Nov. 
22-23; the magic of Donovan at the Auditori
um Nov. 24; Dave Mason at the Auditorium 
Nov. 26; The Stylistics and The Hues 
Corporation at Arie Crown Nov. 27; Frank 
Zappa and the Mothers at North Central Col
lege in suburban Naperville for two shows, 
Nov. 29-30. That same weekend finds Randy 
Newman (Nov. 29) and Poco and

db music shop/
Rates: one insertion S1.30 per word (S20. minimum); three 
insertions $1.20 per word; seven insertions S1.15 per 
word; 13 insertions $1.10 per word; 22 times $1.00 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 ap
proval. All advertisers must supply publisher with perma
nent address and telephone number. Deadline for copy 
and payment: eight weeks prior to cover date, down 
beat/Classified. 222 W. Adams St.. Chicago. IL 60606.

__________ ARRANGEMENTS___________
DANCE BAND CHARTS for small combos. Send S1.00 for 
sample and list. State instrumentation. Frank Jordan. 11 72 
N. Sierra Bonita, Pasadena. CA 91104.

GERRY MULLIGAN: Presents 41 charts for small combos 
exactly as recorded. $4.50 JIMMY GIUFFRE & CHARLIE 
PARKER: Presents 57 charts for small combos. Contains 
30 Parker jazz choruses, $4.50. RAM Supply, 105 
Longacre Rd., Rochester, NY 14621.

BOOKS

S
THE EVOLVING BASSIST by RUFUS REID 
The finest book to date, with 146 pages for 
the doublebass and the 4 and 6 string 
electric basses. Develop strong modern 
jazz sounds and strong bass lines from 
chord symbols. Includes transcribed solos 
and a selected discography.

$12.50 plus 60c handling. Foreign orders add $2.00

MYRIAD Lock box 503, 2138 E. 75th St. 
LIMITED Chicago, Illinois 60649

INSTRUMENTAL METHODS
GUITAR TEACHERS—Free catalog. New and better 
teaching publications that MOTIVATE and MAINTAIN stu
dent interest. GAGNER GUITAR PUBLICATIONS. P.O. 
Box 55—DB. Dover, N.H. 03820.
JAZZ GUITARISTS ENCYCLOPEDIA! Hundreds of pro- 
gressions and ideas. R. G. Publishing, Box 625, Orange
vale. CA 95662. $2.98
LEAD POSITION CHARTS give the patterns to put your 
licks together. S3.50—50c postage and handling. BOOGIE 
PEOPLE. 1028 Sycamore PI.. Vista. CA 92083.

LIGHTING
LARGEST MUSICIAN'S STAGE LIGHTING catalog $1 
(credited), Roctronics, 22-DB Wendell St., Cambridge. MA 
02138.

_______ MUSICAL INSTRUMENTS_______  
30% DISCOUNT Name Brand Musical Instruments. Free 
catalog. Freeport Music. 455 T Route 110, Melville. NY 
11746.
30% TO 50% DISCOUNT! Any Model: Guitar. Amp. Drum, 
Banjo. Dobro! Free Catalog! Warehouse D-72 Box 11449, 
Fort Worth. TX 76109

GUITAR PICKS, $6.95 gross (144). Specify T-M-H. Send to 
The Music Shop, 994 Main St.. Walpole. MA 02081.

PIANO TUNING & REPAIRS
PIANO TUNING supplies, books, repair pans. Free lists. 
Keyboard Technicians, 5417 - 18th Ave.. Brooklyn. NY 
11204.

_________ RECORDS & TAPES_________
JAZZ—Send 10c in coin for complete SAVOY JAZZ 
CATALOG. Parker, Hawkins. Young. Gillespie, etc. 
SAVOY RECORD CO. 56-D Ferry St.. Newark, NJ 07105.
FAST RELIABLE JAZZ record service—many rare 
items—foreign orders welcome—send for FREE LP sales 
list. Jaybee Jazz, Box 24504. Creve Coeur, MO 63141.
DIXIELAND, MAINSTREAM LP'S. Bill Dodge. 124 
Honeoye S.W., Grand Rapids. Ml 49508.
JAZZ LP'S—Traditional. Swing, modern; 1920's to pres
ent. Fast, reliable service. Send 10c for catalog to Tulip 
Records. P.O. Box 3155-D, San Rafael. CA 94902.

Billy Joel (Nov. 30) at the Auditorium, 
and George Harrison at the Stadium 
(Nov. 30—but it's already sold out). On Dec. 
2 at the Auditorium it'll be Peter Frampton, 
and Dec. 4 brings Dicky Betts . . . Alto saxo
phonist Bunky Green brings the Chicago 
State University Band to the Jazz Vespers at 
Christ The Servant Lutheran Church in Lom
bard the afternoon of Nov. 24. The following 
Sunday, Dec. 1, Jazz Vespers celebrates its 
first anniversary with the return of the players 
who initiated these unusual programs, trum
peter Bobby Lewis and his brass section The 
Forefront. . . The four blocks of 75th Street
JAZZ IMPORTS/Domestic labels, write to JAZZWAY. 
Suite 1. 7214 Bergenline Ave.. North Bergen. NJ 07047. 
LP IMPORTS: The best in jazz on top European labels. 
Free catalog. Howards International. 61-25 98th Street, 
Rego Park. NY 11374.
BARGAIN OFFER FOR DRUMMERS—Latin Rhythm 
Sampler Stereo Recording. Send $1.00 to Latin Percus
sion, Inc., P.O Box 88, Dept. DB, Palisades Park, NJ 
07650.
NOW! 1,000 JAZZ Records for sale. Jazz Records. Box 71, 
Hicksville. NY 11801.
RECORD RARITIES and oldies. Free 64 page auction 
catalog. Box 863D. Burbank. CA 91503.

JAZZ RECORDS. Free Catalogs. Foreign Orders Wel
come. JAZZ HOUSE, Box 455, Adelaide St. E. P.O., Toron
to, Ontario. Canada.
LPs at substantial discounts. Send self-addressed 
stamped envelope to: Melmoth. Box 20146. Tallahassee, 
FL 32304.

IMPROVISATION METHODS
JAZZ IMPROVISATION, 244 pages, all instruments, 
S12.50. Adolph Sandole. 243 Rambling Way, Springfield. 
PA 19064.

Hang ups with changes? All you need to know 
about chords and their application is contained in 
"The Frank Cunimondo Jazz Chord System” 

A two volume text, $ 12.50
FRANK CUNIMONDO

110 FAYBERN DR.. VERONA.-PA 15147

FOR PIANISTS. COMPOSERS, ARRANGERS
Voicings-Tonal Paralipsis Bk. I $2 95
Voicings-Tonal Paralipsis Bk II $2.95
Voicings in Fourths $2.95
Voicings in Fifths . $2.95
Voicings using Clusters $2 95

••••••••••••••••••••••••• 
FOR ALL INSTRUMENTS

Pentatonic Scale Improvisation $1 5 00
•••••••••••••••■••••••••a

CHARLES BANACOS MUSIC ZTA
33TYNGSBORO RD. ( ----- 1

DRACUT, MASS. 10825 I
(Mass, residents add 3% sales tax for books only)

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 IPV7 Progression................................... $3.00
□ The Blues Scale.............................................$250
□ The Lydian Mode...........................................$2.50
□ The Trltone Cycle ......................................... $250
□ The Dorian Mode . . ....................................... $250
□ The Mlxolydian Mode....................................$250
□ The Byzantine Scale..................................... $250
□ The Ionian Mode ........................................... $250
□ The Diminished Scale....................................$250
□ The Aeolian Mode......................................... $250
□ The Polytonal Guitar......................................$2.00

Send check or money order to:
EDC PUBLISHING DEPT. DB 115

1611 Kennedy Blvd. North Bergen, N.J. 07047 
Foreign Orders ADD $1.00 PER Book FOR Air MAIL

__________ MISCELLANEOUS__________
CHARLIE PARKER T-SHIRTS Five-color design on tan or 
yellow shirts. S-M-L-XL. Money-back guarantee. $5.00 
BIRD LIVES. P.O. Box 4583, Boulder, CO 80302.

BANDS!
Send for free catalog of 

pro quality band equipment 
HUMES and BERG MFG. CO.

4801B Railroad Ave., East Chicago. IN 46312

______________ WANTED______________
WANTED—TO BUY: Eb Baritone Saxophone and Vega 
Bb Trumpet. Write Box 41. South Bend. IN 46624. 

between Cottage Grove and Martin Luther 
King Drive is seeing a jazz resurgence lately. 
Two clubs, the long-standing Apartment and 
the brand-new NTU Theater Bar, book name 
acts steadily and the NTU not only presents 
the Ken Chaney Trio every Tuesday, but also 
plans a series of jazz films on the off-nights 
(and hear The Ken Chaney Experience 
weekends at the 300 Room in Roberts Motel 
on 63rd). Mondays and Tuesdays it's tenorist 
Von Freeman at the Enterprise Lounge, with 
John Young, piano; Dave Shipp, bass; usually 
Bucky Taylor, drums; Gerri Mitchum, vocals; 
and invariably a crowd of sitters-in (on Wed-

WHERE TO STUDY
ATTENTION: George Russell Is giving a seminar Feb 1 7. 
1975 thru Feb. 26, 1975 Cost $450. 4 hrs. classes/day. 
To be held either in NYC or BOSTON. For further details, 
write to Concept Publishing Co., suite 1104. 12 E 41st 
St.. New York. NY 10017 20 students, max. Dec. 1, 1974 
deadline for acceptance.
SCHOOL OF CONTEMPORARY MUSIC (Striving to build 
a new way). Jazz-Classical-Rock-Piano tuning and repair. 
Full or part-time study. Monthly enrollment—professional 
diploma. APPROVED FOR VETS. Jeffrey D Furst. Director. 
2001 Beacon St., Brookline. MA 021 46. (61 7) 734-71 74.
LLOYD GARBER instructs his new-music improvisation 
concepts (Guitar Energy) to private students worldwide. 
Book available. $23.00. Write Lloyd Garber, Box 66. 
Station H, Toronto. Canada, M4C 5H7. Tel. (416) 782- 
2485.
HOME STUDY courses in modern theory, arranging, and 
composition for beginners and advanced. Personal faculty 
attention Applied Music School. 505 W. Hillsborough. 
Tampa. FL 33603.
CREATIVE MUSIC NEW YEAR'S STUDIO—Dec 27th, 
'74—Jan. 5th. '75. Intensive 10-day seminar with 10 
composer-performers of creative music. Concerts—work
shops—discussions. Guiding artists include KARL 
BERGER, DAVE HOLLAND, JACK De JOHNETTE, STU 
MARTIN, and others Call or write CREATIVE MUSIC 
FOUNDATION. INC., P.O. Box 671. Woodstock. NY 12498 
(914) 679-9245.
PHIL WOODS private instruction on sax and jazz improvi
sation. Limited number of students at Charles Colin 
studios, 315 W. 53rd St.. New York. NY 10019. Call (212) 
LT 1-1480.
JAZZ PIANO—New Approach—HAROLD DANKO. Woody 
Herman's piano soloist on the "Raven Speaks album is 
now accepting a limited number of students at Charles 
Colin Studios. 315 W. 53rd St., New York, NY 10019. 
Phone (212) LT 1-1480.

CREATIVE MUSIC STUDIO
Woodstock, New York

WINTER TERM: Jan. 15—Mar. 15, '75 (8 weeks) 
Group and Orchestra workshops for all instruments: Development 
Studies in Rhythm + Sound and Body Awareness Guiding artists: 
Karl Berger, Jack DeJohnette. Dave Holland, Stu Martin, Bob Moses, 
Frederic Rzewski, Sam Rivers. Lee Konitz. Garrett List, Sara Cook 
and others.

Call or write: CREATIVE MUSIC FOUNDATION 
P.O. Box 671, Woodstock, NY 12498 (914) 679-9245

EAR TRAINING CASSETTES
New and EASY Method

Start out with intervals, work up to advanced progres
sions. Only 30 minutes a day brings amazing results.
Send $6.25 for first cassette or 25c for brochure.

PALMER PRODUCTS
P.O. Box 256 Ann Arbor, Mich. 48107

DRUMMERS
Stanley Spector writes—

Do you really know what happens when a drummer 
uses rudiments and drum method books to build up 
his "technique" so that he will "better” express his 
"ideas”?

At first the hands will become stronger and faster 
by endless repetitions. Unfortunately the mechanical 
sounds produced by muscular practice are so boring 
and monotonous, that in self-protection the ear un
consciously turns itself off. The results are horen- 
dous. By the time a drummer attempts to play with a 
band he has unknowingly psychologically amputated 
his ear and paralyzed his brain. Sorry about that. But 
when a drummer makes use of simplistic theories and 
questionable assumptions that kind of thing can and 
does happen. Some drummers have found an alterna
tive approach through considering the ques
tion—HOW CAN A GOOD DRUMMER GET TO PLAY 
BETTER. For information about the tape recorded 
home study course, send one dollar (check or money 
order) along with your request for information to the

STANLEY SPECTOR SCHOOL OF DRUMMING
200 West 58th St. (at 7th Ave.) Dept. 341 

New York, NY 10019 For information about qualifying 
for instruction with Stanley Spector, should you live in 
the greater New York area, phone (212) 246-5661.
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Eight by David Baker...
□ arranging & composing For The 
Small Ensemble: jazz/r&b/jazz-rock (1st 
Ed. 1970) 184 pps., spiral bound.
........................................................ $15.00

— jazz improvisation, A comprehensive 
Method of Study for All Players (Revised 
Ed. 1971) 184 pps., spiral bound . $15.00
□ advanced improvisation with 90’ 
cassette. (1st Ed. 1974) 256 pps., spiral 
bound..........................................$25.00

Techniques of Improvisation:
Vol. 1, A Method For Developing Im

provisational Technique (Based On The 
Lydian Chromatic Concept by George 
Russell) (© 1968; 4th printing/Revised 
Ed. 1971) 96 pp., spiral bound .... $9.00
C Vol. II, The V7 Progression (© 1968; 
4th printing 1971) 76 pp., spiral bound 
...........................................................$9.00

□ Vol. Ill, Turnbacks (1st Ed. 1971) 84 
pps., spiral bound ........................$9.00

□ Vol. IV, Cycles (1st Ed. 1971) 260 
pp., spiral bound.......................... $15.00

•
Jazz Styles & Analysis: Trombone 

(1st Ed. 1973) 144 pp., spiral bound 
......................................................... $15.00

Free Catalog — Free Postage

NEW SOUNDS IN MODERN MUSIC 
315W. 53rd St., New York, 10019

□ Dave Baker's Jazz-Rock Library arrangements. 
$4.50 ea. □ Ten arrangements. $37.50 □ Complete 
set of 20. $75.00

□ Encyclopedia of Improvisation—Stuart $12.50
□ Eddie Bert (Trombone Method) $5.00
□ Frank Metis (Rhythm Computer) $10.95
□ David Baker (Contemporary Techniques for the 

Trombone Vo. 1, 2. $15.00 each. Complete $25.00
□ Geo. Tremblay (Definitive Cycle Twelve Tone Row) 

$15.00
□ Encyclopedia of Progressive Duets $7.50
□ Encyclopedia ot Duets—lazz Phrasing $7.50
□ Barney Kessel (The Guitar) $15.00
□ Colin-Broiles (Art of Trumpet Playing) 3.50
□ Tom Timothy (Modern Arranging) $4.95
□ Van Alexander (First Chart) 112 pages $6.95
□ Gordon Delamont (Modern Harmonic Techniques) 

Vol 1, 2—each $15.00
□ Delamont (Modern Arranging Technique) $15.00
□ Delamont (Modern Contrapuntal Technique) $6.00
□ Ernest Toch (Shaping Forces in Music) $6.95
□ DeLaunay—New Hot Discography $15.00
□ Jerry Coker (Patterns for Jazz) $12.50
□ George Russell (Lydian Chromatic Concept) 

$24.50
□ Encyclopedia of Rhythms & Jazz Patterns $12.50
□ Russell Garcia (The Professional Arranger) $7.95
□ Earl Hagen (Scoring for Films) $15.00
□ Angelo Dellalra (Arranger's Workshop) $7.50
□ Angelo Dellalra (Chord Workshop) $9.00
□ Angelo Dellalra (Creative Arranger) $12.50
□ Complete Encyclopedia of Chords $12.50
□ Frank Skinner (Underscore) $6.95
□ Williams (Complete Trumpet Method) $9.00
□ Dr. Chas. Colin (Lip Flexibilities) complete $6.00 □ 

Trumpet or Trombone. Vol 1—2—3. each $2.95
□ Colin-Schaeffer (Encyclopedia of Scales) $12.50
□ Dr. Chas. Colin (Complete Trumpet Method) $9.00
□ Slonimsky (Thesaurus of Scales) $25.00
□ Ernest W. Williams (Best of Williams) $9.00
□ Dan Rlcigllano (Popular Jazz Harmony) $7.95
□ Dr. Donald S. Reinhardt (Pivot System for all cup 

instruments) Augmented Edition $25.00
□ Stuart's Encyclopedia of Modern Jazz $12.50
□ Steven-Triple High C Embochure Technique $35
□ Dr. Maury Deutsch (Improvisational Concepts and 

Jazz Patterns) $15.00
□ Fake Book for the Club Date Musician $7.50
□ Hank Mancini (Sound & Scores) $15.00
□ O. Nelson (Patterns for Improvisation) $8.00
□ Carmine Caruso (Breath Control) $5.00
□ Nelson's Advanced Duet (6 bks in one) $7.50
□ Capozzoll (Encyclopedia Around The Drums) $7.95
□ Aaron Harris (Advance Trumpet Studies) $6.00
□ Dr. Charles Colin (The Brass Player) $7.50
O Ulano (The Professional Drummer) $37.50 (592 

pgs.)
□ Jerome Callet (Trumpet Yoga) $15.00

NEW SOUNDS IN MODERN MUSIC
315 W. 53rd St.. New York. N.Y 10019 

nesdays Von moves south to Betty Lou's). 
And around the corner at 75th and Cottage 
hear Ajaramu and Amina at Dickie's Lounge 
Mondays . . . AACM concerts every Sunday 
at the All Souls First Universalist Church; Bata 
Rutlin's Sources of Creativity is Nov. 24. 
AACM artists also perform in the N.A.M.E. 
Gallery concert series, and the Black Artist 
Group is on Nov. 22 . . . Blood Sweat & 
Tears continues at Mr. Kelly's through Dec. 
1 . . . Mercer Ellington brings The orchestra 
to the London House Nov. 26 through Dec. 
8 . . . Manfredo Fest and All Of Us (formerly 
Batucada) continue every Monday at Ratso's; 
Phil Upchurch and Tension Stephens every 
Tuesday; Judy Roberts returns in Dec.

John Carter, multi-reedman and composer, 
offers his music every Sunday afternoon at 
Rudolph's. A regular guest is Carter's ex
partner trumpeter Bobby Bradford, now back 
from his European sojourn . . . The May 
Company is working the Living Room in the 
Playboy Club through Dec. 7, but comedians 
have replaced the jazz festival in the Play
room: Dick Shawn (Nov. 21-23), Phil Foster 
(Nov. 25-30), and Soupy Sales (Dec. 2- 
7) . . . Willie Bobo is Nov. 22-23 at Donte's, 
and the Blue Mitchell-Richie Kamuca group 
arrives Nov. 27. They're closed Thanksgiving 
day, but Art Pepper and Tommy Gumina are 
there each and every other Thursday night. 
Sundays are big band nights and Mondays are 
guitar nights (Nov. 24 has Herb Ellis with 
trumpeter Bill Berry) . . . Martha Reeves 
continues through Nov. 24 at the Troubadour, 
and Don McLean and Ed Begley Jr. follow 
Nov. 27-Dec. 1 . . . The Sunday afternoon 
jazz concerts at the Pilgrimage Theater con
tinue . . . The Nitty Gritty Dirt Band hits the 
Santa Monica Civic Auditorium Nov. 
27 . . . Jefferson Starship with Papa John 
Creach at the Shrine Auditorium Nov. 30.

The Philadelphia Jazz Foundation is getting 
things rolling even as they await official non
profit status. Nov. 29 at the Annenberg Center 
on the University of Pennsylvania campus 
they host Hassan Ali and his group Al Tahid 
(Quani Hadi, trumpet; John Blake, piano; 
Kenny Kell, bass; Emmanuel Thompson, 
drums). Nov. 30, it's the Khan Jamal (vibes) 
Quintet, with Cliff Pinkett, reeds; Seth 
Kirschberg, piano; Ed Crockett, bass; Jamil 
Jenkins, drums. A Memorial To John Coltrane 
on Dec. 1 features Carl and Earl Grubbs (The 
Visitors) conducting a host of Philadelphia 
talent (including Philly Joe Jones) in a per
formance of Coltrane's Ascension ... At Just 
Jazz, Damita Jo arrives for a week on Nov. 25, 
and Carmen MacRae checks in Dec. 2. Just 
Jazz owners Al Schmidt and Jack Manoff have 
a "Jazz in the Park" series in the indoor Play
house in the Park, and Chick Corea and Re
turn To Forever do the honors Nov. 24, with

Please include a down beat address label whenever you write us SUBSCRIBERS! about your subscription. The numbers on your address label are 
essential to insure prompt and accurate service.

CHANGEOFADDRESS
Please let us know six weeks before 

you move.

send to Subscribers Service 
down beat

222 W. Adams Street 
Chicago. IL 60606 

more good music to come . . . The Spectrum 
will have Dave Mason Nov. 22 and Elton 
John Dec. 2-3 .. . Further up Broad Street, the 
Academy of Music brings Billy Joel and Janis 
Ian Nov. 25 and Herbie Mann and his Family 
of Mann Dec. 1 . . . Keith Jarrett (piano), 
Charlie Haden (bass) and Paul Motian 
(drums) come to Trey's Lounge for the last 
weekend of November.

mVUKJÜW
After a long spell of minor league artists, the 

local scene blooms with the impressive tal
ents of some weighty performers. Thanksgiv
ing will feature an electric overload at the 
Civic Center starring Robin Trower's Hen- 
drixesque guitar storms, Italy's first serious at
tempt at rock, P.F.M., and the critically ac
claimed but decibel-laden version of Hitler 
Youth music known as Blue Oyster Cult, fea
turing Buck Dharma on lead guitar and 
leather jacket, and Eric Bloom on rhythm 
chains and black cape ... On Dec. 1 Genesis 
play and exhibit their musical assemblages on 
the "acoustically perfect" stage of the Lyric 
Theater . . . That devoted group of diehard 
jazz lovers, The Left Bank Jazz Society an
nounces the one-and-only Count Basie 
orchestra will provide the music for their up
coming 11th anniversary celebration. The 
place is not yet decided upon.

¿Montreal
The In Concert Club features return visits 

by two artists who scored huge successes in 
previous appearances. Charles Mingus is 
booked through Nov. 24, and Luther Allison 
and his blues appear Dec. 3-8. In between, 
Hank Crawford scores (Nov. 26-Dec. 
1) . . . The Philip Glass Ensemble is pre
sented Nov. 19 at Le Musee d'Art Contem
porain . . . The Preservation Hall Jazz Band 
plays at La Place des Arts Nov. 25, then moves 
to Quebec City Nov. 26 . . . Quebec City 
starts December on the right foot with L'Uni
versité de Laval sponsoring a concert by the 
Revolutionary Ensemble (Leroy Jenkins, 
violin; Sirone, bass; Jerome Cooper, drums) 
on the fourth . . . Canadian Oscar Peterson 
will be honored during his Montreal period at 
the 25th Anniversary Reunion of the Emanon 
Jazz Society, which was formed in 1949 
around the talents of the great pianist. Len 
Dobbin is organizing the reunion; contact 
him at 5735 Adam, Brossard, Quebec, 514- 
656-1838 ... A number of coffee houses 
have linked together to form a chain of co
operation across the province to enable tours 
by the more experimental jazz musicians, 
such as saxist Ron Proby, guitarist Michel 
Madore, and the Jazz Libre de Quebec. The 
association's name is Releve Qué
bec . . . When in Montreal, hear the Jazz Libre 
and Conventum at L'Association des Sculp
tures de Québec; other Montreal jazz/blues 
scenes: Rockhead's Paradise on Ste. Antoine 
Street; the Mojo on Park Avenue; the Cafe 
Campus on Queen Mary Road.

(attach label here)
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A product of Norlin Music. Inc. 
7373 North Cicero Avenue 
Lincolnwood, Illinois 60646

-.The 
Gibson

Grabber
We don’t 
promise you 
fantasies

Some people are content 
daydreaming about the “ultimate 
instrument.” Not us. At Gibson we do 
something about it. A case in point— 
the Grabber Bass. An unsurpassed 
combination of innovation and plain 
good sense and a beautiful, 
new body.

Take our revolutionary moveable 
pickup. Slide it forward for a deep 
roll of thunder. Slide it back for 
bright, biting highs. Or, slide it 
anywhere in between for any sound 
you want. . . the choice is yours.

Forward for a deep roar. Backward for a clean punch.

The mark of any great bass lies in 
the low E, F and G. This is where 
most basses fall short. But the 
Grabber sounds as clean and clear in 
low E as it does in the highest D. And 
it plays perfectly at both ends of the 
neck too. Compare it to your favorite 
bass. You’ll see what we mean.

And one of the greatest Grabber 
features is the price. It’s the kind of 
bass you’d expect to pay a lot for. 
Yet it’s priced just right.

Now that this new Gibson bass is 
here, you don’t have to reach for 
fantasies. Instead, just grab for the 
Grabber. You’ll agree it’s a dream 
come true.
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	the first chorus

	By Charles Suber

	Tributes To Harry

	New Cheers

	Raw Jeers

	B.V.D.s For Jarrett

	SAUSAGE, SAUERKRAUT AND JOE HENDERSON

	WEATHER REPORT HUNTS VOCALIST

	FINAL BAR



	potpourri

	FENDER HAS HIRED

	A FLY BY NIGHT TALEHT TO TELL YOU WHEH TO CHAHGE YOUR ELECTRIC GUITAR STRIHGS.

	DETROIT-NEW YORK JUNCTION—Blue Note 1513

	THE MAGNIFICENT THAD JONES—Blue Note 1527, 1546 (2 LPs)

	MOTOR CITY SCENE—United Artists 4025

	THELONIOUS MONK: FIVE BY MONK BY FIVE—Riverside 305

	THE BEST OF BASIE—Roulette RE-118 (2 LPs)

	ECHOES OF AN ERA—Roulette 102 (2 LPs)

	APRIL IN PARIS—Verve 8012

	WITH JOE WILLIAMS—Verve 68488

	MEAN WHAT YOU SAY—Milestone 9001

	PRESENTING—Solid State 18003

	WITH JOE WILLIAMS—Solid State 18008

	LIVE AT THE VILLAGE VANGUARD—Solid State 18016

	MONDAY NIGHT—Solid State 18048

	CENTRAL PARK NORTH—Solid State 18058

	CONSUMMATION—Blue Note 84346

	POTPOURRI—Philadelphia International KZ33152

	by Michael Cuscuna 
	SANTANA

	SANTANA/COLTRANE

	JOSE “CHEPITO” AREAS

	SAM RIVERS



	John Green’s Accompanist


	Could it be the L-70 by

	/,P KAMANC0MPANY DB 
	STANLEY COWELL	

	YUSEF LATEEF

	ROBIN KENYATTA

	SYREETA

	MINNIE RIPERTON	

	JAZZ HOUSE

	presents

	BRAND NEW

	from


	THAD JONES/MEL LEWIS and MONK MONTGOMERY

	Their just released new albums


	POTPOURRI REALITY

	New! Just Published


	Ip®

	The Un-Plastic

	Sound



	Profi Ic

	BRUCE FOWLER

	by lee underwood


	DAVID AMRAM

	by arnold jay smith

	RICK WAKEMAN

	The Auditorium, Chicago




	HOW TO bone up on sliP-horn changes

	■ ■ VX ww I	by Dr. William L. Fowler

	Alternate Positions

	Blues Scale

	I M3 4*4 5 M

	NEWMAN

	If you subscribe to down beat

	the RECORD CLUB

	you're a member of

	mail it with your payment promptly and accurately.

	Fill out the order form below and

	Orders processed Only 606 postage and

	handling charge is made reagrdless of the quantity

	ordered at one time.

	Shipments only to U.S.A

	addresses

	(No shipments

	, Military & Canadian made without payment.)



	AS PERFORMED ON A	AS PERFORMED ON A

	YAMAHA COMBO ORGAN.

	e YAMAHA

	Kendor has...

	THAD JONES

	TIPTOE .... $15.00

	AHUNK AHUNK . 12.50

	FINGERS . . . 20.00

	JAZZ IMPROVISATION

	NEW PUBLICATIONS

	JAMEY AEBERSOLD


	CHICAGO

	db music shop/

	CREATIVE MUSIC STUDIO

	PALMER PRODUCTS

	DRUMMERS

	Techniques of Improvisation:

	NEW SOUNDS IN MODERN MUSIC 315W. 53rd St., New York, 10019








