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Now that's a good ad.

You don’t buy guitars from full-page newspaper ads. 
You buy guitars after trying them — after all, no 
piece of paper can show you pitch or sound or feel. 
So rather than take up a lot of your time while you 
could be reading a really good article, we’d just like 
to invite you to try the Hagstrom “Swede” — actually 
made in Sweden. (Or, for that matter, any of the 
Hagstrom line of electric and acoustic guitars.)

A few quick reasons:
1. All the expected features — we have, of course.
2. Plus — a contoured back.
3. And our world patented H* expander stabilizer.
4. Hagstrom guitars are now distributed and endorsed 

by the Ampeg people — you can find one at any 
Ampeg dealer.

A Hagstrom exclusive. Patented "H" Expander
stretcher. Fitted into each Hagstrom electric 
and Western guitar is a scientifically created 
truss rod made of special alloy material that 
prevents the guitar neck from twisting or 
warping. Easily adjustable in minutes with 
supplied Allen wrench.

BOX 310. ELKHART. INDIANA 46514

Makers of quality electric and acoustic guitars.

Selmer
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Good time cop/ule.

Saving fleeting moments requires a quality 
tape recorder. But, just as a camera can be 
no better than its lens, tapes can be no 
better than the microphone. Whether it 
costs $200, $500—even $1,000—a tape re
corder can be significantly improved by the 
addition of a Shure unidirectional micro
phone—a mike that can be ‘aimed’ so that 
only the target sounds will be recorded. 
Microphone misers who ignore this will 
never hear the true sound of recorded mu
sic lessons, parties, classes, speech ther
apy, sound movies and rehearsals. With 
Shure microphones, creating tomorrow's 
treasures is today's pleasure.

Shure Brothers Inc.
222 Hartrey Ave., Evanston, IL 60204
In Canada: A. C. Simmonds & Sons Limited

Manufacturers of high fidelity components, 
microphones, sound systems and related circuitry.
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14 Joe Pass: "Life on the Far Side of the Hour Glass," by Lee Underwood. Joe Pass 
grew up in the Italian neighborhood of Johnstown, Pa., and throughout his 46 
years traveled down his share of mean streets. He claims that if he weren't 
playing guitar, he’d probably be delivering milk to your doorstep. He also 
thinks that great guitarists are made, not born. But Joe Pass was 
born to become one of the best guitarists around, and he is.

17 Randy Newman: “Randy Newman," by Michael Cuscuna. Not your typical redneck, 
Newman is a serious and cynical tunesmith who sees the irony beneath the 
stone. He also has a hell of a time writing a hit single, which is probably a 
blessing in disguise.

18 Norman Connors: "Brotherhood of Rhythm,” by Herb Nolan. Connors is a maverick 
on the percussion scene. His groups have always displayed unusual 
depth and breadth, while his own playing has defied normal categorization.
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Goodman/Jan Hammer; Arif Mardin; Hank Crawford; David Newman; The All- 
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Labelle.
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the first chorus
When it came time to 
switch to his alto sax, 
old Pete really blew it.

When you’re doubling on sax or 
clarinet, even a good player with good 
instruments can run into trouble. Because 
when you switch from one instrument 
to another, you’re also adjusting to a 
new mouthpiece. And that can throw off 
your embouchure. And slow down your 
momentum.

With a Santy Runyon Matched-Bite 
Mouthpiece on each of your instruments, 
you won’t have this problem. Because 
unlike other mouthpieces, ours are 
designed to exactly match each other 
in bite. So the mouthpiece on 
your alto sax feels just 

like the mouthpiece on your clarinet. 
And you don’t have to change your 
embouchure when you change 
instruments.

So the next time you come to bar 
eighteen and reach for your tenor sax, 
relax. With a Santy Runyon Matched- 
Bite Mouthpiece you’re going to blow 
sweet. First time, every time.

Find out for yourself why 
musicians who double have changed 
to Santy Runyon Matched-Bite 
Mouthpieces.

By Charles Suber

11 wasn’t planned this way: it just happened. 
This issue, with its emphasis on guitar 
players, turns out to be a tribute to Wes 
Montgomery. Even the liming is right; Wes' 
birthday is March 6. He would be only 50.

It should not come as any surprise that 
when you talk with any serious guitar player, 
Wes Montgomery’s name and talents enter 
the conversation . . . just as his playing per
vades today’s guitar sounds. That is certainly 
the case with the pickers featured in this 
issue: Joe Pass, Lee Ritenour. Michael 
Howell, and Ralph Towner.

Joe Pass, who is Montgomery’s junior by 
only four years, regards himself as a ■‘crafts
man” following the line laid down by the 
three biggest Innovators of modern guitar: 
Django Reinhardt, Charlie Christian, and 
Wes Montgomery. Those among you who 
have heard Pass on his solo Virtuoso album 
(Pablo) might well argue that the word 
“craftsman” does not reflect the sheer cre
ativity that shines through on all sides.

There is another basic similarity between 
Pass and Montgomery—maturity and sense 
of one’s personal worth. Pass, talking about 
narcotics, which a lifetime ago threatened to 
do him in: “It was a great waste of time ... I 
had failed to grow up. If I'm not entirely 
present then I can’t play my best, because I’m 
not there.” Montgomery, in a db interview a 
month before he died (June 15, ’68): “I had 
seen a lot of it; heard a lot of guys say that 
those things would help me project myself. 
But I knew it wasn’t true. My mind would 
function when it was clear . . . you don't need 
the influences, you’ll learn faster, produce 
more, without it.”

There is Pass's simple and eloquent coda: 
"I’m finally doing what I want to do, which is 
playing jazz and making a living at it. It took 
all this time to get to me." And so it was with 
Wes Montgomery.

Lee Ritenour made a deservedly big splash 
at the Guitar Summit (’74 Monterey Jazz Fes
tival) with Joe Pass, Mundell Lowe, Jim Hall, 
and Michael Howell. Ritenour says it right 
out: "Wes Montgomery was the greatest in
fluence on my playing. He was the only pure 
guitarist, he really played from the heart.”

Michael Howell came out of the Kansas 
City scene, where you learned the changes by 
sitting around and singing Charlie Parker 
solos. Howell says that Wes Montgomery, 
aside from Parker, was his most important in
fluence. He goes on to make two particularly 
valid and provocative statements: “. . . no 
one explained that what we were learning (in 
college) was a style and not the only way 
music should be played;” and, "The truth is 
that guitarists are just becoming musicians.”

Howell is saying that contemporary musi
cians, guitarists included, are getting their 
whole thing together, gaining the confidence 
and maturity and talents to solo, as great mu
sicians have always done. Evidently Pass is 
thinking along the same lines: “. . . playing 
guitarists should be able to pick up the guitar 
and play music on it for an hour, without a 
rhythm section or anything.”

Wes. they're doing you proud.
Next issue spotlights bass players . . . prime 

features on those upright and electric musi
cians, Ron Carter and Stanley Clarke, who 
placed one-two, and vice-versa, in the bass 
categories in the last db Readers Poll.6 □ down beat

db



Guild Strings
End the confusion about string quality !

For String Folder 8028-J: GUILD MUSICAL INSTRUMENTS, 225 WEST GRAND STREET, ELIZABETH, NEW JERSEY 07202 A Division ot Avnet. Inc.



o Solid Profiles
g 
0
IA

Just a note to thank Jon Balteras for his 
Profile on John Bunch and my gratitude to 
Bunch for letting me know that there is at 
least one musician who can grant an inter
view without having to bring up defecation 

■■ and incest in order to express himself.W 1 wish a few more musicians would try 
this. I’ve been reading down beat since 

01935 and it's amazing how the articles were 
just as interesting without the language to 
match the appearance of so many present day 
musicians.V N. F. Coleman Sun City Center, Fla. 

Your article on Morton Subotnick was

Write for free brochure and nearest authorized dealer

2302 East 38th Street, 
Los Angeles, Ca 90058 
(213)589-5214

beautifully brilliant 
WOOD GRAIN thru 
tough, clear fiberglass

AND CONGAS from 
Gon Bops of California

establishedwyin 1954

greatly appreciated. The opportunity to 
share in Subotnick’s 20th century musical 
philosophy is extremely stimulating and 
the discography of his major works was most 
helpful.

Commentary dealing with contempo
rary “serious” music is a field largely ne
glected. A regular feature dealing with this 
many-faceted area of musical thought is 
greatly needed. The information would be 
quickly devoured, with db making a giant 
step forward.
Gerard B. Gebler Norfolk, Va.

Many thanks for the excellent Profile on 
Tom Coster, Santana keyboardist. I found 
the article personally inspiring because I, 

like Tom, played jazz on the accordion for 
many years and was laughed at for playing it 
on the only instrument I knew. Now at 23, 
I’ve switched to other keyboards as Tom 
did. His work with Santana has meant 
much to me and I’ll strive to attain his level 
of perfection as I continue to perform. 
John Keene Cincinnati, Oh.

Cobham Support
In regards to the letters about Billy 

Cobham being just an average drummer, I 
suggest that person pick up a few of the 
old Mahavishnu records and some of 
Billy’s new albums before he judges. No, 
Cobham doesn’t deserve 1200 votes, but 
Rich doesn’t deserve as many as he re
ceived either. The unsung heroes such as 
Joe Morello, Alan Dawson, Ed Shaugh
nessy, and Carl Palmer have inspired me as 
much as Rich. If they had the popularity and 
articles were written about them, they’d be 
up there with Big Daddy Rich, too. But 
cutting up a talent like Billy Cobham isn't 
going to solve any problems.
Mark Ontiveras O’Fallon, Mo.

Jazz stylists must surely change or else they 
should step aside for others who are ready 
to explore and make the changes. So 
should letter writers such as Stanley 
Zuckerman (db 1/30/75). Buddy Rich is 
probably the best drummer in the busi
ness. Buddy’s music is close to being 
mundane, with his explosive drumming 
providing the only spark on his recent al
bums. Rich has been tops for a while and 
somebody was bound to take his top spot 
away.

I think Billy Cobham’s music is re
freshing and his drumming is fantastic. The 
down beat readers made a wise choice this 
year. In regard to Stanley’s challenge, I 
don’t think Buddy would lower himself 
to a contest, I don’t even think he’d show.

Reader Richard Harris must have had 
bamboo slivers jammed under his fingernails 
to send that letter saying that Keith Moon is 
much better than Cobham.
Don McNaughton Scituate, Mass.

Hendrix Query
I am a recent subscriber to db and am in

terested in the jazz world’s view of the late 
Jimi Hendrix. Personally, I consider him 
to be a guitar genius. I am not speaking of 
any one editor’s opinion, but the opinions of 
other jazz world musicians.
Mark Vlad Yonkers, N.Y.

On The King’s Demise
After many years of loyal devotion, the 

fans of Miles Davis have finally removed 
him from his number one position in the 
Readers Poll. Freddie Hubbard has blown 
his way to the top.

A big letdown, right? For whom? For 
Miles? No, he probably couldn’t care 
less. I wish I could afford a Lamborghini 
sports car. The teeny-bopper wing of the 
mass media has accepted him as its hero. But 
what about those of us in our 30s and 40s 
who used to gather to hear him play the 
musical truth?

Just because he plugs his instruments 
into sockets now doesn’t mean we’re all going 
to become electrified at the results. He 
would probably get better results if Pop
ular Mechanics conducted a jazz poll. 
Donald Brown Chicago, 111.

8 □ down beat db
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If you’ve been hearing some good things about
Ovation, it may be because we try to give you more 
for your money; and that isn’t easy these days. Now, 
we have a brand new accessory program, so the 
next time you pass a music store, stop in and ask 
about our strings, straps, stands, cases, polish 
cloths, pegwinders, guitar cords . . . It’s difficult 
to list them all, so why don’t you send for our 
Accessory Catalog.

For a free Accessory Catalog, write to Dept. A, 
Ovation Instruments Inc., Greenwoods Road, 
New Hartford, Conn. 06057.
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GRAMMIES—TAKE 17

Grammy Bros. Wonder and Hubbard

potpourri

The National Academy Of Re
cording Arts and Sciences 
(NARAS) will present the 17th 
annual Grammy Awards on 
March 1 in New York City. The 
presentations will be aired over 
the CBS television network, with 
Andy Williams doing the hosting. 
Grammies will be awarded in 47 
categories, covering the entire 
spectrum of recorded music.

Some of the more interesting 
categories and the specific 
nominees include: Record Of 
The Year—Don't Let The Sun Go 
Down On Me, Elton John; Feel 
Like Makin' Love, Roberta Flack; 
Help Me, Joni Mitchell; I Honest
ly Love You, Olivia Newton-John; 
Midnight At The Oasis, Maria 
Muldaur.

Album Of The Year—Back 
Home Again, John Denver; Band 
On The Run, Paul McCartney and 
Wings; Caribou, Elton John; 
Court And Spark, Joni Mitchell; 
Fulfillingness' First Finale, Stevie 
Wonder.

Song Of The Year—Feel Like- 
Makin' Love, Eugene McDaniels, 
songwriter; I Honestly Love You, 
by Jeff Barry and Peter Allen; 
Midnight At The Oasis, by David 
Nichtern; The Way We Were, by 
Marilyn and Alan Bergman and 
Marvin Hamlisch; You And Me 
Against The World, by Paul Wil
liams and Ken Ascher.

Best Instrumental Arrange
ment— Circumvent, the Les 
Hooper Big Band; Firebird/Birds 
Of Fire, Don Sebesky; Look What 
They've Done, Les Hooper Big 
Band; Night On Bald Mountain,

FUSION FLASHES
Electric violinist Michal Urbaniak and his Fusion partners have 

been extremely busy of late. They have just completed the record
ing of their third album for Columbia, with the new personnel lineup 
including Urbaniak on violin; Urszula Dudziak, vocals and percus
sion; Vladak Gulgowski, keyboards; Anthony Jackson, bass; and 
Gerald Brown, drums. For the purposes of the new album, the quin
tet was joined by guest guitarists Larry Coryell and John Aber
crombie.

Michal will also unveil the use of his new violin synthesizer on 
the disc, a device manufactured for him by Dr. Max Matthews of 
Bell Laboratories in New Jersey. Urbaniak is also preparing to pro
duce another album featuring his wife Urszula. But before proceed
ing to that, he plans to complete a session he is producing for At
lantic Records featuring a variety of his friends. The Atlantic set is 
geared toward electric funk, with vocal arrangements being done 
by Bernard Kafka, one-time leader of the Polish vocal group the 
NOVI Singers.
10 □ down beat

Bob James; Threshold, Pat Wil
liams.

Best Album Notes—50 Years 
Of Film Music, Rudy Behlmer, 
annotator; For The Last Times, 
Bob Wills and the Texas Play
boys, Charles Townsend, anno
tator; The Hawk Flies, Coleman 
Hawkins, Dan Morgenstern, an
notator; The Pianist, Duke Elling
ton, Ralph Gleason, annotator; 
The World Is Still Waiting For 
The Sunrise, Les Paul and Mary 
Ford, J. R. Young, annotator.

Best Jazz Performance By A 
soloist—First Recordings, Char
lie Parker; High Energy, Freddie 
Hubbard; In The Beginning, Hu
bert Laws; Naima, McCoy Tyner; 
Solo Concerts, Keith Jarrett.

Best Jazz Performance By A 
Group—High Energy, Freddie 
Hubbard; Salt Peanuts, Super
sax; Sama Layuca, McCoy 
Tyner; The Tokyo Concert, Bill 
Evans; The Trio, Oscar Peterson, 
Joe Pass, Niels Pedersen.

Best Jazz Performance By A 
Big Band—Giant Box, Don Se
besky; Land Of Make Believe, 
Chuck Mangione and the Hamil
ton Philharmonic Orchestra; 
Look What They've Done, Les 
Hooper Big Band; Thundering 
Herd, Woody Herman; Threshold, 
Pat Williams.

Best Pop Instrumental Per
formance—Along Came Betty, 
Quincy Jones; The Entertainer, 
Marvin Hamlisch; Head Hunters, 
Herbie Hancock; Journey To The 
Center Of The Earth, Rick Wake
man; Rhapsody In White, Love 
Unlimited Orchestra.

The following quote unfor
tunately came in a little too late 
for inclusion in db’s American 
Music issue: “I think the Beach 
Boys will be the group to repre
sent America during the Bicen
tennial celebration in 1976. It 
won't be Crosby, Stills, Nash & 
Young, they’ll be too busy fight
ing with each other. We're hop
ing to do this world tour with 
Chicago in the summer of '75 
and will probably play to 
100,000 people a day. From 
there it will be a natural progres
sion to 1976. We will be the 
group . . . when people want to 
know what is American music.”

So saith Beach Boy Mike Love 
in a moment of deepest reflec
tion.

•
According to Blood Sweat & 

Tears manager Fred Heller, the 
group's upcoming album will be 
produced by veteran studio
sharpie Jimmy lenner. The disc 
should appear in late March, co
inciding with BS&T’s concert at 
New York’s Metropolitan Opera 
House.

•
Columbia Records has an

nounced a $2 price reduction on 
some 500 albums in its catalog. 
The $4.98 list material is largely 
made up of items which were 
best-sellers in the past, with 30 
country, 20 jazz, and 50 
pop/rock artists featured in the 
series.

•
Two-time Electric Flag lead 

guitarist Mike Bloomfield has 
turned into a soundtrack spe
cialist. Not on the big scale, but 
as a composer for the musical 
scores of budget pornographic 
flicks. Bloomfield’s first opus, 
Hot Nazis, should be appearing 
soon in X-rated caverns.

•
While on the topic of World 

War II nostalgia, French vocalist 
Serge Gainsbourg has emerged 
from underground with a ditty 
tagged Rock Around The Bunker, 
a celebration of life during the 
German occupation.

•
Discotheques have become 

the rage in the gold dust towns 
of Las Vegas and Reno. The 
boogieing is reported to be 
heavy and marathonic, with the 
in spot of them all being a place 
called Dirty Sally’s. The club 
holds 400 people and has be
come so popular that even 
would-be swingers Perry Como 
and Bob Hope were required to 
undergo a 30-minute wait before 
being admitted to the frenzied 
writhing.

•
Island Records, an inde

pendent label which has only 
been based in the States for one 
year, has announced that it plans 
to sign more American acts. 
President Chris Blackwell says 
that the label intends to “break 
away from the way that people 

categorize us as a British rock 
and reggae label.”

•
Bluesman Taj Mahal will write 

and perform the music for the 
television pilot of Sounder.

•
How about this pearl of wis

dom from Gene Russell, owner 
of Black Jazz Records: "Your 
Julliard training doesn't do you 
any good when Kung Fu Fighting 
makes it."

Hound Dog Taylor and his 
Houserockers have teamed up 
with Freddie King and Sonny 
Terry and Brownie McGhee to 
do a tour of Australia and New 
Zealand. Concert dates include 
Brisbane, Sydney, Perth, Ade
laide, Melbourne, and Auckland.

The American High School 
Jazz Festival will be held in Mo
bile, Alabama on June 5-7 this 
year. The festival will be non
competitive and at-large partici
pants are invited to audition. 
Participating units may be high 
school jazz bands, combos, or 
vocal units and soloists. At-large 
audition tapes should be sent to 
Maxine Crawford, Mobile Jazz 
Festival, Box 1098, Mobile, Aia., 
36601. Tapes must contain two 
or more selections on 71/2 inch 
tape and must be received be
fore March 15. Photos and pub
licity materials may also be en
closed with the tapes. Clinicians 
for the event will include Phil 
Wilson, Clark Terry, and Johnny 
Smith, with all activities being 
designed by Dr. William L. Fow
ler.

•
Julian “Cannonball” Adder- 

ley recently made his speaking 
role debut in an episode of 
ABC's Kung Fu series. Cannon, 
who has appeared in several 
motion pictures in a mute role, 
played an itinerant musician for 
the TV shot. He was joined by 
guitarist Jose Feliciano, and the 
two composed several original 
interludes for the event. Asked if 
he now sees himself as a poten
tial leading man, Cannon quip
ped, “No, only if they need a fat 
guy who plays the sax.”

•
Two outstanding ensembles 

from the University of Roches
ters Eastman School Of Music 
will make tours during the sec
ond week of April. The Eastman 
Musica Nova and the Eastman 
Jazz Ensemble will play back- 
to-back concerts, the former unit 
stressing new and experimental 
concert music with the latter 
performing big-band jazz. Tour 
dates include Case-Western Re
serve University, April 7; Oberlin 
College, April 8; North Shore 
Country Day School, April 9; Uni
versity of Illinois, April 10; In
diana University, April 11; and 
University Of Michigan, April 13.

db
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When I first started, my father used to say, 
"Get the guitar and play for these people." I'd 
say, "Play what?” He'd say, "I don’t know, but 
you better play! Play something. Play. Play 
whatever it is!"

—Joseph Anthony Jacobi Passalaqua

▼ »hen we measure our own insides by 
somebody else’s outside, we always come up 
short, no matter how brilliant we are at doing 
what we do. Although Joe Pass is one of the 
most versatile and exciting guitarists on the 
national music scene today, he still finds 
himself somewhat amazed to be included in 
the same ranks with an Oscar Peterson, an 
Ella Fitzgerald, a Barney Kessel, or a Kenny 
Burrell. In a sense, at age 45, Sicilian- 
American Joseph Anthony Jacobi Passalaqua 
has only just begun.

One giant step has been the recent release 
of Virtuoso (2310-708) on Norman Granz’s 
newly formed label, Pablo Records. To be 
sure, Joe is featured on three other excellent 
Pablo discs, released simultaneously: Two For 
The Road, a duo album with guitarist Herb 
Ellis; Take Love Easy, another duo setting, 
1 4 □ down beat 

with Ella Fitzgerald; and The Trio, with 
Oscar Peterson and bassist Niels Pederson. 
But on Virtuoso, Joe Pass stands alone—no 
bassist, no drummer, no front-line singer. Just 
Joe Pass: solo guitarist.

He regards himself as the present extension 
of the flame of tradition ignited by Django 
Reinhardt and handed down through Charlie 
Christian and Wes Montgomery. He’s a be- 
bopper, not a rocker; but all the serious rock 
guitarists I know study Joe Pass almost as 
much as they used to study Jimi Hendrix. And 
Joe’s Virtuoso album is a gold mine of guitar 
artistry.

He plays tunes—not riffs—great tunes with 
complex chord changes and dazzling modu
lations, classic tunes, like The Song Is You, 
Round Midnight, Night And Day, How High 
The Moon, Cherokee. He plays fast, like 
Django and Charlie Parker played fast. And 
he plays all the dimensions of the song him
self: the melodies, the harmonies, the time.

“There are a lot of ways of doing a solo 
album,” Joe smiles, brushing the top of his 
bald head with the palm of his hand. (He 
started losing his hair at age 20.) “One way is 

to take a tune and work it out, decide on 
changes, intro, and ending, modulations, 
tempos—work it out, and go in and do it.

“What I did, though, was just go in, and 
somebody would say, ‘Why don’t you play 
How High The MoonT I’d say, ‘Yeah, that 
might be nice.’ I had no tempo in mind, no 
key, necessarily. I just tried to make it from 
beginning to end, you know? I must have 
played about 20 tunes. Let’s try this tune . . . 
let’s try this one. Oh, no. Take it away! Well, 
how about this one?

“I found myself getting into traps and then 
having to get out of them. Here and there 
you’ll find places where I hesitated or 
doubted a little bit. But it’s an exciting 
album, spontaneous and alive. I like to play 
that way, even on gigs.”

Joe plays perhaps a half a chorus out of 
tempo, “and then it’s time to change, so you 
get into a tempo. Now you’re concerned with 
keeping a pulse and some kind of chordal 
sound—you can’t just keep playing all notes. 
You add some bass lines and some chords. 
Now you gotta do some melodic improvisa
tions, some lines. It gets to be a matter of put



ting all these things together in such a way 
that they come out smoothly and you’re not 
losing anything.”

Today, Joe Pass and Alison, his wife of ten 
years, reside in the suburbs of Los Angeles 
with their two children, Joseph (6*4) and 
Nina (2‘4). Joe recently spent two weeks in 
London playing at Ronnie Scott’s world- 
famous jazz club, after which he flew over to 
Holland and did a television jazz show on 
which he played one solo spot followed by 
two compositions with a 35-piece orchestra. 
He has a second solo album coming up on 
Pablo, still another album with Oscar Peter
son (and Ray Brown), and he recently re
leased the above-mentioned quartet of Pablo 
records. He also placed sixth in popularity 
across the nation in the latest down beat 
Readers Poll (Dec. 19, 1974) and second 
only to John McLaughlin in Melody Maker's 
annual poll.

To top it all off, he just finished recording 
a live trio album with Jim Hughart (bass) and 
Frank Severino (drums) at Donte’s, one of 
L.A.’s most noted jazz clubs. The evening was 
a smashing success and included such songs 
as Stompin’ At The Savoy, You Are The Sun
shine Of My Life, What’s New, and a searing- 
tempoed Pent-up House.

I I e was born in New Jersey, but raised in 
the Italian working-class section of Johns
town, Pennsylvania. His father, Mariano Pas- 
salaqua, worked in the steel mills and strug
gled daily to support his wife and four chil
dren. Even today, Joe, the oldest of three 
brothers and one sister, says, “I’m lucky, 
that’s all. I always think in terms of my 
family and of making a living. My father had 
a rough time doing that. He was always laid 
off and out of work. So I’m surprised I can 
make a living playing the guitar.”

For his ninth birthday, Pass got a $ 17 Har
mony guitar. “It had a big, thick neck and 
was really hard to play,” Joe chuckles, “but 
I’d seen a movie called Ride, Tenderfoot, 
Ride, and I wanted to be Gene Autry. He was 
the first guy I ever heard.”

In Johnstown there were “a lot of local 
Italian cats in the neighborhood who drank 
wine, and sang, and played the guitar. So 
when my father got me the Harmony, he had 
some of these friends of his come over and 
show me a D chord, a G, and an A. Pretty 
soon I could play ’em better than they 
could!”

He began taking lessons once a week, 
studying out of books by Nick Lucas and 
Volda Oclat Bickford, and playing pieces 
like Spanish Dance Number 5 and Song Of 
India. He attended the lessons regularly, but 
at the same time he retained everything the 
teacher showed him, “so instead of reading 
the music, I played through all those books 
by ear. Maybe ten years later, I got to a scene 
where they put some music in front of me, 
and I couldn’t read it! I could read the notes, 
but I couldn’t read the time. In a way, I had 
to start all over again.”

Although Joe’s father, Mariano, was not a 
musician, he nevertheless had an intuitive 
sense of what was necessary. Mariano pushed 
Joe. Joe practiced every morning before 
school, every afternoon when he came home, 
and every evening after dinner for three or 
four more hours, running from the first page 
of whatever book he was in at the time to the 
last page of the last book.

“My father would say, ‘Practice the scales! 
Practice!’ Then he would hum a tune, or 
whistle something, and say. ‘Get that.’ And I 
would have to try to get it. Or if he heard a 
guitarist on the radio—I remember there was 
a guitarist who played on the Blondie & Dag
wood Show. He played the same lick in the 
theme song all the time. Every time that show 
came on, I'd have to go get the guitar and see 
if I could play it!

“My father would insist that I learn tunes, 
too, and then fill them up. Play the tune, 
learn the melody, and do the fills. He instinc
tively felt I should be doing these things. He 
would hum an Italian song, I would play it, 
and then he’d say, ‘Fill it up!’”

Today, Joe teaches, which he considers a 
form of practicing. At other times, he plays
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all day, either at home or in the studios. “1 
also do a lot of practicing on the gig, just go
ing out there and trying to play something 
right off the seat of my pants. 1 think playing 
guitarists should be able to pick up the guitar 
and play music on it for an hour, without a 
rhythm section or anything. Play so that 
somebody can relate to the fact that you’re 
playing, even if they don’t understand it. At 
least they can hear music coming out, and 
they can see something happening. 1 think 
that’s a good way to learn, to actually put 
yourself in a place to play it.”

Joe recommends his own excellent book, 
Guitar Styles, as well as books by Barney 
Kessel, Howard Roberts, Tony Mattola, and 
Carcassii.

He contends that younger players today 
have all the information they need, but they 
often can’t do anything with what they know. 
“They go to school, universities, and col
leges, but when I ask them just to play some
thing, they say, ‘Well, what kind of thing 
would you like?’ How about a pop tune? A 
standard tune? How about an original tune 
—anything: just play some music. I think guys 
should be working on putting all their scales 
and knowledge into a piece of music. It then 
becomes a test of how they hear, how they put 
things together.”

A good deal of information can be theoret
ically correct, but impractical to utilize. “So 
you learn to leave those things out,” Joe 
explains. “Either you go through 25 years of 
playing to discover that, or you could start 
right away by just sitting down and trying to 
do things and seeing what happens.

“There’s no reason that a guitarist can’t sit 
down and play You Are The Sunshine Of My 
Life. If he can’t, then he should learn. It’s an 
important area that so many overlook.

“Learn to play Sunshine or some other tune 
ad lib, without a tempo, giving yourself 
enough time to put in things that you think 
fit. Create a composition. See what you can 
do with the melody and the chord changes. 
Can you add some fills? Can you modulate? 
Try experimenting. Put everything into that 
tune that you think fits. And then go to your 
teacher and have him listen. See if you’re on 
the right track. See if your thinking and hear
ing are right.”

At 14, Joe began playing in local groups 
for dances and weddings, "and I still feel like 
I’m playing for dances and weddings,” he 
laughs. His weekend jobs at S3-5 a night aug
mented the family income, as well as provid
ing him with an education. "We had a bass, a 
violin, a rhythm guitar, and me,” Joe recalls, 
“no drummer. We’d play swing tunes, like 
Honeysuckle Rose and Lady Be Good, and I 
would play the melodies. The guy who 
headed the group was a friend of my dad’s, so 
I was in good hands. A chaperone-style gig. 
I’d play the job, take my three bucks, the 
leader would drive me home afterwards, and 
that would be it, you know?”

Around 1948. he discovered bebop— 
Charlie Parker, Dizzy Gillespie, Coleman 
Hawkins. "At that time, these records were 
hard to get, but there was a store in town, and 
every once in awhile a few of them would slip 
in. I’d go to the store, and they’d put the 
record on the machine, and I’d stand there 

w and listen to it. After that, you went home, 
| because there was only one record. I remem- 
o bcr one time 1 went home and copied Visa, 
> part of Bird's solo.”
i In 1949 and 1950, 52nd Street was boom-
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ing. New York was the undisputed jazz mecca 
of the world. Clubs abounded: Minton’s. 
Birdland. The Royal Roost. The Onyx Club. 
The Three Deuces. The White Rose Bar. 
Every other door was a "jazz joint.” Dizzy 
was there, Charlie Parker was there, Curly 
Russell, Al Higg, Billy Eckstine, Kenny 
Clarke, Billie Holiday, Coleman Hawkins, 
and Art Tatum. They all were there, and so 
was young Joe Pass from Johnstown. Pa.

But he blew it. He became a junkie, thus 
entering a 12 year period that he regards as 
being almost a total waste of life. “From 
about 1949 to the end of 1960, I spent most 
of my time in the interstices of society. I lived 
in the cracks. I was in New Orleans for a 
year, for example, playing bebop for 
strippers. They didn’t care what you played, 
as long as the tempo was right.”

He traveled from one place to another, fi
nally getting busted in Fort Worth, Texas, 
and jailed for five years. When he came out, 
he jumped back on dope, and in 1960 he 
found himself “out on the streets and not 
playing a note.”

Q
vJome men develop, grow, and expand their 
innate potentialities steadily and surely. 
Others live a life shaped something like the 
silhouette of an hour glass laid on its side. 
Their odyssey begins with wide-open poten
tial, only to diminish at an increasing rate 
until they finally reach their own personal 
bottom. If they are lucky, and if they survive 
and change, then they perhaps once again 
begin to grow and expand. Their new lives 
spread wide with renewed hope and opportu
nity, like the far side of the hour glass, the 
open end of a newly-born triangle.

Joe Pass had reached his low point. He 
realized it, and decided to change. He 
entered Synanon for three years, straightened 
out, cleaned up, grew up, and learned how to 
live in a decision-making, adult world.

“A lot of kids think that in order to be a 
guitarist they’ve gotta go out and be a junkie 
for ten years, and that’s just not true. I can’t 
credit any of that time, saying that’s when I 
really learned. I spent most of those years just 
being a bum, doing nothing. It was a great 
waste of time. I could have been doing then a 
lot of things I’m doing now. Only I had failed 
to grow up.”

Joe discovered that he plays better when 
he’s completely straight. “The thing that 
hangs people up is being conscious of things 
outside. They think that if they have five 
drinks or some grass or something, they’ll 
relax. They think they’ll get over saying, 
‘Will they like me? Will they not like me?’

“I don’t say I’ve overcome that. I still get 
nervous, because I want to do my very best. If 
I have to play a solo gig tomorrow night, I’m 
nervous! If there’s somebody in the audience 
that I have a lot of respect for, I get nervous!

“Having a few drinks or smoking pot, how
ever, doesn’t change the fact that the audi
ence is still out there and that I’m going out 
on stage to play for them. All it does is alter 
my senses and my feeling so that I’m not 
entirely present. If I’m not entirely present, 
then I can't play my best, because I’m not 
there.

“If you don’t believe me, if you want to 
make a test of it, record something when 
you’re straight, and then record it when 
you’re under the influence of something. You 
can see the difference, you can detect it, you 
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can hear it.”
Overcoming extreme self-consciousness 

and nervousness is a matter of practice. It’s a 
matter of “acting as if” you were confidently 
in control, until you learn how to relax for 
real. “If you go through the motions of doing 
something over and over again, you simply 
get better at it. In the beginning, you always 
get those feelings—anxiety, fear, you know? I 
always felt small, like a little kid, even 
though I was an adult, right? But the more 
you do something, the easier it becomes. The 
more you go through the motions of getting 
up on the stand and playing straight—if you 
do it for one year, everything you felt at the 
beginning of that year will be minimized by 
the end of that year. I don’t say you get rid of 
all the anxiety, but you certainly do get rid of 
most of it. It becomes the difference between 
being nervous, self-conscious and uptight, or 
being primarily excited and prepared to play. 
Each time it gets better.”

Things began to improve almost immedi
ately. Joe began playing again, at first just a 
little bit, and then full-time. Dick Bock, one 
of the sponsors of Synanon, and owner of 
World Pacific Records at the time, recorded 
Joe (and Arnold Ross, David Allen, Greg 
Dykes, “and a drummer and bass player who 
had never played before”) on a record called 
Sounds Of Synanon.

Joe also began playing weekends with Bud 
Shank and others at L.A.’s now defunct jazz 
club, Shelly’s Manne Hole, while continuing 
to record with World Pacific.

Since leaving Synanon more than ten years 
ago, he has been increasingly productive and 
successful. He initially began playing numer
ous casuals, “casualties, as they call them.” 
He then recorded three or four albums with 
Gerald Wilson’s big band (including Moment 
of Truth), a few albums with Richard 
“Groove” Holmes, and some with Les 
McCann.

He became involved in studio work, play
ing four or five years on various television 
programs, including the Woody Woodbury 
Show, The Donald O’Connor Show, and the 
Good Morning show. "I learned how to do all 
my reading right then and there. Although 
90% of it is nothing, there’s that 10% that 
really gets tough!”

For many, the world of the anonymous 
studio musician is a nether world indeed. 
“You have to have your regular guitar, a 12- 
string guitar, a banjo, a mandolin, a wah-wah 
pedal—all the tools of the trade. When they 
call you, they expect you to be able to do 
everything that’s contemporary. ‘Can you re
member what so-and-so did on such-and-such 
a hit record? Well, we want that.' And if you 
can’t play that, they don’t call you again.”

After leaving the lucrative limbo-land of 
studio work, Joe played a couple of years 
with George Shearing, and in the last year or 
so he has been involved with Pablo Records. 
“I’m finally doing what I want to do, which is 
playing jazz and making a living at it,” Joe 
says. “And I’m starting to go out on my own 
and do trio and solo work.”

J oe plays two guitars: his “workhorse,” a 

Gibson ES-175, and a hand-made Jimmy Di- 
Quisto guitar, “acoustically the best being 
made.” He uses inedium-guage DiQuisto 
strings and a Polytone transistorized amplifi
er. stock model 102 by Tommy Gumina. 
“It’s got that warm, round, clean sound. If 

you play a chord, you can hear every note in 
the chord without distortion. It weighs only 
22 pounds, and it’s small. You can’t beat it. I 
use it all the time.”

Even with all of the successes that have 
come his way, including tours and recordings 
with Oscar Peterson and Ella Fitzgerald, Joe 
Pass cannot quite believe that he belongs in 
the major leagues. He still feels as if he were 
“chosen” to play the guitar, as if his music 
were somehow separate and distinct from 
himself. “When somebody tells me I sound 
great, it’s hard for me to believe. If I didn’t 
play the guitar, 1 might be doing something 
infinitely simpler in life. 1 don’t know what 
the hell that might be. Maybe I’d be a milk
man or something.”

He considers Django Reinhart, Charlie 
Christian and Wes Montgomery to be inno
vators, while he considers himself to be a 
craftsman. “Remember when they used to 
have shoemakers and guilds? And if you real
ly got good, then maybe you would emerge as 
an innovator; you might go down in history as 
someone who made the best shoes in the tra
dition of making good shoes. That’s the way I 
consider what I’m doing. I put myself in the 
area of just playing the guitar, of carrying on 
the tradition, of just playing it, without pedals 
or anything else.”

Although Joe has enjoyed playing several 
rock gigs, utilizing the solid-body guitar, the 
wah-wah, the fuzz-tone, phase-shifter, feed
back, etc., he nevertheless prefers to remain 
relatively “pure.”

“I could learn things from rock guitarists, 
but I don’t want to try to do it just because 
that’s what’s happening, or that’s what the 
newest cats are doing. It took me all this time 
to get to me. What I should be doing is per
fecting what I’m doing and get the meat out 
of that.

“I would be doing myself an injustice if I 
jumped out there and surrounded myself with 
things that I don’t feel. I try to learn those 
things that fit my musical soul, my musical 
mind.”

Of contemporary guitarists Joe feels that 
Mahavishnu John McLaughlin is an innova
tor of perhaps the same caliber as Django, 
Charlie Christian, or Wes Montgomery. “The 
way he plays, and his concept ... he can 
play! He’s really a guitarist. He uses all the 
electronics, but he incorporates all the 
volume and the pedals into his concept, so 
that the technique becomes secondary. It’s a 
means to furthering his overall vision.

“And I dig that. I’m thinking about doing 
that. The first step is getting the right kind of 
material, then the right instrument and 
sound. Like, I can’t just go out and plug in my 
hollow-body guitar with my medium-gauge 
strings, and the way I play, and make some
thing happen. 1 tried that, and everything I 
tried sounded different, but there was nothing 
different that I could do with it.

“So it will require some kind of work, some 
kind of study, some sort of plan, which I’m 
looking forward to. 1 have to sit down and let 
the sound generate, and find a way to get in 
there and use it.”

In a recent review, a certain critic felt that 
Joe was not relaxed enough in his Vancouver 
performance, that he didn’t take enough 
chances. “How many chances I take depends 
on how I feel, because I don’t have nothin’ 
prepared, man. I don’t play the same tune the 
same way twice. My style is my style, but I 

continued on page 41



RANDY 
NEWMAN

by michael cuscuna

l^Landy Newman has become a leading singer-songwriter within 

the last two years. People have finally begun to realize his genius. 
Randy denies it, wouldn’t admit it and usually jokes nervously or 
squirms at the mention of it, but he does know his own worth.

His songwriting began to mature in the mid ’60s, in a unique direc
tion that did not fit into familiar pop patterns. Newman writes most 
of his songs in the first person; he is simultaneously the author and 
the actor in musical vignettes that come from many external sources, 
but rarely from his own experience.

Born in New Orleans, Newman was raised in Southern California. 
Although his father and brother are doctors, his three uncles Emil, 
Lionel and the late Alfred Newman were among Hollywood’s great
est film composers and conductors. While still in Hollywood High, 
Randy Newman began writing songs for Metric Music.

Those were the days of the great songwriting teams that could tele
scope all the elements and qualities of pop music into two-minute 
symphonies. There were Jerry Lieber and Mike Stoller, Gerry Goffin 
and Carole King, Neil Sedaka and Howard Greenfield, Doc Pomus 
and Mort Shuman, and a handful of others who could consistently 
turn out hits and follow-ups.

But Randy Newman could not really compete in that field. “I ad
mired a lot of those people, but I couldn’t write a hit single. If an art
ist was having a hit, everyone would try to write the follow-up. But it 
never worked for me. Whenever I would try to deliberately write a 
hit song and 1 was sure that it was good, people would always tell me 
otherwise. 1 thought / Wonder Why was going to be a hit. In fact, the 
only hit single of one of my tunes is Mama Told Me Not To Come. 1 
had forgotten about the song and didn’t even think it was very good.

But my producer Lenny Waronker dug it out and asked me to use it 
on my second album. The group Three Dog Night picked it up from 
there, and it was a hit.”

There were no hits in the early '60s during his period at Metric 
Music. Newman did have some luck. One of his tunes was the flip 
side of a Fleetwoods hit, and his first professional arranging job came 
with that group. In 1961. still in high school, Randy got his first 
chance to record; it was a single for Dot produced by Pat Boone. The 
A side was a tune called Gridiron Golden Boy, a rather juvenile effort 
about a football hero who is stealing the singer’s girl. Randy was so 
nervous at the session the tune was recorded that it came out as 
Golden Gridiron Boy, which makes a lot less sense. Mercifully, the 
record bombed.

That early period did produce a couple of noteworthy songs: / 
Don't Want To Hear It Anymore, recorded by Jerry Butler and later 
Dusty Springfield, and Snow, recorded by Harper's Bizarre. By 1966, 
Randy had switched publishers to January Music and was crystalliz
ing his style.

Randy Newman’s little musical dramas developed a distinct and 
mature harmonic and melodic quality. His characters and his stories 
were more unusual and subtle than most of the words that get 
crammed into the song form. Singing in the first person, he got inside 
his characters and uncovered their fears, their obsessions and their 
fates, always maintaining a high comedic level.

Take the first album. Love Story finds a typical middle-class Ameri
can planning out his simple-minded existence with the woman he 
“likes,” following the same boring, dreary life pattern that thousands 
have lived, are living, and will live. Newman takes it to the very end. 
singing sweetly of retiring to Florida and playing checkers all day 
“till we pass away.” Dozens of middle of the road singers like Jack 
Jones have sung that song seriously. Thal might tell us where they're 
at.

Then there’s Davy The Fat Boy. An enterprising mercenary explains 
that he was a friend of Davy and a comfort to his parents until they 
died. Now he is the boy’s ward and takes him on a sideshow, earning 
money by having people guess Davy’s weight. Newman acts out his 
character perfectly in all phases, from the touching friend to the cal
lous, energetic carnival barker.

Although there were a couple of serious songs like Cowboy, a mov
ing lament to the character in the film Lonely Are The Brave, New
man’s first album in 1968 was made up of musically and intellectual
ly rich songs that simultaneously evoked pathos and laughter.

He claims, “I write those songs to make people laugh. I don’t want 
to bring out sadness. Those characters I write about arc assholes. 
Their situations are their own doing." If you talk to Randy on anoth
er day, you might hear a different story. He is not one for consistency 
when talking about his attitudes on his music career. In fact, the 
depth and understanding with which he creates and delves into the 
soul of his characters automatically negates such a flip altitude that 
they are just “assholes.”

As for the inconsistencies in talking about his music, Newman is a 
complex individual with changing feelings and sometimes simul
taneously contradictory opinions or feelings about the same issue. 
Randy usually finds interviews to be tedious and uninteresting. He's 
not kidding when he says, "1 can’t imagine why anyone would want 
to interview me. 1 really have nothing to say. I'm not tiiat interest
ing.” The humor and the imagination and the creativity that is Randy 
Newman are all in his music as well as his being.

An example of the deficiencies inherent in a Newman interview oc
curred in a conversation we had in Los Angeles last year. I told Ran
dy I thought a certain song, which shall go unmentioned, was auto
biographical (which is rare in his work). He denied it. I gave the rea
sons that 1 thought so. He paused for a minute or two and said, “Oh, 
yeah, 1 suppose you’re right.” Another time, he said, "You know, I 
keep telling people and myself that songwriting isn't that important 
to me. But I sure do spend an awful lot of time talking about it and 
worrying about it. I guess I do care. I don’t know."

At any rate, that first album, released in 1968. was the public’s first 
dose of an extraordinary new singer-songwriter and arranger. And 
the reviews were great; lots of critics and disc jockeys loved the al
bum, planting the seeds of a dedicated cull following. As tor the 
record buying public, sales amounted to just a little over nothing. 
Newman’s style of song and subject matter was just a bit too new, and 
his reticent singing voice and Van Dyke Parks bizarre mixes put the 
music even further out of reach for a large audience.

But a cult did develop, mostly within the music business and in mu
sician's circles. A second album. 12 Songs, came in 1970 with Randy 
in better voice backed by a light rock accompaniment. The cult grew.

continued on page 41
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NORMAN CONNORS
A BROTHERHOOD OF RHYTHM

by herb nolan

Occasionally events are remembered not 

in terms of dates, those neutral figures that 
catalog days, but in terms of other, ostensibly 
unrelated, events. That’s the way Norman 
Connors recalls his move to New York City, 
not with a date, or a season, or a year . . .

“It was right before John (Coltrane) died 
—it was the year John died,” the percussion
ist repeated, not certain whether he meant 
1965 or 1966. Nor was it important. His 
coming to New York, the pilgrimage that a 
musician must make to advance his art, was 
significant primarily in its coincidental rela
tionship with the death of a musician who 
had become both a musical and spiritual 
force for a new generation of young musi
cians like Norman Connors.

Although he hasn’t been in New York’s 
music melicu as long as some of his contem
poraries, Connors has already accomplished 
a great deal. Since 1972 he’s put out four al
bums (the fifth is on the way), albums over 
which he has had complete artistic control 
from the music and musicians on down to 
cover art. He’s worked with such diversified 
performers as Marion Brown, Sun Ra, Jack 
McDuff, Lou Donaldson and Pharoah 
Sanders.

In a conversation that began late one Sun
day night in a dimly lit backroom that served 
as a dressing room and storage area at the 
rear of the Ntu Theater-Bar on Chicago’s 
75th St. where he’d brought a band that in- 
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eluded vocalist Jean Carn, percussionist Neil 
Clark, saxophonist Carlos Garnett, bassist 
James Benjamin, and pianist Hubert Eaves, 
he talked about his music.

We began talking about Slewfoot, Connors’ 
fourth and most recent recording. It seemed 
like a good place to start since the record was 
a departure from his three previous albums, 
Dance Of Magic, Dark Of Light, and Love 
From The Sun.

“Was Slewfoot a conscious attempt at 
achieving more of a commercial success?"

“I did the short cuts,” he said over the 
mechanical whir of an ice machine’s com
pressor, “because they (the record company) 
wanted 45s. They thought they could sell a 
lot more records with a 45, but . . . a-ah . . . 
four of the tunes on that album are really 
traveling out of the same thing I've been do
ing. I think the group and the record has its 
own sound. It’s not going in the same direc
tion say, that Herbie Hancock is traveling 
now, it’s going away from that.

“Slewfoot isn’t a step away from things, it’s 
a slightly different approach to the same con
cepts. We do a few things like we did on the 
album when the band is playing live, so I fig
ured we'd try that on a record—I mean why 
not? You know, it's good to change up a little 
bit, not a drastic change, but just to try a few 
other things instead of staying in one particu
lar bag all the way. 1 never believed in stay
ing in one place anyway.

“Love From The Sun is my favorite album,” 
allowed Connors who sees each recording as 
a fragment of a larger concept—a master
plan. “It’s the best of that particular series. 
“Slewfoot is like the start . . He paused and 
changed his mind. “It’s the fusing of some of 
the rock elements; the fusing of electric gui
tar and clavinct with the spiritualness of 
Jean's voice and the prettiness of Eddie Hen
derson’s trumpet. It is like the end of one 
thing and the beginning of something else. I 
never think in terms of doing a rock album or 
doing this or doing that. I just think in terms 
of things 1 like.”

Why do you pick certain instruments and 
musicians ?

"Because I like certain individual sounds 
and 1 like to blend them to a specific sound 
that I hear conceptually. For example, I like 
the sound of Eddie Henderson’s trumpet with 
the sound of Gary Bartz’ soprano. I like that 
sound. I like to contrast certain things like 
Carlos Garnett’s tenor with Eddie Hender
son’s trumpet, or his fluegelhorn with Gary 
Bartz’ soprano. 1 like that sound. 1 like the 
bass playing of Cecil McBee and Stan Clarke, 
it’s a thing they have that I hear. 1 like the 
sound of Jean’s voice along with Eddie’s 
trumpet with Gary Bartz’ and Carlos’ horns 
and Hubert Laws’ flute. That sound I hear is 
light but it's strong at the same time. It has a 
certain cohesiveness and prettiness about it.”

Do you do the arranging on your albums?
“No, it depends whose composition it is. 

Richie Clay, who writes a lot of songs, does 
the arranging on his tunes, Carlos arranges 
his, and so on.

"But before I even do a date I can almost 
hear it. I go home and 1 hear certain things 
and I play out of what I hear. Then I go about 
getting certain individuals to fill that con
cept. I don’t think of myself as a composer 
necessarily. I look at the music as segments 
of concepts, and each record is a separate 
project—a whole separate conceptual proj
ect. It takes months and months of planning 
and thinking, thinking about and hearing 
things. (Connors does two albums a year.) 
Like, 1 go home to practice certain rhythms, 
or I’ll sing certain things to myself. There are 
also certain songs I like, and I go around and 
try to get the best person to arrange that par
ticular song.”

How do you approach the drums within those 
concepts?

“That’s hard to say. It depends on what 
composition you’re playing. I approach the 
drums in terms of compositional structure 
and the personality within the structure of 
what’s happening musically. 1 try to create 
the warmest feeling that I can give the music 
based on all my knowledge. The most im
portant thing is to make whatever you are 
playing tasty.”

Have you felt your playing change over the 
years?

“Yeah, somewhat. But a lot of things I’m 
doing now I’ve been experimenting with for a 
long time—ten or 15 years. 1 would try things 
with certain people, but often they’d clash so 
I just bided my time.”

Do you like what Billy Cobham is doing?
“I love what he’s doing, that’s all I can 

say," he replied, laughing. “I like the way he 
plays, I like what he does, and Td go to see 
him. Billy Cobham is Billy Cobham, that’s 
what makes it good. As a matter of fact, I use 
two bass drums, too, but 1 don’t play them the 
way he does.”



A WEEK LATER as we drove along Lake 
Shore Drive through a cold, steady rain, I 
went back to the subject of the double bass 
and the way Connors uses them.

“I’ve always experimented with two bass 
drums, all the way back in Philly. It was just a 
matter of time until I felt I could include it in 
my sound. I get another dimension out of the 
two drums because each is tuned differently. 
It’s like adding another person. I use the 
drums polyrhythmically, I use them as anoth
er color; sometimes I don’t even feel like 
playing snare, I just feel like playing bass— 
two basses. Like, I'll take my foot off the 
sock and just play the basses. Then some
times I’ll mix it up, the foot comes off the 
sock for a moment, 1 play some bass drum 
punctuation and then back to the sock, you 
know. It’s part of my whole rhythmic nature 
right now. It’s like another tom-tom, it’s part 
of me, I’d feel lost without two bass drums.

“I’ve just added some timbales, so that’ll be 
another color. The Chinese cymbal at the left 
I like because it sounds very African. All my 
drums are tuned very deep, a very bottom 
sound, a very rich sound.”

Are drummers today paying attention to tun
ing?

“No. Drummers now don't pay attention to 
tuning the way they did in the days of Max 
Roach and Philly Joe Jones. I mean, all the 
drummers going back to the '50s and ’60s re
ally spent time tuning their drums. A lot of 
drummers today just beat and pound. They 
just beat drums with no kind of musical tone.

“I’m not speaking of drummers like Tony 
Williams, Billy Cobham, or Lenny White. 
The young greats, they tune their drums. But 
many players have a bunch of drums and they 
just beat on them, it sounds like tin cans 
sometimes. Tuning the drum is just as impor
tant as playing it.

"But you know, I don’t look at music from 
a drummer’s point of view, I stopped doing 
that years ago. If a drummer is playing, I look 
at the whole band, not just the drummer’s 
technique. I try to enjoy the whole concept of 
what's happening. I don’t take things apart 
anymore, I did that when 1 was much young
er.”

NORMAN CONNORS grew up in the 
projects of North Philadelphia. His earliest 
influence was his neighbor, drummer Lex 
Humphries. “He lived right across the street, 
and when I was about six or seven years old, I 
would hear him practicing all the time. We 
went to the same elementary school, and in 
those days Spanky DeBrest, Lee Morgan, 
Reggie Workman, and a lot of different peo
ple were around rehearsing all the time at 
Spanky DeBrest’s house.

“After Lex Humphries, 1 guess it was Max 
Roach. Max really cooled me out, 1 don't 
know what I'd be doing if it weren't for him."

Like many young musicians, Connors 
learned a great deal from Roach, a father fig
ure whose advice went beyond just playing. 
Roach has given and continues to give musi
cians insight into themselves as well as their 
music. He has shown them how to maintain 
their art, deal with criticism, and continue to 
play music in a country that is often ignorant 
and indifferent to it. In short, he has helped 
musicians survive.

“When I went to New York, Marion Brown 
gave me my first gig, then Archie Shepp gave 
me my first recording date. After that I 
worked with Sun Ra, Jackie McLean, Sam

SELECTED CONNORS DISCOGRAPHY
Featured
DANCE OF MAGIC—Cobblestone 9024
DARK OF LIGHT—Cobblestone 9035
LOVE FROM THE SUN—Buddah 51 24
SLEWFOOT—Buddah 5611

with Pharoah Sanders
BLACK UNITY—Impulse 9181
LIVE AT THE EAST—Impulse 9227
WISDOM THROUGH MUSIC—Impulse 9233
VILLAGE OF THE PHAROAHS—Impulse

9254
LOVE IN US ALL—Impulse 9280

with Archie Shepp
THE MAGIC OF JU-JU—Impulse 9154

with Sam Rivers
STREAMS—Impulse 9251

with Carlos Garnett
BLACK MAGIC—Muse 5040

Rivers, Jack McDuff, Lou Donaldson, Lon
nie Smith, Leon Thomas ... I always wanted 
to work with John.

“Miles? On Tony’s (Williams) last night 
with Miles, me and Eric Gravatt went up to 
tryout for the job, but he'd already picked 
Jack (DeJohnette), so I never got a chance to 
play with him.”

In 1972 Norman Connors put together a 
remarkable group of musicians, including 
Airto, Nat Bettis, Alphonse Mouzon, Billy 
Hart, Carlos Garnett, Herbie Hancock. Ed
die Henderson, Gary Bartz. Stanley Clarke, 
and Cecil McBee, to record his first album. 
Dance of Magic.

The ideas for that first record started to 
form while Connors was in Pharoah Sanders’ 

group, where he worked for a number of 
years.

"1 was getting the music and concept to
gether in 1971, it was just a matter of time,” 
he explained. “Dance of Magic came about 
because Stan Clarke, Cecil McBee, and I 
were working together with Pharoah, and it 
was a matter of feeling comfortable together. 
I love the way Stan plays, and I wanted to 
have Stan and Cecil together. Gary Bartz and 
I worked together a few times, and he’s such a 
warm, beautiful person that I wanted to use 
him. Carlos Garnett and I have been working 
together for four or five years, so that was 
automatic. Eddie Henderson, I always loved 
his playing. Herbie? 1 really wanted to use 
Lonnie Liston Smith, but he was doing some
thing else at the time. Billy Hart suggested I 
call Herbie Hancock; I called and he said 
he'd love to do it. Once he did Dance of 
Magic, he said he wanted to do all the rec
ords. That’s how Herbie came into that par
ticular brotherhood of projects.

“From the beginning I had no problem in 
the studio, it was like one big brotherhood. 
All the musicians, Herbie to Bartz to Carlos, 
everybody, it was unbelievable. That's anoth
er reason I pick the musicians I do, because 
everybody gets along so well. They are all 
very beautiful, warm people, and they get that 
same kind of sound out of their instruments 
whenever they play. 1 don't choose a person 
because I feel he’s a name or that he might 
help sell records, it's not that sort of thing. 
It’s just that I love certain sounds.”

What do you look for when you choose per
cussionists?

“I always get a percussionist who can play 
different types of concepts. I mean, not just 
congas and African sounds but very simple 
playing, too. For example, he might shake 
something in the right place, or on a ballad 
he might not even play anything except to hit 
a bell on the last note. It's that sort of thing, 
very sensitive playing.

“That’s the thing I like about Airto and 
Dom (Um Romao), they are very sensitive 
players’ players. I also like to expand things, 
like fusing together African percussionists 
with Indian percussionists and Cuban percus
sionists. I like the Indian drummer Badal 
Roy who plays with Miles. I'm thinking 
about fusing together drummers from differ
ent lands, but that’s another project all to
gether.

"I do a whole lot of research, I've been 
studying all my life. I do research into Afri
can music, Brazilian and Cuban music, and I 
like to experiment with different rhythms 
from different lands, putting them together to 
get something else.”

What difference do you see between African 
and say Brazilian rhythms?

“The Brazilians have a different feeling, it 
flows more and its lighter. The African feel
ing is strong, it has more bottom. I think it 
has a different kind of punch. The accents are 
different, too, so when you put a person from 
Africa and a person from Brazil together they 
hear different accents, but playing together as 
one you get an all-together different sound.”

IT/iaf do you see for yourself in the future?
“Well, I'm still studying, practicing and de

veloping as a stylist. I want to do more things 
with people from other parts of the world. I 
want to go to Africa and study for a while, 
that’s something 1 really want to do, and I 
want to go to Brazil.

continued on page 41
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Ratings are: 
***** excellent **** very good, 

*** good, ** lair, * poor

PHIL WOODS
MUSIQUE DU BOIS—Muse 5037: Samba Du 

Bois; Willow Weep For Me; Nefertiti; The Last Page; 
The Summer Knows; Airegin.

Personnel: Woods, alto sax; Jacki Byard, piano; 
Richard Davis, bass; Alan Dawson, drums.

PHIL WOODS QUARTET—Testament 4402; 
Charity; Cumulus; Nefertiti/Riot; Yesterdays.

Personnel: Woods, alto sax; Jaki Byard, piano; 
Pete Robinson, keyboards, synthesizer; Henry 
Franklin, bass: Brian Moffatt, percussion.

★ ★ ★ ★ ★

Every thriving art form has a tradition as 
well as a present; and often an art’s most suc
cessful practitioners are those who combine a 
mastery of the inheritance with the courage 
to be on the cutting edge of further change. 
Jazz is no different, except perhaps that, 
more than in almost any other art, openness 
to change is the tradition. This remarkable 
pair of albums by the n^wly repatriated Phil 
Woods confirms what his recent European al
bums suggested: that here is a musician who 
plays both inside and outside—in the tradi
tion and on the edge—with the beauty and 
power of a master.

Both sets are quartet dates, with the altoist 
backed by keyboards, bass and drums. There 
most of the resemblance ends. The Muse 
rhythm section is worth a review in itself. 
Don Schlitten first assembled the trio of 
Byard, Davis, and Dawson for some Booker 
Ervin dates a decade or so ago which remain 
minor masterpieces (they're on Prestige); and 
the passing years have scarcely tarnished the 
ensemble’s sheen. As a rhythm section, they 
set the standard, to my ears at least: an aggre
gation which negotiates the changes—rhyth
mic as well as harmonic—with effortless 
skill that seems to sense and instinctively re
produce the exact color or texture required. 
They listen like one set of ears and play like 
three telepaths. Musique Du Bois also demon
strates, for the umpteenth time, that each is a 
more than worthy soloist: Dawson speaking 
his piece crisply and concisely, Davis tem
pering his power with a fluent lyricism, Byard 
pulling from his Pandora's box a dissonant 
treasure trove—unequal parts aleatory, im
pressionistic, circus-like, and, of course, 
Tatumesque.

And then there’s Woods. At this late date, 
20 years after Charlie Parker’s passing, 1 
hope it’s no longer the critical kiss of death 
to compare an alto saxophonist to Bird. (Af
ter all, does Solzhenitsyn complain when 
critics compare him to Tolstoy?) Woods, of 
course, has a lot of Bird's sound, but even 
more of Bird’s spirit. It’s pointless to run 
down the soloist’s performances on this set (a 
balanced and conventional one—two origi
nals, two ballads, two modern standards) be
cause Woods masters them all. You can hear 
other saxophonists in his playing too, if you 
care to—Adderley in the unerring feel for 
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rhythm and phrasing. Dolphy in the intelli
gent use of the entire range of the horn. Rol
lins in the sense of drama and structure, in 
the quotations and the forays into the gruffer 
timbres of the horn. But the overriding im
pression simply is of being in the presence of 
a superior improviser, who restlessly and in
exhaustibly creates melodies, explores them, 
embellishes them, discards and returns to 
them, and forges the whole venture into 
something lucid, coherent, and satisfying.

The Testament date is a different animal. 
The cumulative product of Woods’ personal
ly unrewarding sojourn in California in 1973. 
it finds him in an electrified context (his sax 
is amplified and distorted most of the time) 
and with sidemen whose sound is sparer and 
more problematic than on the Muse set. 
Woods runs a wide gamut here: he gets to 
play linearly over a spectrally funky backbeat 
(Charity); yearningly, with acoustic piano ac
companiment (Yesterdays); and with wah- 
wah over a free rhythm section (Cumulus). 
But the 7-minute treatment of Nefertiti/Riot is 
the high point. The Muse Nefertiti is laid 
back, the leader playful and casual, Byard a 
bit more reflective. On Testament, there’s a 
tenser reading, evolving into a furious, frenet
ic electric piano solo, and culminating in a 
fascinating series of spaced-out dialogues and 
trialogues with synthesizer. While I don’t find 
Robinson's synthesizer work consistently ef
fective (the shattering glassware during 
Franklin's only extended solo doesn't do 
much for me), most of his contributions as 
performer and composer (Cumulus and Char
ity) are quite effective; and Moffatt’s open, 
sensitive percussion sound is a delight. Fi
nally, Woods is one of those rare birds who 
plays as interestingly electrified as acoustic; 
and considering how good he is unamplified, 
that’s saying something. Phil Woods Quartet 
isn’t a perfect album, but it’s a challenging 
and innovative one, perhaps the best electric 
sax album yet; and since when has the cutting 
edge of this changing music ever been per
fectly smooth anyway? —metalitz

AZAR LAWRENCE
BRIDGE INTO THE NEW AGE—Prestige 

(Fantasy) P-10086: Bridge Into The New Age; Fa- 
tisha; Warriors Of Peace; Forces Of Nature; The Beau
tiful And Omnipresent Love.

Personnel: Lawrence, soprano & tenor saxes; 
tracks 1 & 5: Jean Carn, vocal; Woody Shaw, trum
pet; Woody Murray, vibes; Clint Houston, bass; Bil
ly Hart, drums; Guilherme Franco, percussion; 
tracks 3 & 4: Black Arthur, alto sax; John Heard, 
bass; Ndugu, drums; Mtume, congas and percussion; 
Joe Bonner, piano (tracks 2, 3. & 4); Julian Priester, 
trombone (track 4); Hadley Caliman, flute (track 4); 
Kenneth Nash, percussion (tracks 2, 3, & 5); (Shams) 
Ray Straughter, wood flute (track 5).

★ ★ ★ ★

As builders, Azar Lawrence and his pro
ducers (Orrin Keepnews and Jim Stern) have 
laid a sturdy foundation with Lawrence’s re
cording debut as a leader. Marshalling fine 
sidemen, finding a suitable and sensitive lyri
cist (Ray Straughter) and the perfect cor
responding vocalist, coming up with fresh 
material and arrangements to showcase his 
talents as saxist and composer, Lawrence has 
made all the right choices. As McCoy Tyner’s 
hornman, Azar has been compared critically 
to Trane, although he's been responding to 
the pianist's music with an increasingly per
sonal style. In his first effort at direction he 
shows he has the technique to comprehend 
his predecessors, but also the imagination 
and ambition to go beyond them. All this, 
from someone who is just 21!

The title cut features traditional African 
sounds and an invitation feelingly sung by 

Jean Carn to enter "the land where children 
dance," while Hart and Houston spread 
rhythms like chasms for Lawrence to leap. 
Shaw’s solo is surefooted, alternately smoky 
and piercing. Murray takes a fleet chorus be
fore the tune returns to the singer's astound
ing vibrato. Fatisha is a ballad in which Bon
ner’s modulating keyboard touch and Nash's 
apt percussive effects cohere satisfyingly with 
Lawrence’s long, sustained melodic state
ment, reminiscent of early Wayne Shorter. 
Warriors contains Azar’s strongest solo on 
the album. Bonner kicks off a Latin-tinged 
rhythm with pianistic chords and octaves, 
while the saxman raises and brandishes his 
musical sword, spreading the power of song. 
Through Black Arthur’s flowing alto solo and 
Bonner's heavily accented romping, Mtume’s 
congas add subtly to the textural bottom. 
Lawrence almost sings the out chorus 
through his horn. The energy peaks with Ar
thur wailing, while the tenorman holds his 
keynote through the fadedown.

On Forces Lawrence picks up his soprano 
and heads a supplemented horn section over 
a syncopated bass line that leads into Cali- 
man’s warm, clean and supple flute solo. The 
mechanics of the composition, written by Er
nie Straughter, who arranged Love and Bridge 
as well, keep the song moving in giant strides. 
Priester jumps in on the dot, shaking his 
‘bone, exhorting with inspiration and control, 
building to a breathless moan. Lawrence’s in
tensity develops into long, fast lines, as Bon
ner feeds him the long swinging bridge which 
he nimbly crosses. Love ends the album with 
a peaceful chant extolling the musicians’ self
hood. Jean announces the lyric and behind 
her Shaw trades phrases with Lawrence. The 
vibes and rhythm section infuse the setting 
with a fullness matching the vocalist’s lovely 
open vowels.

The age Lawrence is building towards is 
the future, of course, and he’s started well, 
with distinctive melodies, rhythmic com
plexities, and energetic, emotion blowing of
fering joyful and affirmative sensuality in 
sound. —mandel

BILL WATROUS
MANHATTAN WILDLIFE REFUGE—Colum

bia KC 33090: Spain: Sho; Dichotomy; Zip City; 
Fourth Floor Walk-up: Dee Dee; Ayo.

Personnel: Danny Stiles, John Galchell, Dean 
Pratt, George Triffon, trumpet; Watrous, Charlie 
Small. Wayne Andre. Joe Petrizzo. Joe Randazzo, 
trombone: Alan Gauvin. Ed Xiques. Charlie La- 
Gond, Frank Perowsky. Juroslav Jakubovic, reeds; 
Dick Hyman, keyboard; Joe Beek, guitar; John Mil
ler, bass; Ed Soph, drums.

★ ★ ★ *r

Bill Watrous is possibly the greatest trom
bone virtuoso to appear in jazz since Jack 
Jenny. He is certainly the most impressive 
since the emergence of J. J. Johnson and 
Urbie Green in the early ’50s. The days of the 
slurring trombone long ago yielded to the 
much more demanding linear approach. Yet 
in the 25 or so years since that transition, I 
can think of few if any who could match 
Watrous’ unique mastery of both speed and 
accuracy, particularly in his frequent triple 
tongueing passages. The fact that he often fa
vors the highest reaches of his instrument 
dazzles the ear even more.

Equally striking is his tone, full-bodied, 
clean, uncluttered and highly cultivated. It 
never sacrifices itself to acrobatics, but re
mains remarkably even and imperturbable 
through the most dexterously complex execu
tions. Even at the top of the register, where 
other trombonists tend to lose body and ac
curacy, Watrous’ tone and attack seem com-
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pletely comfortable. Although he doesn’t 
play them here, his virtuosity and sound are 
ideally suited to ballads.

The Manhattan Wildlife Refuge is a work
ing band for the most part, filled out with 
only a few studio ringers (Dick Hyman. Joe 
Beck, et al). The sound is particularly natur
al, the result of one mike per section rather 
than one per instrument, as is too often the 
custom these days. For this, we can presum
ably thank producer John Hammond.

Most of the material is original but only 
occasionally of above average interest. Sho is 
a particularly successful blend of reeds and 
brass, featuring the leader at his most swing
ing and least exhibitionistic.

Because of the extraordinary virtuosity he 
wields, Watrous is frequently tempted to 
solo. He yields to this impulse on Fourth 
Floor, a long, loosely-structured solo piece 
with several breathtaking a capella codas, in 
the process stirring up some pretty com
pelling music. One is reminded of the wild 
fury that Roy Eldridge sometimes exhibits, 
only to discover that somewhere along the 
way the idea has vanished. You feel this brief
ly on Ayo during an uninhibited passage of 
lip-busting runs. But only briefly. More im
portant. even though the flash may sometimes 
overwhelm the substance, there is seldom a 
loss of control.

This is an upcoming band and Columbia’s 
behind it. Its impact seems very similar to 
what Maynard Ferguson has been doing in re
cent years. The idea of teaming a brilliant in
strumentalist with a jumping big band and 
some good pop/rock charts, works well with 
Ferg. And all indications are that it will do 
the same for Watrous. —mcdonough

DAngelico Strings are just for pickin’one way

D’Merle Guitars, Inc.
P.O. Box 29
Huntington Station, N.Y. 11746
The Ultimate in Strings, none finer... perfect for pickin’.
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>erfectly.^^£tOf
’em once you’ve strung your gui
tar, banjo or mandolin with 
D’Angelico Strings. Available 

coast to coast at leading music 
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RAVI SHANKAR
SHANKAR FAMILY & FRIENDS—Dark 

Horse (A&M Records) SP-22002:1 Am Missing You; 
Kahan gayelave Shyam salone: Supane ma aye preetam 
sainya; I Am Missing You (reprise); Jaya Jagadish 
Hare; Dream, Nightmare & Dawn—Music for a 
Ballet.

Personnel: Shankar, sitar, vocals; Lakshmi Shan
kar, vocals; Alla Rakha, tabla; Hariprasad Chau- 
rasia, bamboo flute; Shivkumar Sharma, santoor; 
Ashish Khan, sarod, swarmandal; Shubho Shankar, 
sitar, vocals; numerous other musicians.

★ ★ ★ ★ ★

Ravi Shankar and George Harrison, now a 
record producer and owner of Dark Horse 
Records, have combined their talents to cre
ate an imaginative fusion of Indian and West
ern musical forces.

Shankar, of course, has long experimented 
with Indian-Western musical hybrids, but this 
new release carries his own conceptions of 
his art to a broader, and in some ways more 
authentic level.

/ Am Missing You, an enchanting song with 
English lyrics, is the most Western in orienta
tion; but it still retains the immensely com
plex Indian vocal style of trills and pitch em
bellishment. Lakshmi Shankar, Ravi’s sister- 
in-law, sings / Am Missing You with magical 
purity and makes more traditional-sounding 
numbers like Kahan Gayelave Shyam Salone 
into intricate webs of vocal expression.

Side Two is called a ballet even though the 
actual dance exists only in Shankar's head 
and has not yet been set down on paper. 
"Sometimes a ballet can be without a story, it 
is visual, abstract," Shankar commented in a 
recent interview, and this ballet, entitled 
Dream, Nightmare & Dawn, heavily stresses 
the abstract.

Shankar’s interest in dance goes back to his 
days with a Hindu touring troupe which 
played in Paris when Shankar was a young 
man. The present "ballet" work, though obvi
ously influenced by Indian dance forms, is a 
mixture of East and West, movement and 
sound, structure and formlessness. The parts 
run together, some segments definitely of 
Western orientation and some of Indian ori
gin.

The “friends" referred to in the album title 
include Alla Rakha, the great tabla disciple 
of Kader Bux; Hariprasad Chaurasia, a skill
ful bamboo flautist; Shivkumar Sharma, a 
fine, classically-trained santoor player: Hari 
Georgeson, an assumed name for—well, you 
can guess; and the mysterious Billy Shears on 
drums. He made his debut on the Beatles' Sgt. 
Pepper LP in 1967. Thirty-one other musi
cians also help out, playing everything from 
the esraj to Moog snythesizer.

In addition to his recording and perform
ing career, Shankar has composed film scores 
for the respected Indian director Satyajit 
Ray, has played with Yehudi Menuhin, and 
even had a part in organizing the Concert for 
Bangla Desh. This latest album is a compos
ite of much of Shankar’s earlier musical ex
periments—classical and modern. Western 
and Indian—and shouldn't be overlooked.

—kriss

JERRY GOODMAN/ 
JAN HAMMER

LIKE CHILDREN—Nemperor (Atlantic) 430: 
Country And Eastern Music; No Fear; I Remember 
Me; Earth (Still Our Only Home): Topeka: Steppings 
Tones; Night; Full Moon Boogie; Giving in Gently; 1 
Wonder.

Personnel: Goodman, electric and acoustic gui
tars, electric and acoustic violins and violas, electric 
mandolin, lead vocals; Hammer, electric and acous
tic piano, Moog lead and Moog bass, Oberhcim 
Digital Sequencer, drums, percussion, vocals.

★ ★ ★ ★

The first time 1 played this album, it came 
on as a vital, important, almost revelatory ex
perience. The second hearing was curiously 
disappointing, and the third was a bit of both.

If you listened to Goodman and Hammer’s 
work with Mahavishnu, you have some idea 
of what to expect, but this is far more of a stu
dio date, much more dependent upon elec
tronics than anything they’ve done previous
ly. This isn’t to disparage it; indeed, I’ve 
never heard two men sound more like a large, 
integrated, interacting group. Extensive over
dubbing almost always sounds forced, sterile 
—test-tube music. This session is alive.

The first cut begins with an acoustic piano 
intro, followed by a Moog-played melody 
with some interesting intervals reminiscent of 
mid-'60s Coltrane (though the phrasing and 
voicing is entirely dissimilar). Segue to a sec
ond theme harmonized by Goodman on vio
lins and violas. The alternation is then re
peated, this time with lyrics behind the first 
theme (I say “behind" advisedly, since all the 
lyrics on the record are awfully hard to get 
because of muting and underrecording.)

No Fear's title must be ironic; it’s a speedy 
piece performed solo by Hammer on Moog 
and sequencer, and the visual image I get is of 
tiny mechanical men moving in maniacal 
concert. Definitely a song to avoid if you’re 
susceptible to paranoia. Earth is really at
tractive. The lead riff, done on bass Moog, 
seems both Afro and ricky-tick. if such a mix
ture can be imagined. This leads into a chant
ed vocal (again, the lyrics get swallowed) fol
lowed by a fine rock solo on guitar.

Side two contains some more adventurous
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metric experiments. Tones sounds like it’s in 
5, but the 5 seems to me just slightly off- 
center, creating some effective tension. The 
second part of Night is also in some weird 
meter which I tried and failed to break down, 
and Wonder is in 13 (subdivided 3/3/3/4). 
Tones is begun by the Moog bass; it’s a walk
ing pattern, more or less, but the intervals are 
spacy. (Trane might’ve liked this one, too.) 
There’s actually no horizontal development 
to speak of. but the mood—tentative, some
what sad, but also whimsical—is effectively 
conveyed. The first part of Night, how
ever, is quite similar in voicing and feeling, 
and I think somebody erred in putting the 
two tunes together. Boogie (those garbled lyr
ics!) is a Goodman showcase; he converses 
with himself on guitar and violin in a biting, 
propulsive sequence.

This session is astonishingly complex but 
almost never pretentious; the playing is virtu
oso without seeming egotistical; and the 
mood is simultaneously warmly relaxed and 
nervously exploratory. What’s missing, if 
anything, is the raw energy of the Mahavish- 
nu Orchestra, and I guess that’s why I’ve 
heard this album differently each time I’ve 
played it. When I come to it with my own 
energy high, it’s dynamite; but when my own 
is low, this won’t get to me. With Mahavish- 
nu, you can have been dead for three days 
and still wanna boogie when he opens up.

—heineman

ARIF MARDIN
JOURNEY—Atlantic SD 1661: Street Scene 

(Strollin', Dark Alleys, Love on a Rainy Afternoon, 
Parade); A Sunday Afternoon Feeling; Journey (Jour
ney, Flight); Forms.

Personnel: Mardin, composer, arranger, electric 
piano, percussion, with various groups including: 
Michael Brecker, Phil Bodner, Joe Farrell, Romeo 
Penque, Seldon Powell, David Newman, Pepper 
Adams, Frank Wess, Bill Slapin, saxes and oboes; 
Huben Laws, flute; Randy Brecker, Marvin Stamm, 
Mel Davis, trumpets; Tony Studd, Garnett Brown, 
trombones; James Buffington, French horn; Don 
Butterfield, tuba; Michal Urbaniak, Gene Orloff, 
violins; George Ricci, cello; Gary Burton, vibra
phone; Ken Bichel, Arp synthesizer; Richard Tee, 
Pat Rebillot, Ken Bichel, electric pianos; Pat Rebil
lot, Milcho Leviev, clavinets; Cornell Dupree, 
David Spinozza, Jerry Friedman, guitars; Tony 
Levin, Gordon Edwards, Ron Carter, Alex Blake, 
basses; Bernard Purdie, Stephen Gadd, Grady Tate, 
Billy Cobham, drums; Ted Sommer, George Devens, 
Ralph MacDonald, Armen Halburian, percussion; 
Ursula Dudziak-Urbaniak, voice; Ilhan Mimaroglu, 
tape music.

★ ★ ★ ★

What kind of music does a producer make? 
When Mardin’s name is on the bottom line of 
an album, he does—and does well—the con
ventional producer’s thing: bringing the date 
together, helping to weld it into a unified 
package, a coherent statement in sound. But 
Mardin’s move to the top line (not a move
ment to the other side of the control board 
—his instrumental contributions are mini
mal) results in a very different kind of album: 
erratic, flawed, but rich in musical ideas 
which, if they don’t always hang together, are 
usually challenging and always worth some 
serious listening.

Journey is, of course, well-produced—Td 
say overproduced. Mardin moves his cast of 
thousands in and out of the studio like so 
many extras in a Cecil B. DeMille extrava
ganza. The sound is glossy and cold, domi
nated by the electric instruments, the precise 
drum work. Mardin likes to mix horns way 
back, so some solos are virtually inaudible. 
But then the album isn’t about solos (few of 
them are memorable)—it’s about forms, 
moods, textures, which succeed each other in 
rapid and sometimes seemingly arbitrary suc

cession. Most of the tunes have tags, codas, 
abrupt shifts of theme, tempo, or arrange
ment. Flight, for example: repetitions of a 
catchy unison line to start out; then a laconic 
melody stated by Laws with wide open spaces 
interspersed and occupied by the rhythm sec
tion; then a suave and intriguing goulash of 
soloing and reprises of the two themes, with 
keyboards, bass, and percussion moving in 
and out of earshot, upstage and up front, con
stantly changing color and texture.

The title track is a similar journey well 
worth taking. It opens as a big band swinger, 
fairly conventional in form, though not in 
line, with Cobham kicking things along quite 
nicely. But the form begins to change as the 
Brecker brothers solo sotto voce; Urbaniak’s 
sinuous statement is underlined by bass-heavy 
riffing; synthesizer builds to a climax and dis
appears; and the whole thing ends in a duet, 
Newman’s soulful tenor wandering through 
the shimmering cascades of the leader’s elec
tric piano. Sunday crams a whole week into 
five-and-a-half-minutes. Here again, the solos 
are just a pretext for the subtler manipula
tions of Ron Carter and Grady Tate. Forms 
takes things out in avant fashion, with Dud- 
ziak and Mimaroglu neck-and-neck in other
worldliness.

The first four tracks are much tamer—in 
fact, pretty dull. The major influences seem 
to be (in order of appearance) the Crusaders, 
Bartok, elevator music, and call-and-re- 
sponse gospel sounds. Michael Brecker con
tributes some attractive dissonances to Dark 
Alleys, and Farrell preaches nicely on Parade; 
but otherwise the cuts strike me as question
ably conceived, indifferently executed, and 
(despite the arrangement of titles) not par
ticularly compatible. Mardin tries for a lot 
on this album; and while some of his attempts 
don’t make it for me, he brings off more than 
enough intriguing music to justify his move to 
the top line. —metalitz

HANK CRAWFORD
DON’T YOU WORRY ’BOUT A THING — 

Kudu (CTI) 19: Don’t You Worry 'Bout a Thing; 
Jana; All In Love Is Fair; Sho Is Funky; Groove Junc
tion.

Personnel: Crawford, alto saxophone; Randy 
Brecker, Jon Faddis, Alan Rubin, trumpets, fluegel
horns; Dave Taylor, bass trombone; Phil Bodner, 
Joe Farrell, Jerry Dodgeon, Pepper Adams, Romeo 
Penque, reeds; Hugh McCracken, electric guitar, 
harmonica; Bob James, Richard Tee, keyboards; 
Ron Carter or Gary King, bass; Idris Muhummad or 
Bernard Purdie, drums; Ralph McDonald, percus
sion; string section.

★   ★ %* *

DAVID NEWMAN
NEWMANISM—Atlantic 1662; Baby Rae; Song 

For The New Man; Violet, Don't Be Blue; Foxy 
Brown; Newmanism; Sweet Tears; Let Me Know; 
Brandy.

Personnel: Newman, soprano, tenor saxes, flute: 
Roy Ayers, vibraharp; Pat Rebillot, electric piano: 
Ron Carter, bass; Andrew Smith or Roy Brooks, 
drums; Armen Halburian, percussion.

* ★ ★

Both of these records are of the easy- 
listening variety—enjoyable and unforced, 
posing the listener no demands but, instead, 
offering generous portions of lively, enthusi
astically played and eminently listenable 
music that is alternately funky and romantic 
but always soulful.

Of the two, I prefer the Crawford set for its 
greater consistency of mood and the richer, 
more interesting textures that the large sup
porting group is able to provide his glis
tening, liquid alto. He also has the benefit of 
the Creed Taylor organization’s production 
savvy of which, for this kind of presentation



at least, there is none better or more skilled; 
as a result, this album is a very model of its 
type—meticulously, intelligently contrived 
to provide maximum listening pleasure, pri
marily through Bob James’ deft, handsome 
orchestrations which offer plenty of color 
and texture. For the sake of greater variety in 
programming, I would have preferred that 
another lush ballad on the order of the lovely 
Crawford composition Jana be included, pos
sibly by halving Sho Is Funky, an infectious 
riff-based piece that goes on much too long 
(almost 13 minutes) for its limited resources. 
But this is minor carping in the face of such a 
successfully realized set of joyous, listenable 
music, for which all the participants are to 
be commended, particularly guitarist Mc
Cracken, who has an absolutely stunning solo 
on the title track.

Within their more limited means, Newman 
and his fellows pursue a similar path. There 
is, of course, a greater reliance on the con
ventions of collective improvising—or at 
least interplay—but this is not the major 
focus of the music here. Rather, the creation 
of warm and appealing contemporary mood 
music seems to be the intent (certainly it’s the 
result) of the careful and controlled approach 
the group follows. This impression is 
seconded by the character of the materials 
they’ve chosen to decorate, all of which are 
charming and unambitious, and support 
similar improvisations. Perhaps the best cut 
in the album is the marvelously funky Foxy 
Brown, written by vibist Ayers, which cries 
out for more fulsomely commercial presenta
tion. In the right hands, it could be a hit.

A very pleasant, enjoyable set of perform
ances by a group whose overall feel is that of 
an updated John Kirby Sextet—graceful, ur
bane, and deliciously tight in a totally unpre
tentious way. —welding
THE ALLMAN BROTHERS"

DUANE ALLMAN, AN ANTHOLOGY (VOL. 
11)—Capricorn (Warner Bros.) 0139: Happily 
Married Man; It Ain’t Fair; The Weight; You Reap 
What You Sow; Matchbox; Born To Be Wild; No 
Money Down; Been Gone Too Long; Stuff You Gotta 
Watch; Dirty Old Man; Push, Push; Walk on Gilded 
Splinters; Waiting For A Train; Don't Tell Me Your 
Troubles; Goin' Upstairs; Come On In My Kitchen; 
Dimples; Goin' Up The Country; Done Somebody 
Wrong; Leave My Blues At Home; Midnight Rider.

Personnel: Allman, guitar, vocals; various other 
artists' See below

THE GREGG ALLMAN TOUR—Capricorn 
(Warner Bros.) 0141: Don’t Mess Up A Good Thing; 
Queen Of Hearts; Feel So Bad; Stand Back; Time Will 
Take Us; Where Can You Go?; Double Cross; 
Dreams; Are You Lonely For Me; Turn On Your Love 
Light; Oncoming Traffic; Will The Circle Be Un
broken.

Personnel: The Gregg Allman group: Todd Logan, 
Peter Eklund, trumpets; Randall Bramblett, so
prano, alto, and C-melody saxophones; David 
Brown, tenor saxophone; Harold (Bullet) Williams, 
baritone saxophone; Chuck Leavell, piano, electric 
piano; Allman, organ, vocals; Tommy Talton, gui
tar; Scott Boyer, rhythm guitar; Kenny Tibbetts, 
electric bass; Bill Stewart, Johnny Lee Johnson, 
drums and percussion; unidentified strings; Annie 
Sutton, Erin Dickins, Lynn Rubin, backup vocals. 
Cowboy: same personnel except: Tibbetts out, 
Brown moves from tenor to electric bass; Bramblett 
doubles on organ, Allman out except for organ on 
track 6; Talton and Boyer, vocals and lead guitars.

★ ★ ★ V2
I cannot imagine why anyone would buy 

the anthology. Not that the music isn’t good,- 
—much of it is—but it’s not even close to his 
best. Some of it features Allman as little more 
than rhythm accompanist, and, most impor
tant, all but six cuts (about 22 minutes) are 
available elsewhere.

And “elsewhere” covers a multitude of 
sins: Allman is heard here with everyone 
from Aretha Franklin (Fair) to Lulu (Dirty)

understanding

LATIN RHYTHMS
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voted his entire professional career to 
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The emphasis is on ryhthmic unity. How 
each component of the Latin rhythm sec
tion — clave, conga, bongo, timbale,
maraca, cowbell, guiro, tambora, shekere, 
vibra-slap and bass — relates to one an
other is clearly illustrated in both the re - 
cording and the printedtext accompanying it.
Each instrument's part on the recording is 
written out so that anyone who can read 
music can learn to play like the pros. The 
text, with fully illustrative photographs, 
lets you in on some of the secrets to prop
erly execute the very special sounds and 
basic rhythms on the Conga and Bongo 
drums, as well as each other rhythmic 
component._______________

If you are already into Latin rhythms, this 
recording will be of special interest to you 
as it contains inspirational solo work fea
turing the stars Patato and Mangual.
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to Herbie Mann (Push) to Boz Scaggs (Train) 
to Sam (the Sham) Samudio (Upstairs). Per
haps a couple of the less familiar re-releases 
are worth mentioning. Although Allman was 
always a persuasive and versatile lead guitar
ist. no matter what the setting, his slide guitar 
breaks on Weight are particularly outstand
ing—all the more so considering that this 
tune was an ill-advised vehicle for King 
Curtis. It doesn’t lend itself to a soul treat
ment till Allman takes over.

It's also nice to hear Otis Rush again, even 
on this mediocre cut from his one pathetic 
major album as a leader. Poor Otis: all the 
other major Chicago bluesmen had their mo
ments; but Rush, in some ways the most inter
esting of all the younger generation of them 
(Guy, Wells, Magic Sam), never got there. 
Push should also be noted, inasmuch as it’s a 
ten-minute track on which Duane plays his 
longest solo of the anthology and demon
strates, alas, that he isn’t a jazz soloist, and 
not even a soul-jazz or jazz-rock soloist. It 
takes Duane an awful long time to get any
where in the solo, probably because he was 
somewhat anxious in a jazz context. He final
ly breaks into some variations of the good
feeling but eventually tedious, rock riffs he’s 
set up, but it’s too little too late.

The main focus should be the new cuts. 
Married is a basic Jerry Lee Lewis structure, 
except that there’s a lovely little rhythmic 
ripple at the end of each chorus. Money Down 
is another facet of the Great Tradition: All- 
man out of Chuck Berry by Muddy Waters. 
It’s a quiet, unsensational tunc; but maybe for 
sheer musicality, it’s the best of all the new 
material. Dimples is more closely recogniza
ble Allman territory, another tight and rock
ing spinoff of Susie Q. Kitchen is at once the 
saddest and happiest of the new pieces. It's 
Delaney and Bonnie and Duane: all acoustic, 
accompanied only by Sam Clayton on quiet 
congas, jamming for a radio broadcast. God 
knows what has happened to D & B. And 
Duane is dead.

Which leaves Gregg, incontestably a weak
er singer and arguably a less charismatic 
force in general than Duane, though certainly 
a fine, honest musician. Don't be put off by 
the cover notice on the double album that 
there’s another group (Cowboy) and a 24- 
piece orchestra involved. The “orchestra” is 
a big but integral unit, apart from the irrele
vant string section (which doesn’t do much 
damage). Cowboy has only two tracks (Time 
and Where), so you get the full measure of 
Gregg Allman.

The star of the session, however, is really 
Bramblett. His work on alto (Queen, Where) 
and C-melody (Good Thing, Love Light) is 
uniformly excellent. It’s no ego trip, since he 
fits snugly into whatevcr’s going down at the 
moment; but he’s also miles beyond the sort 
of clichd-laden riff-honking one finds so of
ten in hard rock groups. Check out the in
comparably raunchy solo on Love Light and 
the sinuous, assured work at the beginning of 
Where, and you have an idea of Bramblett’s 
range and flexibility. Indeed, Where is the 
best cut on the album in many ways. There 
are fine, firm solos by alto, piano, and Talton 
on slide, but then Talton gets playful, whim
sical. The band drops out. except for the 
rhythm section, and there’s some very pleas
ant noodling by several of Cowboy’s mem
bers before a monster crescendo that takes 
the tune out beautifully.

Dreams tops it, however. Allman’s vocal is 
melancholy and affecting; he stops to use the 
spaces in the middle of lyrical phrases here, 
which he seldom does elsewhere. Then in 

comes Talton on slide, positively other
worldly. The interplay between the guitar, or
gan, and rhythm section is gripping. It’s a fine 
track altogether. Without sacrificing strength 
or attempting to move out of their established 
genre. Allman and Co. manage to evoke ex
treme ethereal sadness that’s rare or nonexis
tent in previous work.

As well as this band does its various in
carnations of the hard-rock-son-of-c & w and 
rural blues, the over-all impression, despite 
fine musicianship and moments of contagious 
excitement, is a high-level but muddy 
sameness. —heineman

LIONEL HAMPTON/ 
BUDDY RICH

TRANSITION—Groove Merchant GM 3302: 
Avalon; Airmail Special; Ham Hock Blues: Ring Dem 
Bells; E.G.; Fum.

Personnel: (tracks 1-4) Hampton, vibes: Zoot 
Sims, tenor. Teddy Wilson, piano: George Duvivier. 
bass; Rich, drums, (tracks 5. 6) Sal Nestico, Joe Ra
mano. Zoot Sims (track 5 only), reeds; Hampton, 
vibes; Jack Wilkens, guitar; Ken Barron, piano; 
Anthony Jackson. Bob Cranshaw, bass; Ted Som
mer. Stan Kay, percussion; Rich, drums. 

* ★ ★ V2
The transition from swing to jazz/rock is 

the musical business of this LP, which is real
ly two albums in one.

The swing side is chipper, energetic and 
occasionally charged with the promise of 
genuine inspiration. Buddy’s brush work 
keeps Avalon restrained as compared to the 
volcanic power it generated under the sticks 
of Gene Krupa. Airmail flies by leaving a jet 
stream of spine-tingling excitement. The lines 
are crisp and clean, and the unusual changes 
arc still a challenge. Ham Hock is a medium 
blues suggesting a little funkiness behind its 
smooth-swinging sophistication. Rich rocks 
hard behinds Sims, generating some bright 
sparks. Unfortunately, the performance fades 
away without a satisfactory resolution.

This brings us to Bells, an incredible mor
sel of pure inspiration that vaporizes before 
our helpless ears just as we are on the 
threshold of a classic in the making. From 
the first note, this one literally swings in the 
same surging way the Hampton-Chu Berry 
Sweethearts On Parade swung in 1939. Yet we 
are needlessly left hanging in bewilderment 
by some cretin at the mixing panel, whose ar
bitrary and senseless fade utterly destroys the 
tension of a great performance.

That aside, let it be said that Teddy Wilson 
contributes some of his better work here. He 
is most impressive when his right hand spins 
single note lines around Hamp and Rich. 
Zoot Sims seems something of an after
thought, with his attention focused on Hamp 
and Rich. This is Hamp’s best record in 
years, however, and reminds us that 
MGM/Verve might consider putting together 
a package of the great Hampton/Rich ses
sions from the early '50s. Better still, how 
'bout another date like this (except do it right 
next time)?

Side two features a pair of jazz-rock charts 
by Mike Abene and Jack Wilkens. Abene's 
E.G. is a medium-paced item with perhaps a 
bit too much going on in the rhythm section. 
It sports two basses and two percussionists in 
addition to Rich, who seems more than able 
to keep things on track by himself.

Fum is a more interesting 32-bar theme 
with a release that jolts the listener into eight 
charging bars of 4/4 time. The contrast is 
electrifying in the hands of Rich and bassists 
Bob Cranshaw and Anthony Jackson. Hamp
ton again contributes superb work, which 
should surprise no one who has heard him

with his own group. Like most vets who have 
maintained headliner status, he has adopted 
some jazz/rock items into his own program.

The sound quality is excellent, a vast im
provement over Rich's Victor LPs, whose 
bass lines were so thin the music seemed to 
have no bottom. Here the drums sound fat 
and deep, the way they should. —medonough

TOM WAITS
THE HEART OF SATURDAY NIGHT—Asy

lum 7E 1015: New Coat Of Paint; San Diego Ser
enade: Semi Suite; Shiver Me Timbers; Diamonds On 
My Windshield: The Heart Of Saturday Night; Fum
blin' With The Blues; Please Call Me, Baby; Depot, 
Depot; Drunk On The Moon; The Ghosts Of Saturday 
Night.

Personnel: Waits, vocals, piano, electric piano, 
acoustic guitar; Mike Melvoin, piano, electric piano; 
Arthur Richards, electric and acoustic guitar; Tom 
Scott, tenor sax, clarinet; Oscar Brashear, trumpet; 
Jim Hughart, acoustic and electric bass; Jim Gor
don. drums; Bones Howe, percussion.

★ ★ ★ ★

Tom Waits is both the practitioner and 
chronicler of the hobo life, a state of exist
ence that has altered rapidly in recent times. 
His songs are filled with melancholy, rest
lessness, exuberant image, blatant exaggera
tion, and a forlorn sense of worldweariness 
that somehow strikes close to the heart.

Whereas his first album, Closing Time, 
failed to convey an accurate picture of Waits' 
true depth. The Heart Of Saturday Night cap
tures this unique artist in his chosen milieu. 
Tom's coarse, sometimes abrasive, vocals and 
stark piano accompaniments are marvelously 
expressive as they catalog the trials and tribu
lations of a woman in love with an over-the- 
road trucker, a wasted-out poet intoxicated 
on his verse and the full moon, and an invet
erate hitchhiker caught between destinations 
on an eternal odyssey.

Excellent backup work by Tom Scott and 
Oscar Brashear are skillfully welded to the 
framework of the songs. Although he is 
always arresting, even when an excessive 
string section occasionally intrudes, Waits is 
outstanding on Diamonds On My Windshield, 
a Kerouac/Corso-like slice of beat poetry 
which he recites while snapping his fingers to 
the thump of Jim Hughart's throbbing upright 
bass.

It may be hard to believe, but Waits is a 
true contemporary street poet, one who 
promises to grow even better. —hohman

JUNIOR WELLS
JUNIOR WELLS ON TAP—Delmark DS 635: 

Watch Me Move: Someday Baby: Key To The High
way: What My Mama Told Me; You Gotta Love Her 
With A Feeling; The Train I Ride; So Long; Junior's 
Thing.

Personnel: Wells, vocals, harmonica; A. C. Reed, 
tenor sax; Charles Miles, alto sax: Johnny "Big 
Moose" Walker, piano, organ: Phillip Guy, guitar; 
Sammy Lawhorn, guitar; Herman Applewhite, bass; 
Roosevelt "Snake" Shaw, drums.

★ ★ ★ ★

JAMES COTTON
100% COTTON—Buddah BDS 5620: Boogie 

Thing; One More Mile; All Walks Of Life; Creeper 
Creeps Again; Rocket 88; How Long Can A Fool Go 
Wrong: 1 Don't Know: Burner: Fatuation; Fever.

Personnel: Cotton, vocals, harmonica; Mat 
Murphy, guitar: Little Bo, tenor and alto saxes; 
Charles Calmese, bass; Kenny Johnson, drums: 
Lenny Baker, baritone sax (track two); Phil 
Jekanowski. piano (track one).

★  V2*
Junior Wells and James Cotton, the men 

most responsible for the rejuvenation of blues 
harmonica and vocal stylings in the '60s, are 
each trying to keep up with the changed 
sounds of the '70s, and each achieving differ
ent degrees of success.
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When Junior first appeared, his recordings 
were enlivened with dramatic spontaneity in 
his rich voice and varied bag of vocal tricks, 
while his harp blowing was distinguished by 
complete melodic statements, plaintive 
enough to make one cry. strong and clear as a 
sax solo. On Tap is Junior’s third outing for 
Delmark, a company that’s found an artisti
cally satisfying way to record “the little fel
low”: let him do in the studio exactly what he 
does at a live club gig. As a result, the session 
men here are regulars from Junior's adopted 
home, Theresa's Lounge on Chicago's South 
Side, plus keyboardist Walker and a sparingly 
used horn section. Their sound is very close 
to what's heard at the bar. funky and infor
mal, with all the high harp squeals faithfully 
reproduced and no muddiness obscuring the 
steady backbeat.

Junior’s singing is as affecting as ever, and 
as original. His versions of standards like 
Someday Baby and Key, taken at deliberately 
slow tempos, are sorrowful and fresh tellings 
of old folk yarns. The r&b influence permeat
ing the South Side is evident on Watch Me, a 
James Brown type rhythm with a Ticket To 
Ride bass line arranged by Phil Guy, who also 
provides a stinging solo of his own on guitar. 
Lead guitarist Lawhorn's work throughout 
the album provides imaginative counterpoint 
to Junior’s phrasing; Sammy takes some 
breathtaking chances, breaking from fast 
strums into complex, angular lines seldom 
heard in a blues context. A.C. Reed leads the 
horns through simple but effectively edgy 
background riffing. takes a good chorus on So 
Long, and trades yakety licks with the organ 
on the bouncy, cooking Thing. Junior's Thing 
also contains two measures of the most excit
ing harp blowing on the set, then fades out 
teasingly.

F*
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 Joe Pass, guitar gredt says, 

“MY PICKUP?
POLYTONE, NATURALLY!
MY AMP?
NATURALLY polytone!”
When your music is your life and 
how well you perform determines 
how much you earn you take great 
care in choosing your equipment. 
That's why a pro like Joe Pass 
chooses Polytone.
Joe has found that Polytone pickups 
keep his sound clean. It doesn't 
pickup finger or audiences 
noises . . . just the pure natural 
sound of his guitar. And to make 
certain that this natural sound 
reaches his audience pure and 
natural Joe insists on a solid state 
Polytone amplifier, designed to 
give all the mellowness of a tube 
amp, plus the impact of solid state.

*Polytone Amplifiers and Pickups are 
distributed exclusively by

FARFISA
Farfisa Musical Instrument Company
1330 Mark Street. Elk Grove Village. Illinois 60007 Phone (312) 595-2500

1

On Tap is not the harmonica album many 
have been anxiously awaiting from the man 
who has adopted the Sonny Boy Williamson 
legacy as his own. But a single performance 
like the updated Train is enough to make up 
for relatively lackluster blowing: Wells sings 
as a lovesick conductor calling out the stops 
from Jackson through Paducah and right into 
Chicago, shouting over the ominous, loping 
organ and churning rhythm. “Watch yourself! 
It’s my home . . . it’s my home. . . ." till you 
hear the train slamming into the station.

Cotton, who once blew upbeat, swinging 
tunes in the company of bluesmen like Otis 
Spann and S. P. Leary, has not concocted his 
newest release with the success of Wells. His 
band, though plenty tight, depends excessive
ly on raging tempos, chorus singing, hand
clapping and fancy stop-time novelty num
bers rather than their native feelings for the 
blues. The James Cotton Blues Band has a 
slick, rockish sound, emphasized by the thin 
recording mix. Intrusive arrangements ob
scure Cotton’s energetic wailing, and all too 
often the material is nothing to wail about in 
the first place. Guitarist Murphy’s playing is 
supportive but not very personal; rather than 
the overdubbed horns, this group could have 
used another guitar playing rhythm, or a 
piano to add some harmonic texture.

All the worst of the record comes together 
on Creeper Creeps, a harp showcase taken at 
breakneck speed for some seven-minutes. 
One of Cotton’s eight harp breaks develops 
into Jingle Bells. Rocket 88 gets a flashy ren
dition featuring a smooth sax solo definitely 
not out of the ’50s that seems somewhat inap
propriate. Side two starts better, with How 
Long Can A Fool Go Wrong asking also "How 
long can a bird sing?”, to which Cotton re
sponds with squeaky, thoroughly controlled 

high harp playing. Burner is really a hot in
strumental. and Cotton finally gets to show 
that his stuff is still considerable, even if he 
never gets his voice together to do justice to 
the Bobby Bland style ballad. Fatuation.

James Cotton makes it perfectly clear he 
wants to have a boogie band, but his beat is 
drained of the blues and just doesn’t hold 
up to the jazzy versions of some of these same 
songs that came out of his South Side band a 
decade ago. Get those old Vanguards on your 
turntable for some vintage Cotton blues.

—mandel

ART RESNICK____________
JUNGLEOPOLIS—Symposium (Takoma) SYS 

2005: Jungleopolis; S’cool Fool (dedicated to Eric 
Dolphy); Makin' Room (inner city) (dedicated to 
Arnold Schoenberg); Full Moon; Ballade (Budi) 
(dedicated to Igor Stravinsky).

Personnel: Resnick, keyboards; Robert Rockwell 
Ill, soprano & tenor saxes, bass clarinet, flute & alto 
flute; Willard O. Peterson Jr., acoustic bass, bass 
guitar, clavinet (track three only); Paul F. F. Lagos, 
drums.

STREETDANCER
STREETDANCER—Future (Dharma) Records: 

Affirmative; Directions; Night Tune; Rush; Casa; 
Lines In Your Mind; Timeless.

Personnel: Santez, soprano & tenor saxes; Robert 
Long, keyboards; Kestutis Stanciauskas, bass; Lester 
Crawford, percussion.

★ ★ ★ ★

MAULAWI
MAULAWI—Strata SRI-104-74: Street Rap; 

Root In 7/4 Plus; Eltiton; Naima; Sphinx Rabbit.
Personnel: Maulawi Nururdin, soprano sax; Silas 

King, Adam Rudolph, percussion, conga, drums; 
Michael Fuller, Andy Potter, drums; Rufus Reid, Al 
Erick, bass; Jim Cailen, piano; Edwin Williams, 
trombone; Joyce Major, alto voice; Diane Cunning
ham, soprano voice.

★ ★ ★
Aside from their Midwestern proximity 

(Resnick’s group is from Minneapolis, the 
others thicago), these three groups demon
strate a grassroots direction for “jazz” in the 
second half of the ’70s. A number of common 
musical elements link them together: all fuse 
post-Trane stylings within primarily electric 
textures and rock or r&b rhythms; all deal 
with the current advantages of the soprano 
sax in a highly melodic-rhythmic context. 
Accidentally or not, the bassists leave the 
strongest impression after the hornmen; and 
perhaps most importantly, the material is 
both original and healthfully eclectic.

Jungleopolis is the most impressive of the 
three albums, and also the one with the 
strongest tie to past styles, both electric and 
acoustic. The powerful presence of hornman 
Robert Rockwell can hardly be matched; and 
while pianist Resnick is the ostensible leader, 
Rockwell is the real leading force behind the 
quartet. The most immediate comparison is 
with the Jan Garbarek-Bobb Stenson Quartet 
(notably on Witchi-Tai-To) Hr the album, still 
an import, that couples Garbarek with Keith 
Jarrett.

On S’cool Fool, Rockwell handles the tenor 
in a Dolphyesque manner, and with Makin' 
Room he approaches serial techniques from 
the bottom up with the bass clarinet. Peterson 
leaves his mark primarily on the title tune, al
ternating between electric bass and bowed 
acoustic, but he is strongly present on the 
other cuts. Both Resnick and Lagos supply 
good, if not stunning, support. Finally, Jun
gleopolis is not as consistantly strong as 
Rockwell’s Androids (★★★★* db, 12/19/74),
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but it is more readily available in record 
stores, as well as a good indication of the 
growing musical scene in Minneapolis.

Streetdancer is strictly a fusion record. 
Bassist Stanciauskas, another Eastern Euro
pean making his mark, wrote all but one of 
the tunes (the moody Night Tune, penned by 
pianist Long), and immediately reveals him
self to be an exceptional composer within a 
very narrow world. This means that the lunes 
come on strong on the first side, but lose their 
luster somewhere on the flip side, due to a 
lack of compositional variety. But still the 
playing is superb. Santez is a relative new
comer to the scene, yet he handles his instru
ment with the authority of one much more 
mature. He likes to take melodic fragments 
and weave them into bursts or clusters of 
notes and then return again to that same frag
ment. Particularly impressive are Directions 
and Rush.

Maulawi is the least pleasing of the three. 
Taking on all composing duties himself, with 
the exception of an arrangement of Trane’s 
Naima, Maulawi is unable to organize his 
thoughts into a coherenl musical whole. His 
own sax playing is overbalanced to the rhyth
mic side of things; the harmonic qualities are 
skeletal and there’s little melodic flow. This 
also is the problem, as well as the strength, of 
the tunes. Rhythmically they’re full of life 
and fire, but they lack the harmonic-melodic 
superstructure to pick them up off the ground. 
Bassist Reid, Chicago’s finest, is the saving 
grace here; and Naima, arranged in a quirky 
Latin rhythm, is the best number. From the 
wild and carefree goings on on Street Rap and 
Sphinx Rabbit, Maulawi apparently was more 
of a joy to record than it is to listen to.

In sum, here are three groups from the 
Midwest, recording on small, independent la
bels in their own backyards, each in their 
own distinctive way leaving an imprint on the 
music world, with promise of more to come. 
Write db for more information. —townley

FOCUS
HAMBURGER CONCERTO—Atco 36-100: 

Delitiae Musicae; Harem Scarem; La Cathedrale De 
Strasbourg; Birth: Hamburger Concerto (Starter: Rare: 
Medium I; Medium II: Well Done; One for the Road).

Personnel: Thijs Van Leer, flute, alto flute, re
corder, organ, piano, electric piano, harpsichord, 
mellotron, vibraharp, accordion, voices; Jan Akker- 
man, lute, electric and acoustic guitar, percussion; 
Bert Ruiter, electric bass, autoharp, percussion; 
Colin Allen, drums, percussion.

★ ★ * 1/2
This is a group with pretensions to gran

deur. Sometimes they even achieve it, which 
is more than can be said for most. The musi
cianship is high, the performances bravura, 
especially by Van Leer and Akkcrman, the 
twin levers of the group, who do all the com
posing as well.

The first cut is an hors d'oeuvre, an arrange
ment of an ostensibly traditional, but suspi
ciously Bachian, melody for guitar and re
corder. Harem is good, hard, undistinguished 
rock and roll—an obligatory performance, 
one supposes, to make the listener sit still for 
the more classically-oriented performances 
to follow. Strasbourg is the first really meaty 
composition; a suitably ceremonial, Mous- 
sorgskyesque theme, diminuendo to a piano
guitar unison, some brief lyrics sung by Van 
Leer (something about “la nostalgic"), who 
then whistles a segue into a floating passage 
for guitar and piano over a loping 6/8.

Birth is the best on side one. A Bach-tinged 
harpsichord introduces a slow-rocking four 
over which Akkerman solos on guitar fol
lowed by Van Leer on flute. Van Leer is an 

ordinary flutist; his counterpoint on this cut 
is rather poorly played, and the tone is thin, 
scratchy, unnecessarily irritating. (Possibly 
the engineer shares some of the blame.) On 
the whole, however, it’s a fine performance. 
It’s unhurried, secure, almost magisterial, but 
the tension and emotional drive are authen
tic. The rock feeling, while not especially 
soulful, is as convincing as it needs to be.

The main dish is Concerto, which fails 
more than it succeeds, despite some high
lights. It’s built around two main themes: one 
from Brahms’ Haydn Variations; the other 
close to. if not actually taken from, the intro 
to the Beatles' She Came In Through The Bath
room Window. (The sound on this second 
theme, like much of the music on the album, 
is descended from George Martin’s white 
album/zth/zey Road laboratory.) Starter and 
Rare are mostly variations on that theme. Me
dium 1 features Van Leer; it includes a nutty 
vocal sequence of gargling, yodeling, falsetto, 
some nonsense-word, fake-magnifico lyrics, 
and then—after an organ interlude—a vocal 
in what is presumably authentic Danish. Me
dium Il spotlights Akkerman, who displays 
virtuoso technique. His sound and ideas, 
however, are neither especially novel nor 
emotionally strong.

From about the middle of Concerto, all the 
playing is pulled down by the lack of 
rhythmic variety. By the time the climax is 
reached—a sustained chord on the organ, 
some raga figures on guitar, a pianistic im
pression of Big Ben—the listener is apt not to 
care anymore. —heineman

BLACK LION ALLSTARS
BLACK LION AT MONTREUX—Black Lion 

(Audiofidclity) BL-213: I Surrender Dear: 1 Want A 
Little Girl: I Know That You Know; Poor Butterfly; 
All God's Children Got Rhythm; Old Devil Moon; Tea 
For Two.

Personnel: Track 1: Freddy Randall, trumpet; 
Dave Hewitt, trombone: Danny Moss, tenor sax; 
Dave Shepherd, clarinet; Brian Lemon, piano; 
Kenny Baldock, bass: Johnny Richardson, drums. 
Tracks 2. 3: Bill Coleman, trumpet, vocal; Guy La
fitte. tenor sax: Marcel Hemmeler, piano; Jack Se
wing. bass: Daniel Humair, drums. Track 4: Shep
herd: Teddy Wilson, piano; Baldock, Richardson. 
Track 5: Stephane Grappelli, violin, replaces Cole
man and Lafitte. Track 6: Barney Kessel, guitar; 
Sewing. Richardson. Track 7: Grappelli. Kessel.

★ ★ ★

Culled from Black Lion's Salute to Swing at 
the ’73 Montreux Festival (the event’s pri
mary purpose was to provide a forum for re
cording), this uneven album is brightened by 
contributions from expatriates Coleman and 
Kessel, veteran French fiddler Grappelli, and 
Swiss drummer Humair. (Teddy Wilson plays 
a fine chorus on Butterfly, sandwiched be
tween the able but unexciting Goodmanisms 
of Shepherd.)

Humair, best known in this country for his 
stint with Phil Woods’ European Rhythm 
Machine, is featured on / Know and cooks up 
a storm on All God’s. He is that rarity—a Eu
ropean drummer who can equal the best we 
have to offer.

French tenorist Lafitte, inspired by Byas. 
Webster and Lockjaw Davis, is a superior 
mainstream player with a sound worthy of his 
models. He scores on Little Girl. Pianist 
Hemmeler makes a nice impression, but the 
very able Lemon has nothing to do on Sur
render. which offers Randall’s Harry James 
impressions (I recall him as a much less man
nered player) and Moss’ florid tenor rhapso
dizing (he's done better, too).

Coleman, who went to France in 1935, 
came back home in '40, and returned to 
France to stay in '48. is one of the few surviv

ing giants of his generation (he was born in 
1904). Because of his vibratoless lone 
(which, combined with very mobile lines and 
great harmonic sophistication, makes him 
one of the pioneers of "modern’’ trumpet 
style), he hasn’t suffered much of a decline. 
He’s in good if not exceptional form on Girl, 
and also sings in an engaging manner. Il 
would be nice io see and hear Bill Coleman 
in the U.S. again (are you listening, George 
Wein?).

Grappelli and Kessel go hand-in-glove on 
their unaccompanied duel. Tea. The violinist, 
recently in the U.S. for concerts and club 
work, has been exceedingly well-represented 
on records in recent times (the duets with Ye
hudi Menuhin; an album with Kessel; a dou
ble LP with Oscar Peterson; and several discs 
of his own—not to mention the rich harvest 
of reissues by the Hot Club of France Quin
tet). He seldom disappoints. Kessel has Moon 
to himself, fleet of finger and nimble of mind. 
But All God’s is the high point of string fea
tures— in fact of the album. —morgenstern

MONTREUX JAZZ 
FESTIVAL

FREDDY RANDALL/DAVE SHEPHERD 
JAZZ ALL-STARS—Black Lion BL-214: Someday 
Sweetheart; Entbraceable You; Hindustan; Sometimes 
I'm Happy; Loverman; Beale St. Blues.

Personnel: Freddy Randall, trumpet; Dave Hew
itt. trombone; Danny Moss, tenor sax; Dave Shep
herd, clarinet; Brian Lemon, piano; Kenny Baldock, 
bass; Johnny Richards, drums.

★ ★ ★ %
BILL COLEMAN/GUY LAFITTE: MAIN
STREAM AT MONTREUX —Black Lion BL- 
21 2: Blue Lou: Idaho; Sur Les Quais Qu Vieux Paris; 
L And L Blues; Tour De Force: Montreux Jump.

Personnel; Bill Coleman, trumpet, fluegelhorn; 
Guy Lafitte, tenor sax; Marc Hemmeler. piano; Jack 
Sewing, bass; Daniel Humair, drums.

★ ★ ★ ★ *

As the great jazz masters pass from the 
contemporary scene, it must please them to 
hear the innovations of their youth echo in 
the music of a variety of young players today. 
While it’s nice to be in touch with your time, 
as the giants of the swing era certainly were, 
it’s better to be in touch with all time. And 
the restless vibrance of this music suggests 
they may well have been.

The Randal l/Shepherd set is full of enthusi
asm and zest. Clarinetist Shepherd comes 
straight out of Benny Goodman through Pea
nuts Hucko. On another Montreux LP and a 
couple of studio sessions before that, he fills 
Benny’s shoes in a Teddy Wilson-led group. 
Here his most explicit Goodmanisms come in 
Hindustan, where he strikes sparks against 
Richardson’s Krupa-like tom-tom work, a la 
Sing, Sing, Sing with Nagasaki quoting from 
Hy Ya Sophia, a 1948 BG staple.

Moss's tenor is steeped in Bud Freeman, 
particularly on Beale St. Although the liner 
notes compare him to Lester Young, he has 
none of the ethereal, floating quality that 
marked Pres. Randall is an extroverted trum
pet in the Eldridge or Wild Bill Davison tra
dition. His ballad style is broad and dramat
ic, and sometimes frilly in the manner of 
Harry James, as on Embraceable You. Togeth
er they make up a group that anyone with 
cars for exciting small band swing will enjoy.

The Bill Coleman disc is something of a 
visitor from another generation, but he is cer
tainly among friends. Now 70. he brings the 
stamp of originality to Montreux, being an 
authentic veteran of the swing generation. 
More important, he plays beautifully, as lyri
cally and reflective as ever on L And L Blues. 
He even plays with rip-roaring bite and ex
plosiveness on Idaho and Jump, showing a



level of intensity not normally found in his 
prime earlier work. His technique is com
pletely assured in all ranges and his solos are 
as graceful and nimbly mobile as ever. A to
tal delight.

He is supported by the talented, big-toned 
French tenor saxist Guy Lafitte, who has 
joined with Coleman on several previous LPs. 
The rhythm section is commonplace, as most 
rhythm sections are, but does its job. One fi
nal note: the quality of Black Lion pressings 
aren’t what they should be. Surface noise is 
prominent. —mcdonough

SHAWN PHILLIPS
FURTHERMORE—A&M SP3662: January 

First; Starbright; Breakthrough; Ninety Two Years; See 
You; Planscape; Troof; Cape Barras; Song For North
ern Ireland; Mr. President; Talking In the Garden: 
Furthermore.

Personnel: Phillips, vocals and guitar; Peter 
Robinson, keyboards; John Gustafson, bass; Barry 
de Souza, drums; Caleb Quaye, guitar; Paul Buck
master, cello; Raul Mayora, percussion; Ann Odell, 
mellotron (track 2).

★
The music of Shawn Phillips could well be 

one of the last remnants of the folk/rock pro
test songs of the 1960s. He is an unhappy 
combination of angry young man, expa
triated Texan, and self-conscious lyricist. 
With unfortunate consistency, Phillips fills 
his songs with loquacious metaphors that ef
fectively smother his feelings behind a cloud 
of triteness. He is, in the true sense of the 
term, a hot-air artist.

A small sampling. From Mr. President we 
get this political insight: “Mr. Prime Minister 
won't you administer/decrees to decrease the 
war /it really ain't funny when you're/makin' 
that money from/gore and glood and spillin' his 
guts.” Phillips blunders his way through a 
love song with equal aplomb: “In the haze that 
comes with summer/in the blue mist of your 
slumber/I will come to you in wonder/and I 
think I'll sometimes ponder/are you me?"

From whence does this talent arise, you 
ask. Well, Phillips hails from Ft. Worth, 
Texas, toured with the Navy, befriended Tim 
Hardin in Greenwich Village, lived in En
gland, was declared a persona non grata in 
Dublin, and took refuge in Positano, Italy. 
After this memorable start, he recorded his 
first LP, Contribution, in 1970 and now has 
six albums to his credit.

I really have no patience with this kind of 
music. I find it neither clever, nor meaning
ful, nor instrumentally creative. I do find it 
boring, egocentric, and, in spite of all the 
promotional claims to the contrary, lifeless.

—kriss
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Trust the leaden

DRUMMERS
THINK a 
TIMBALES x
Are you still beating 
the same set of drums? 
Expand your set’s sound |wH
spectrum with LP’s exclusive '<2
TITO PUENTE TIMBALES. jjW
Even if your “bag" isn't Latin -•—
you’re in fora treat with 
this magnificent set of drums. 
Their design is Cuban in origin and their 
larger sized, steel-reinforced shells are 
perfect for today’s louder sounding groups. 
Hardware is heavy-duty throughout. 
Shells are of ribbed design 
for greater rigidity. 
Now available in tiltable models. 
Also ask about our smaller 
version, Timbalitos.
Great for solo work. Write for FREE catalog :

BOB RIEDY BLUES BAND
JUST OFF HALSTED—Flying Fish 006: Cruz- 

ing; I Got A Woman; Haint; Pretty Baby; Coming 
Home; Heart Akes And Pain; Road Dust; Caldonia; 
Hard To Leave You Alone; Just Off Halsted.

Personnel: Riedy, piano; John Reda, Dan Draher, 
guitars; Bob Falvey, electric bass; Richard Hub-Cap 
Robinson, drums, vocals (tracks 2, 3); Carey Bell, 
chromatic harmonica and vocals (tracks 6, 9), sound 
effects (track 3); Eddie Clearwater, vocals (tracks 4, 
8); Mike Willens, baritone and alto saxes; Mike 
Cogan, tenor sax; Mark Gaston, trumpet.

The Bob Riedy formula is simple. Take a 
few of the brighter but less well-exposed stars 
in the Chicago blues firmament; add a back
up group of competent young musicians; pro
vide them with simple, clean arrangements of 
blues and r&b standards; and turn them 
loose. The formula worked almost to perfec
tion on Riedy’s earlier Rounder release, Lake 
Michigan Ain't No River. On Just Off Halsted, 
Riedy has reduced the number of featured

powerperformer !
The BOSE 1800 amplifier. The professional performer with power 
to spare. Power to bring on clean, clear sound... all the time.
Make the BOSE 1800 the driving power of your PA system. It’s 
designed to handle the dynamics of your music and it’s built for 
reliability. Gig after gig.
BOSE 1800 amplifier: the powerperformer.

j Please send information on the BOSE 1800 to

I Name __________________________________________________

I Address ________________________________________________

I City/State/Zip _________________________________________
J (BOSE, The Mountain,^ Ram ingham. MA 01701 Dept. DP
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guitar.
Looking for a Natural Sound?

You just found it!!
...a Barcus-Berry transducer.

Not just another pickup... IT WORKS!

For detailed information and prices, write to:

bARCUS-bERRy SaIeS CORp.
5782 East Second St. • Long Beach. Calif. 90803

keys to better flute playingEven if the basic acoustical design of a flute is exactly right, ultimate musical performance can still be limited by the key mechanism.Because each key moves but a fraction of an inch, this movement must be both precise and predictable. With a well-built, well-maintained flute it is. There should be no hesitation at the outset, no sticking throughout its travel, and no leaks when closed. Ideally, each key will become an extension of your fingertips, requiring no thought whatever for its peculiarities.Which is why we ask you to take very good care of your flute. And why you should take the time to choose the right flute in the first place. Let us show you how good you really are with a DeFord flute or piccolo. At leading musical instrument dealers who care.
E. LDeFORD 3100 Holiday Place, Elkhart, Indiana 46514

Distributed exclusively by King Musical Instruments a Division of ®

artists, while broadening the scope of musical 
styles assayed. The results are generally good.

First, there are the big-band jump numbers, 
which make basic but effective use of the 
added horns. Vocalist Clearwater brings off 
Caldonia and Pretty Baby with aplomb, and 
the whole group catches fire under Robin
son’s direction on / Got A Woman. Carey 
Bell’s contributions—spine-tingling, shad
owy after-hours blues, with subdued accom
paniment—are my favorites of the set. Com
peting with a cast of greenhorns, fading old
sters, egomaniacs, and assorted ghosts. Bell is 
probably playing the best harp in Chicago 
right now, and is blessed with a wonderfully 
evocative voice, too, as Heart Akes and Alone 
(both originals) will attest. Robinson’s Haini 
is from the same general bag, but with a fuller 
back-up sound and more vigorous vocals.

The album’s weaknesses stem not from the 
vocalists, but from Riedy’s basic quintet. The 
best blues singers benefit from the presence 
of equally strong instrumentalists: Junior 
Wells has Buddy Guy, B. B. King has Lucille, 
but Bell, Clearwater, and Robinson have to 
make do with Reda and Riedy himself. The 
former plays a comme”dably uncluttered but 
undistinguished guitar, while the leader is a 
bit too restrained to fill up the Otis Spann 
mold he's carved out for himself. Conse
quently, the soloing is weak throughout, and 
the set’s four instrumental tracks don’t, for 
the most part, compare with the others. 
There’s reason to hope that with a little more 
time working together (Riedy and Robinson 
are the sole holdovers from the Rounder 
date), these problems will be overcome. In 
the meantime, Bell, Robinson, and the hon
est, unpretentious, and exciting Riedy formu
la makes the set well worth the price of ad
mission.

For more information on obtaining this al
bum, write dh. —metalitz

LABELLE
NIGHTBIRDS—Epic KE 33075: Lady Mar

malade; Somebody Somewhere; Are You Lonely; It 
Took A Long Time; Don 7 Bring Me Down; What Can 
I Do For You; Nightbird; Space Children; All Girl 
Band; You Turn Me On.

★ ★ ★ ★

Patti LaBelle and the Bluebells had pre
cisely one hit single back in the mid ’60s, / 
Sold My Heart To The Junkman. Patti’s re
formed group, known simply as LaBelle, and 
comprised of Patti, Sarah Dash, and Nona 
Hendryx, has been on the comeback trail 
now for four years. Nightbirds is their fourth 
album and if it doesn’t begin to establish 
them in the front ranks of the r&b assault it’s 
not because the starstuff ain’t in these 
grooves.

Each of these three women has a singular 
gospel and sex-drenched voice. The tunes 
themselves are imaginatively arranged and 
performed with the particular Creole intensity 
natural to producer Allen Toussaint and the 
Meters. The group persona, as established by 
the lyrics, is of an independent woman — 
proud, intelligent, and open to love. And it’s 
that ancient old jungle love they’re talking 
about. You Turn Me On is about as hot and 
honest an anthem to loving sex as has ever 
been heard from woman.

The album is marred by the occasional 
projection of alienating hipper-than-thou 
stance, as on Space Children, and, ironically, 
by a sort of Aquarian Age idealization of the 
power of love. What Can I Do For You, but I 
hear at least six absolutely fatfree tunes here. 
Many groups are making it on far, far less. 
The new single is Lady Marmalade. Listen for 
it. —adler32 □ down beat



Ralph Towner

In a time when the title of Fastest Guitar In The West changes hands every 
time a new, hot set of strings gets plugged into a wall-size bank of ampli
fiers, the acoustic innovations of Ralph Towner pump fresh blood into the 
current music scene. With his fellow members in the quartet Oregon, 
Towner has helped to pioneer a new style of totally acoustic ensemble 
playing. The group achieves a modern sound, yet one which is warmly 
reminiscent of simpler, pastoral landscapes, far from urban madding 
crowds.

In addition to his remarkable abilities on classical and 12-string guitars, 
Ralph is a pianist of increasing skill and depth; and he has taken to elec
tric keyboards on two strong jazz-rock recording dates with reedman 
Clive Stevens.

Towner studied at the University of Oregon and in Vienna with Karl 
Scheit. He first came to the attention of listeners through his perform
ances with the Paul Winter Consort (a group that contained the other three 
members of Oregon), and on Weather Report's I Sing The Body Electric. 
His most recent work can be heard on Oregon's new Vanguard LP, Winter 
Light, and on his first solo album for ECM, Diary. Future collaborations for 
the German label (a duet album with bassist Glen Moore pre-dates his new 
solo LP) will feature Ralph with the likes of John Abercrombie, Bill Con
nors, Jan Garbarek, Gary Burton, and Eberhard Weber.

This Blindfold Test, the first for both of us, was part of a much longer 
session. For publication, I chose Ralph’s comments on acoustically-ori
ented music. He was given no information about the records played.

1. LARRY CORYELL-JOHN McLAUGHLIN. 
Rene's Theme (from Spaces. Vanguard). 
Coryell, McLaughlin, guitars.

That was Larry and John in duet. Kind of a hys
terical piece, like a shootout, but I like the fact 
that it was in the Django style. That's its saving 
grace, actually. It was crude, but I know they 
didn't have any rehearsals before recording. 
Given the conditions—it's really competitive— 
it's really a nice thing. What I'd like to hear in a 
multiple guitar session, I think, is a bit more orga
nization. Folk musicians have a really nice ap
proach in one sense; they'll always organize their 
playing so that they don't double their voices, for 
example. I'd like to hear something that isn't so 
full of conflict. It can be great to get good players 
and put them in an instantly creative situation; you 
generate a lot of excitement. But more often than 
not, you end up with a bit less music than is pos
sible with more preparation.

2. BADEN POWELL. El Solitario (The 
Lonely One) (from Solitude On Guitar, 
Columbia). Baden Powell, guitar, composer.

It's definitely Brazilian—it could be Baden 
Powell. Laurendo Almeida also writes pieces like 
that, but Baden has a strong, tense sound like we 
heard there. He gets a lot of nail noise. Classical 
guitar is difficult to record. It'll always sound dif
ferent—every day, even during one session. 
You're subject to atmospheric conditions; even 
the slightest stiffening of your hands will change 
the sound. It’s a real headache, and can drive 
some people to become so meticulous that they 
forget about music and just concentrate on tech
nical details of playing. Baden Powell just plays, 
regardless of conditions. He projects so strongly 
... If you hear a studio guitarist on classical gui

tar, on a jingle or something, they always sound 
very clean, but they're only projecting about two 
to three feet. Baden Powell is aiming for a hun
dred rows back at least—an explosive player. He 
was an early influence on me. When I first got into 
the guitar, I tried to play Brazilian music, and I 
sounded exactly like Baden. His is such a suc
cessful format for the guitar.

3. BILL EVANS. Re: Person I Knew (from 
The Bill Evans Album, Columbia). Evans, 
electric piano, piano, composer.

I can’t say enough about Bill Evans. He's meant 
everything insofar as inspiring me to play jazz pi
ano. I wasn’t really interested in jazz until I heard 
LaFaro and Evans. His style is still very much in
grained in everything I do on piano. I recorded 
this tune, Re: Person I Knew. I think it makes 
sense, in terms of the piece, to start out with 
electric piano and switch to acoustic. But I don’t 
think Bill is as convincing on electric piano as he 
is, of course, on acoustic piano. The electric is 
not as responsive to touch. I think Chick gets the 
best touch control and clarity out of it. It has to be 
played differently, you have to be aware of the 
knobs and attachments.

The tendency with an acoustic piano player— 
not Bill—is to murder the instrument, really bash 
away at it. If you're going to play the electric pi
ano, it has to be approached differently, not as a 
substitute. Bill does approach it on its own terms, 
but I think that having spent so much of his life and 
soul on the acoustic instruments—which I do 
prefer, incidentally—there’s a whole range of 
things happening on the inside of the electric in
strument that are too complex to be synthesized 
into the electric piano. There's such a greater 
emotional reaction. With the more attachments 

you have on electric, of course, the wider your 
range is. But I don't think Bill is as convinced by 
the electric piano. I've always been really moved 
by this piece; it's one of the few pedal pieces 
he's written.

4. JOHN McLAUGHLIN. Goodbye Pork-Pie 
Hat (from My Goal's Beyond, Douglas). Mc
Laughlin, guitars; Charles Mingus, com
poser.

I have a very small record collection, and this 
record is in it. A great album, this side especially. 
John is showing his really lyrical self in it. I know 
this tune pretty well, because I just recorded it in 
duet with Gary Burton. John's a great player—I 
don't know what else to say.

It does bring to mind, however, some thoughts 
about John in general. He never ceases to be a 
great player, and he's constantly changing his 
playing, constantly improving. When somebody 
achieves the point where they express them
selves so well and so distinctively, it burns me up 
when he gets criticized. I think that happens quite 
a bit. If you get very well known, for awhile you 
can't do wrong; then suddenly you reach a stage 
when people reject you. It's a very fickle thing 
and not really based on the music. It's completely 
extraneous to the musical development of a per
son. I don't care what the current press is, John's 
a great musician.

5. JAN GARBAREK. Scarabee (from Afric 
Pepperbird, ECM). Garbarek, tenor sax, 
composer; Terje Rypdal, electric guitar; Jon 
Christensen, percussion.

I don’t know the title of the record, but it's Jan 
Garbarek—an early record, when he was record
ing with Terje Rypdal. Jon Christensen, I assume, 
is on drums. Jan can't be judged from any one re
cording. He's like Keith Jarrett; he can do every
thing on his instruments. I don't think that there are 
any national claims to superiority in improvised 
music. The European players are great. Think of 
Weather Report: an Austrian pianist, an Afro- 
American saxophonist, (at one time) a Czech 
bassist, and a Brazilian percussionist. The original 
Mahavishnu Orchestra was the same way.

Jan is so capable that it’ll be a while before we 
get a full picture of what he can do. Jan doesn't 
unload all of his musical and technical resources 
at once. Again like Keith, he's got a great quality 
of restraint. We ll spend a lifetime listening to 
these two people.

6. JACK DeJOHNETTE. The Right Time 
(from Sorcery, Prestige). De Johnette, John 
Abercrombie, Mick Goodrick, David Hol
land, Bennie Maupin, Michael Fellerman, 
voices.

I guess it was Frank Zappa, but maybe not, be
cause this is an area which a lot of us are starting 
to get into. Oregon does some talking pieces; if 
we're doing one of our instrumental improvisa
tions and speech starts happening, we ll do it. It's 
funny, but it's also hard to do right. These guys did 
it right. You can almost get waves going if you hit 
the right rhythm and vocal timbres.

Sometimes when we're in the car spending 
hours on the road and going crazy, we'll start 
chant-reading bits and pieces of road signs. It 
gets uproarious. The thing is, a lot of people can 
do this, if they'd just come out of the closet like 
these guys did. They were really musical about it. 
I suppose, though, that it might get tiring for the 
listener after a while.

There's something of a barrier that remains with 
an instrumentalist, it's expression in a more ab
stract sense. You're not laying your verbal self on 
the line. A singer is a lot more exposed as far as 
his verbal-personal point of view.

Mitchell: This is Jack De Johnette's new album, 
with John Abercrombie and Mick Goodrick, David 
Holland, and a few others.

Towner: Well, I've done things very much like 
this with John. We have a bunch of tapes—we'll 
do whole operas. Mick and John have gotten into 
it too. It's great that Jack is letting it out. db
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MICHAEL HOWELL
by len lyons

ichael Howell, 30-years-old, lives due east 
of Golden Gate Park, near the geographical cen
ter of San Francisco. Two years ago, he was play
ing acoustic guitar with an obscure saxophonist, 
named Jamal Chisholm, on the corner of Market 
and Powell Streets, where the cable cars start 
their long uphill pull towards Fisherman's Wharf. 
Though a strangely brief period of time has 
elapsed since he was gigging cn the street, Mi
chael's second album has been released on the 
Milestone label.

However, his apparently rapid ascent from the 
street corner to the recording studio doesn't 
seem nearly so strange in the light of the back
ground that prepared him for the journey.

Michael was born in Kansas City, where his fa
ther, Al. wrote an entertainment column for one of 
the nation s first black-owned newspapers, The 
Call. His household was the scene of frequent jam 
sessions for local musicians; and Michael, at the 
age of four or five, attended them by invitation or 
otherwise: "I remember when I was supposed to 
be in bed, I d crawl into the living room and listen 
to the musicians playing. Later. I'd get caught 
asleep on the floor. Jazz is what I thought all mu
sic was. It's all I knew.”

Charlie Parker, also from Kansas City, was 
leading the vanguard nationally, and his influence 
was especially pervasive in his hometown. "With 
all the musicians coming by the house . . . well, it 
was a long time before I realized Charlie Parker 
was human. I really thought he was God. They'd 
come in and play his solos by memory. Play them 
and sing them, too. All I heard was Charlie Parker 

34 □ down beat 

for years. That's the best ear-training you can get. 
If you can sing all that, you'll start hearing things.

"I remember there was this park, Paseo Park, in 
Kansas City, where wines, musicians, and all sorts 
of people hung out. I specifically remember the 
musicians there. If they didn’t have their instru
ments with them, they were still sitting around 
singing the solos. And you know if you sang a 
wrong note, they’d know it—and tell you about it.''

Michael moved to Denver from Kansas City. 
There he attempted to study music, but found that 
no one would teach guitar or take the instrument 
seriously. Looking back, he doesn’t seem to take 
his academic training much more seriously than 
the university took his goals. "I can remember 
getting kicked out of theory class for insisting 
that you can play parallel 5ths. Of course, you 
don't do that in Bach, but no one explained that 
what we were learning was a style, and not the 
only way music should be played.

"Actually, one of the reasons I came to Califor
nia was because I knew there were schools out 
here where they taught guitar. I worked with a 
teacher for three months who had studied with 
Segovia, but she was too good for the school and 
went back to Spain. My next teacher just didn't 
have it together, so I quit."

But it was in San Francisco that Michael first 
saw Wes Montgomery, who—aside from Parker 

| —was his most important influence. "Wes was 
o playing at a dinky old club called The Playpen, 
m now defunct. There weren't more than four or five 
2 people in the place, but he was playing like it was 

packed. Actually, the first time I heard him was on 
2 a 45 (r.p.m.) cut of the Montgomery Brothers, be- 
< fore Wes started recording for Riverside. It was 

called Finger Picking. I didn't know who he was at 
the time, but I knew this cat was it. I always had 
the concept of playing melodies with chords on 
guitar. Father hipped me to Johnny Smith, and I 
thought, ‘Now that’s fine for ballads, but I want to 
get into something.’ Sure enough, there was Wes 
doing it."

Chester Thompson, currently the organist for 
Tower of Power, opened up a new conceptual 
path. "Chester turned me on to the Lydian mode, 
which turned everything I knew around back
wards. First of all, there were a lot of fingerings I 
didn't know that I needed to play within that con
cept. A lot of technical things."

Woody Shaw’s ten-piece band also played a 
role in Michael's musical education, as Tommy 
Smith does currently. Smith, an organist Michael 
has worked with for the past two years, 
is part of the house band at The Scene, a San 
Francisco club. "The type of music we're playing 
isn’t modern at all. We play standards and ballads, 
but around here, The Scene is one of the few 
places where you can play music at all. The only 
alternative is playing a hotel or rock gig. For 
studying, I can't beat playing the standards, and 
Tommy plays in all the keys. Actually, Tommy 
Smith must have had all the great guitarists with 
him at one time or another. Wes worked with him 
in the '50s. Jerry Hahn. Gene Edwards, who was 
with Gene Ammons.”

Michael’s present concern involves using the 
classical finger-technique for playing jazz, in or
der to use the full capacity of the instrument. 
"You’ve heard of one-handed pianists, where 
everything is in the right hand. But then there’s Art 
Tatum. Listening to him. it’s obvious that he's us
ing everything the instrument can do—sometimes 
I think he might have used too much at once, but 
he played the instrument. On guitar, if you get the 
finger-style down, I have no doubt that you can do 
more, simply because you have five fingers but 
only one pick. If you listen to the contrapuntal 
lines that classical guitarists play. I don't see how

LEE RITENOUR

by joan levine

L ee.Ritenour started playing the guitar when he 

was eight-years-old. That was back in 1960. 
Raised in Palos Verdes. California. Lee spent his 
formative years diligently mastering the guitar. 
When he was 12, he played in a 19- 
piece orchestra. At 13, he did his first ses
sion on John Phillips' solo album. During high 
school, he stayed home from the parties and foot
ball games to maintain his nine hour a day prac
tice schedule. "I'd come home from school, finish 
my homework by four, and then start in and prac
tice til midnight, just taking one break for dinner. 
During the summer, no one ever saw me."

Besides doing a lot of playing, Lee also did a 
lot of listening. "Wes Montgomery was the great
est influence on my playing, and I've had a lot of 
influences, from B. B. King to John McLaughlin. 
For me, Wes was the only pure guitarist, he really 
played from his heart. Everything he played was 
so melodic, yet he was completely unschooled. 
He really knew music."

Charlie Christian's name came up. and Lee 
commented that, indeed, “Christian was heads 
and shoulders above 'em all. He was a definite in
fluence on B.B. and Wes, but they developed their 
own style, and naturally, Wes took it a step 
further."

Lee also believes strongly in evolving his own 
musical message. "I've tried to open myself com
pletely to my own style, especially with my own 
compositions." Lee has been composing since he 
was 12, but sporadically, until recent years. 
Lately, he has been approached by people who 
want to do his tunes, but confides that “it's an 
area I want to explore alone for awhile."

He was 17 when he got his first playing expo
sure in a “jazz group" with the Craig Hundley trio. 
After that, it was musical studies at USC with 
Christopher Parkening, and private lessons with 
Joe Pass and Howard Roberts. Lee credits ses- 

you can do that with a pick. The classical style 
guitarist plays the instrument: the bass line, the 
melody, the chords."

His concepts, however, extend beyond his own 
playing to the status of the instrument in jazz. "I 
think the guitar has been cheated in jazz. Charlie 
Christian liberated it from playing 4/4 in the 
rhythm section, but no one has done very much 
since then. The truth is that guitarists are just be
coming musicians, though I'm going to have a lot 
of people mad at me for saying that. Of course, 
Jim Hall hasn't been cheated because he's a 
musician, and Kenny Burrell knows his music." He 
cites the negligible number of guitar albums, his 
own included, as further evidence of the problem. 
"The biggest criticism of my first album is that it's 
not a guitar album—you don’t hear my soloing all 
the way through. But I don't think I'm that interest
ing yet. I just want to play some music right now. 
and I like horns and other instruments."

Despite his rather sudden ascent to the status 
of recording artist, Michael's self-image doesn't 
seem altered by any of the changes often associ
ated with unanticipated success. "I know what 
level of musical society I'm on, because I'm still 
the type who'll run up to a musician and tell him 
how good he sounds. I don't think you're sup
posed to do that. I've had some very top name 
musicians look at me like I'm crazy, like they’re 
saying, 'What do you expect?', but sometimes I 
feel compelled to do it.”

His younger brother, Glenn, incidentally, ap
pears on one track of the newly released album 
(he is also the bassist for a free-form San Francis
co group, Infinite Sound), and Michael's wife is an 
aspiring singer, who—according to Michael—is 
presently trying to overcome certain effects of 
her formal voice training. Thus, there may be other 
Howell profiles in the offing, if not a family 
portrait. db



sion veteran Roberts with giving him a lot of 
pointers on studio work.

Deciding to expand his musical horizons, Lee 
left the inhibiting world of academia and toured 
Japan with Sergio Mendes. He recalls that "until 
then, I'd always led a pretty sheltered life, but it 
was by my own choice. Music was my foremost 
interest. The tour to Japan was a real awakening 
for me. It taught me a lot about life, and how to re
late to people. Of course, the fact that I was with 
eight Brazilians probably helped a lot!"

Lee returned to the States where he got his big 
break at Donte's, the Los Angeles jazz spot where 
musicians go to listen as well as play. He recalls 
that “every Monday was 'Guitar Night.' One night 
they asked me to bring in my own group. I'd been 
playing there pretty regularly, so we got a quintet 
together and played that year. One night, Larry 
Carlton and I were going to play together, but he 
got tied up in the studio. John Pisano and I wound 
up playing together, and it was such a good col
laboration that we played together the rest of the 
year. Then he rejoined the Tijuana Brass, and I 
formed my own group."

Lee's group now includes Dave Grusin on pi
ano, Bill Dickinson on bass, Harvey Mason on 
drums, and Jerry Steinholtz on percussion. 
They’ve been playing Tuesday nights at The 
Baked Potatoe to loyal crowds for the past few 
months. The collective energy on stage is con
sistently high. Of course, Grusin could play a kid
die piano and do okay, but Lee really has it to
gether. Someone once mentioned that Jim Hall 
has asked Lee how he played so fast.

The guitar has been such a major force in Lee 
Ritenour's life that it has offered him a triple threat 
career. As Lee tells it: "I've had three careers go
ing for the past couple of years, but it's only been 
this past year, that my favorite one has taken a 
jump, getting my own band together." Another 
highlight for Lee in 1974 was the Monterey Jazz 
Festival, when he participated in the “Guitar Sum
mit” with veteran pickers Joe Pass, Mundell 
Lowe, and Jim Hall, and with another youngster 
like himself, Michael Howell.

The second aspect of Lee's career is studio 
work, which he says is “interrelated with playing 
in my own group. It's the way I earn my living, be
cause you can't really earn a living playing exclu

Sun Ra
Keystone Korner, San Francisco 
Off-Plaza, San Francisco 
One World Family
Teleport Lounge, Berkeley
PERSONNEL: Sun Ra, intergalactic organ, roc- 
si-chord, Moog synthesizer: John Gilmore, tenor 
sax, traps; Marshall Allen, alto sax, flute, oboe, 
bassoon: Danny Davis, alto sax, flute; Eloe Omoe, 
bass clarinet; Danny Thompson, baritone sax; 
Walter Miller, Kwamie Hadie (Lamont McClamb), 
trumpets; Akh Tai Ebah, trumpet, fluegelhorn, vo
cals. dancer; Greg Underwood, guitar, vocals; 
Dale Wiliams, bass guitar; Mike Fuller, drums; 
Eugene Chiea Brennan, Ken Moshess, congas; Al 
Bateen, hand drums; June Tyson, Cheryl Banks, 
Judith Holton (Space Ethnic Voices), vocals, 
dancers; Sam Bankhead, vocals; Richard Wilkin
son, lights, slides, film.

Experiencing the Arkestra was so ex
hilarating I caught them on five separate 
occasions. Though some material recurred 
throughout, each show had a unique structure 
and program. At the first show, after Mar
shall Allen laid down a base with some unac
companied, free-form oboe, Sun Ra entered 
in one of his magnificent space suits, swirling 
an orange cape along with the music. Solemn 
mood thus established, he sat down at his 
keyboard console and played as if he were a 
child just discovering the piano. There were 
no rules about the proper way to hold the 
hands, or how to stay in the right key. Like 
Blake’s child-like rhymes and meters, it was 
refreshing, and even though I’d heard the 
Arkestra on record, totally surprising. I 
laughed uncontrollably as Sun Ra massaged 
and elbowed the keyboard. The band had me

sively at small clubs. I like to play in front of an 
audience because it’s more spontaneous. So, for 
the ideal, I try to balance my studio work with my 
"live" playing." Lee pauses a moment and adds: 
"A lot of musicians stop playing in front of audi
ences. They practically bury themselves in their 
studio work. Then, it becomes like any nine-to- 
five job. They never really see the light."

A day in the life of Lee Ritenour might include a 
morning gig for a children’s cartoon show, then an 
afternoon session with Gato Barbieri, and an eve
ning concert with Cleo Laine. The next day, Lee 
might be taping a country television show, doing 
some “jingle" work, or a session with Mantovani. 
Lee grins sheepishly at the incongruity of it all, 
and comments: "You'll find the most incredible 
jazz musicians on some of the strangest dates. 
One week, you'll be playing with Oliver Nelson, 
and the next week, with Sandy Nelson. Each ses
sion I do, I learn something new. I'll always do stu
dio work, because it's a challenge, and there’s a 
lot of great people to work with.”

Lee has worked with some of the best, includ caugh

THE YIN AND YANG OF RA
laughing all over again, when, after playing 
freely for awhile, they paused for a short mes
sage about the past from Ra segueing into an 
hilariously surrealist version of Ellington’s 
Lightning. The next time 1 saw them, Sam 
Bankhead fell on the floor laughing and Sun 
Ra was so pleased that he got down with him. 
Not very dignified, you say? Well, you 
haven’t met the captain of the spaceship yet, 
have you?

In case you haven’t heard, this Spaceship 

ing Peggy Lee, Paul Simon, Carly Simon, and Al
phonse Mouzon. Lee describes Mouzon's latest 
release as "the best album I worked on in 1974." 
Of course, his opinion may be a bit biased, since it 
is a guitar-featured album, with Lee, Tommy Bolan 
and Jay Graydon sharing solo duties.

Lee is especially proud of his association with 
Dave Grusin, who he met a few years ago at a par
ty at Sergio Mendes’ house. "Our association be
gan when I did some sessions with Sergio that 
Dave produced," Lee proudly declares. "It's been 
a solid association ever since. Dave has really 
been a good influence for me. Not only is he the 
finest pianist/composer I've ever played with, he 
also has managed to keep his integrity in this 
town, and maintain higher standards for himself, 
and that's not easy. He's the ultimate professional 
musician.”

From session work, the natural progression 
would be for Lee to record his own album, since 
he is also a competent composer. Interestingly 
enough, Lee did record a samba/bossa nova al
bum in Brazil last year, with Oscar Neves, Sergio 
Mendes’ guitarist. But due to the relaxed work
style of the Brazilians, Lee has still not heard the 
finished product.

As for the third aspect of Lee's career, little did 
he know when he took his leave of absence from 
academia, that he'd be returning two years later 
to teach the late Jack Marshall's guitar workshop. 
Lee says that “the class is geared to give guitar 
majors more variety in their playing. All of the 
classical majors take it. I try and introduce them 
to bossa nova, flamenco, and pop harmonies." 
Later this year, USC will begin an experimental 
program which Lee and Duke Miller will co-direct. 
It's called the “Studio Guitar Program," and Lee is 
quite enthusiastic about it. "It will teach students 
how to be masters of overall guitar styles, and 
help them in choosing a career, whether as a 
teacher, or a studio musician. It will actually deal 
with the students' needs, offering them a master's 
musician degree in guitar."

Summing up his three-career parlay, Lee states 
quite simply: "I have all the stimulus that I need to 
keep me in tune with the basic realities of life. I 
can't really complain too much. I've got all my 
areas of interest covered. I just hope that the en
ergies keep flowing." db

Earth is set on a course which will connect 
the past and the future in Sun Ra’s Cosmic 
Equation. Ouroboros. The snake that swal
lows its tail. Black American music has taken 
a long trip. While seeming to divest itself of 
African outer garments in favor of European 
garb, it was actually returning not only to its 
West African basis, but to a concept of per
formance that ties pre- and post-civilized 
music together. So far, Sun Ra most com
pletely realizes this concept. Yet within this
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simultaneously primitive and futuristic music, 
all parts of the jazz experience—from scat
singing to tap-dancing—are retained.

In non-Western cultures, the arts aren’t 
separated from one another or from politics, 
education, science and religion. One of the 
strengths of jazz has always been its reflec
tion of a whole culture, probably America’s 
first ’’counter-culture.” The Arkestra, 
through costume, slides and films, dance, 
song, music, poetry, incense, ritual and 
pageantry, creates a total theater, a complete 
world with implications that go far beyond 
our limited definition of music.

I can imagine that Duke Ellington’s per
formances at the Cotton Club must have ap
proached this kind of total theater; and Sun 
Ra seems best equipped to fill the role that 
Duke played for his generation. Certainly no 
one else has introduced as broad a range of 
new textures into the music, from free-wheel
ing saxophone duets and trumpet trios to fu
turistic electronic instruments and full-band 
drum choirs.

The link between Ellington and Sun Ra is 
Monk, another pianist who mixes humor and 
mystery. Monk has said that wrong is right, 
two is one and black is white, statements 
reminiscent of the mystical Oxyrhynchus 
papyri. Some of the lyrics sung by Ra and the 
band: “HTtaf do you do when you know that 
you know that you know that you're wrong? 
You got to face the music. You got to listen to 
the cosmo-song," and, “We hereby declare 
ourselves to be another order of being." Ra 
states that he is an ambassador from outer 
space and an angel. Much of this may seem 
silly or vacuous to those whose atomistic 
universe is stripped of mystery and magic, 
who have forgotten our relation to the stars 
and to one star in particular.

Jazz purists dislike anything that smacks of 
entertainment or showmanship; yet this mu
sic, like Oldenburg, Warhol, or the Beatles 
can be avant-garde while appealing to a wid
er audience. By unifying all the performing 
arts, they find themselves suddenly entertain
ing. The Arkestra would also compare favor
ably with other forms of total theater such as 
Greek drama, medieval miracle plays, a Ro
man Catholic mass, or more direct predeces
sors such as Screamin’ Jay Hawkins and Lit
tle Richard.

Sun Ra has said that his music is protec
tive, talismanic. This mysterious power is 
certainly one of the forgotten functions of 
music. The magus Agrippa wrote, “Musical 
harmony is a most powerful conceiver. It al
lures the celestial influences and changes af
fections. intentions, gestures, notions, actions 
and dispositions. . . . The elements them
selves delight in music.” Most reviewers latch 
on to isolated statements or musical phrases 
to use against Sun Ra; but this is a holistic 
music producing its effect not through iso
lated solos or parts, but through an orchestral 
totality. Skeptics search the music for refer- 
entials and are deaf to the reverential.

—ira steingroot
MILES DAVIS
The Troubadour, Los Angeles
Personnel: Miles Davis, trumpet. Yamaha organ; 
Pete Cosey, guitar: Sonny Fortune, soprano sax, 
flute: Michael Henderson, bass; Al Foster, drums; 
Reggie Lucas, rhythm guitar; Mtume, congas.

Who knows what music lurks in the heart of 
Miles Davis?

The Troubadour audience didn’t, that’s for 
sure. The legendary innovator, whose mere 
presence on stage initially generated excite
ment and high-voltage sexual energy, may 

again be well “ahead of his time,” but the 
final effect of his opening set, his first L.A. 
appearance in three years, was one of befud- 
dlement and disappointed boredom.

He looked super-cool with his huge dark 
glasses, his white silk shirt and pants, his sil
ver belt, and his orange scarf, but he shat
tered it all when he contemptuously spat on 
the stage and later, sans handkerchief, blat- 
ently blew his nose with all the cool of a 
Georgia redneck.

After he left the stage the music dribbled 
off into a series of inconsequential blues 
cliches, finally faltering to a directionless 
halt. Most of the people clapped. Some be
cause they felt morally obliged to.

He knew the press was there en masse, and 
it was almost as if he were spitting on them. 
I’ve since heard that he cleaned up his act 
and his attitude the following evenings and 
played some dynamic music. But his conduct 
opening nite was infantile, pointless, and 
boring.

z o 5

What happened musically? Henderson, 
Foster, Lucas, and Mtume laid down a funky, 
rocking beat at a single tempo, which Miles 
retained for 45 minutes. The audience could 
relate to that—no problem. Over the top, 
however, Miles and lead guitarist Pete Cosey 
defied all of the “laws,” all of the “rules,” 
and all of the customs of what has tradition
ally constituted a musical experience.

Instead of playing within a recognizable 
scale, Miles and Cosey for the most part 
played completely outside. Rather than play
ing notes, Miles squeaked, whimpered, 
whooped, mewled, and growled. On the 
electric organ, he sustained great mashes of 
dissonant and seemingly arbitrary chords.

Instead of building series of melodic 
phrases within the traditional 4-, 8-, and 32- 
bar sections, he and Cosey generally played 
spurts and jumps of notes, apparently unrelat
ed to each other, apparently coming from no
where, leading to nowhere.

Occasionally, the mood would shift, and 
Miles would state an orthodox melody, or 
saxophonist/flutist Sonny Fortune (whom 
everybody liked) would take a relatively “in
side” solo that tinkled bells of the familiar. 
On the whole, however, the audience left 
feeling excluded, confused, and unfulfilled.

I too left feeling unfulfilled, but at the same 
time 1 suspect Miles is trying to take us into a 
new, dark world of inner experience—a new 
mood—which jars with our every preconcep
tion and with all of our past associations.

Granted, his conduct was offensive, and he 
may still be searching for the perfect musical 
means of expressing his diabolical vision, but 
I personally believe he is leading us into an 
area that has all of the subjectively frighten
ing urgency, the angry darkness, and the 
screaming jungle ferocity of a sleeping 
dream. He is leading us into our own brood- 
ingly primeval subconsciousness.

In this respect, Miles Davis is becoming 
profoundly natural, and 1 think in the future 
he is once again going to electrify us.

—lee underwood
36 □ down beat



NEW YORK JAZZ 
REPERTORY COMPANY
The Music Of 
Louis Armstrong
Carnegie Hall, New York City
Collective personnel: Mel Davis, Pee Wee Irwin, 
Joe Newman, Ray Nance, Bernie Privin, Ernie 
Royal, Jimmy Owens, Doc Cheatham, Taft Jordan, 
Bobby Hackett, trumpets; Vic Dickenson, Eddie 
Bert, Eph Resnick, Jack Jeffers, trombones; Bob 
Wilber, Norris Turney, Frank Foster, Jimmy Heath, 
Kenny Rogers, Kenny Davern, reeds; William Rus
sell, violin; Dick Hyman, Billy Taylor, piano; Car
men Mastren, Lawrence Lucie, guitar; George Du- 
vivier, Milt Hinton, bass; Bobby Rosengarden, 
drums; Nance, Jordan, Dickenson, Carrie Smith, 
vocals; Hyman, Wilber, Manny Albarn, Budd John
son, Al Cobbs, arrangers; Hyman, Taylor, Stanley 
Dance, narrators.

It is always difficult to hit the high and low 
points of musical presentations with the 
scope and magnitude of such as these. It was 
wisely decided not to cram a lifetime of ac
complishment, legacy and homage into a sin
gle offering. The tribute was spread over two 
weeks, the groups and solo performances 
mixed with a refreshingly different presen
tation: film clips and recorded performances 
of Satchmo with Dizzy Gillespie, Mahalia 
Jackson, Bobby Hackett, and some of his 
later “All-Stars.”

The total effect was exciting, warm, touch
ing, innovative, and any and all positive ad
jectives. The disturbing element of the festivi
ties was George Wein’s announcement that 
the first concert lost SI0,000! Unconscion
able, when the house has only a $5.50 top— 
“We’re giving these shows away,” pleaded 
Wein.

The segments, under the major headings of 
The King Oliver Days, The Hot Five and 
Seven, and The Big Band Era, had uneven 
musical offerings. The first week, the early 
period, was handled by Hyman with under
statement and soft humor. He also did all of 
the organization, bringing in Russell’s violin 
for Creole Belle and St. Louis Tickle. This 
piece of authenticity was carried further by 
the overall staging of the small band: the 
front line were the trumpets blowing Louis’ 
part, and the back row had Davern’s clarinet 
and either Resnick or Dickenson on trom
bone. Alas, there was a string bass and no 
tuba, and a guitar rather than a banjo. With 
the trumpets handling the transcribed solos 
in unison, and Davern and Resnick doing 
their bits, the sound was, as Hyman put it, 
“Super Satch.”

The musical fare ran the gamut from funer
als (Free As A Bird, Oh, Didn't He Ramble) 
through the collaboration between Arm
strong and Earl Hines. It was during this lat
ter episode that Ruby Braff did a series of 
duets with Hyman on Someday and Rosetta. 
SOL Blues and Struttin' With Some Bar-B-Q 
(showing Louis the composer) had Braff and 
Nance in the section, with Nance scatting a 
chorus. Satch, on a Timex jazz show in the 
mid-’50s, called Ruby, “The Ivy League 
Louis Armstrong.” He is more than that, cull
ing from Roy Eldridge and generally showing 
something of his own that has been too long 
hidden.

The 1923 King Oliver Chimes Blues was 
played over the house PA and, as the lights 
came on, Hyman’s boys took up the strains. 
The effect was much like watching a movie 
conclude at the old Paramount Theatre and 
the orchestra rising for the stageshow. The 
Fletcher Henderson period was exemplified 
by Cake Walkin’ Babies From Home with 
Carrie Smith singing the chorus. She was 
back later with the Bessie Smith/Armstrong 

St. Louis Blues. A film clip had Satch intro
duce his Heebie Jeebie, with the first scat 
chorus ever, then we segued into the original 
recording and quickly into live action.

One of the few highlights of Part Two was a 
film of Dizzy Gillespie at the annual New
port Armstrong tribute in 1970, making joy
fully elliptical impressions of his mentor. The 
narration by Taylor and Dance was more 
bravura and show biz than Hyman’s script the 
previous week. The presentation for the most 
part avoided the theme, Big Band Satch: a 
connecting Struttin’ opened, each soloist 
playing himself rather than an impersona
tion; West End Blues belonged in Part One. 
The band broke loose with Budd Johnson’s 
Swing That Music chart, but Louis’ big band 
work is simply not as well known as his small 
groupings. For example, I’m In The Market 
For You, featuring Dickenson’s ’bone and 
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voice, came from Les Hite’s band. I don’t 
know where Taft Jordan’s Sunny Side Of The 
Street and When Your Lover Has Gone origi
nated. but he always liked to imitate Satch.

And then there’s Bobby Hackett: if all else 
fails, as it nearly did here, call the fire depart
ment. Only Bobby doesn’t put out the flames 
—he lets them smoulder and sizzle, albeit in 
complete control of the blaze at all times. In
troduced by his Thanks A Million via the 
Newport film, Bobby trotted out for Wrap 
Your Troubles In Dreams, Just A Gigolo, and, 
after the trumpets’ return, an all-blow When 
You're Smiling.

Pops closed with an explanation of why he 
used Sleepy Time for his theme: “Why use a 
lot of notes, when a few will do?” he said. 
The words failed as he launched into song— 
but perhaps that’s the way it should be.

—arnold jay smith
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JAZZ AIDS 
from JAMEY AEBERSOLD

A New Approach to JAZZ IMPROVISATION, widely 
acclaimed series of Guidebooks -I- Stereo LPs tor all 
Instruments. Each book includes treble & bass, Bb & 
Eb scales/chord progressions, melodic pattems/ex- 
ercises. All tracks to improvise with recorded by ex
cellent rhythm section (Dan Haerle, p; Mike Moore or 
Rufus Reid, b; Charlie Craig, d; Mike Hyman, d)
Each volume (Guidebook + LP)...................$835

(Canada add $230 per order)
□ Vol. 4, MOVIN’ ON ... intermediate-advanced; 9 
songs: Latin-tast-4/4-modal-Ballad-Waltz-etc.
□ Vol. 3, THE U-V7-I PROGRESSION ... Intermedi
ate; ear & Improvisatory training; 10 pages of pat- 
tems/exerclses. 8 excellent practice tracks.
□ Vol. 2, NOTHIN' BUT THE BLUES ... beginner-in
termediate. beginner piano voicings; 11 blues tracks. 
□ Vol. 1, A New Approach to JAZZ IMPROVISATION 
(revised 4th edition) ... for beginning improvisors; 
melody—modes-scales-blues scales-time. etc.
□ JAZZ/ROCK VOICINGS FOR THE CONTEMPO
RARY KEYBOARD PLAYER by Dan Haerle. An impor
tant, intermediate method includes voicings, princi
ples of chord function, substitutions, melody har
monization, etc................................................$435
□ SCALES FOR JAZZ IMPROV, by D. Haerle $635

•
□ ARRANGING & COMPOSING tor The Small En
semble: jezz/r&b/rock by David Baker, 184 pp.$15.00 
□ ADVANCED IMPROVISATION (with 90* cassette) 
by David Baker. Spiral bound, 256 pp......... $2530 
□ Jazz Styles & Analysis: TROMBONE (with trans
posing guide tor all Instruments) by David Baker $1530

•
COMBO ARRANGEMENTS by Jamey Aebersold 
$330 ea. Trpt., tenor, alto, bone & rhythm section. 
□ Horizontal— Medal Blues □ Blue Nota—Med. tempo jazz 
□ Bosse Nove De taiz □ Beatitude—Lattn/Rock 
□ Sunrise—Easy Jazz-Rock □ Hot Stet—Easy Rock
□ JOHN COLTRANE combo arrangements tran
scribed from original Blue Note recording (Blue Train)-. 
(Blue Train. Moment's Notice, Locomotion. Lazy Bird. 
Complete parts for trumpet/tenor/bone/rhythm. All 4, 

only $7.00 (add 30c post.)
□ HORACE SILVER combo arrangements trans
cribed from original Blue Note recording (Horace 
Silver & The Jazz Messenters): The Preacher, Doodlin', 
Creepin' In. Room 608. Complete parts for trum- 
pet/tenor/rhythm. All 4, only $530 (add 30c post.)
□ PATTERNS FOR JAZZ by Jerry Coker et al
Excellent for daily practice.........................$14.00
□ IMPROVISING JAZZ by Jerry Coker 
Paperback (12th printing)............................$235
Send check or M.O. Free postage In the USA tor 3 or 
more items; add 50c postage tor 1 or 2 Items.

JAMEY AEBERSOLD 
1211-D AEBERSOLD DRIVE 
NEW ALBANY, IND. 47150

1975 SUMMER 
JAZZ CLINICS

17th Annual BIG BAND Clinics:
June 1-7, Wichita State U., Kansas
June 22-28, Fort Qu’Appetle, Saskatchewan
Aug. 3-9, U. of Northern Illinois, DeKalb
Aug. 10-16, Mt. Hood College. Portland. OR

4th Annual COMBO/IMPROVISATION Clinics:
June 1-7, Wichita State U., Kansas
Aug. 10-16, U. Northern Illinois, DeKalb

Faculty members tor the 1975 SUMMER JAZZ CLINICS in
clude: James Aebersold, Ashley Alexander, David Baker, 
Gary Burton, Ken Ferrentlno, Dan Haerle, Joe Henderson, 
Wes Hensel, Ken Kistner, John LaPorta, Lou Marini, Rich 
Matteson. Roger Pemberton, Jack Peterson, Rufus Reid, 
Dorn Spera. Bill Stapleton, Phil Wilson ... and other {ac
uity and guest stars to be announced.*

*For complete information, write today!

SUMMER JAZZ CLINICS 7
P.O. BOX 221, SOUTH BEND, IN 46624
Please send me:
□ Free brochure, 1975 Summer Jazz Clinics
□ Thursday Night Dues LP . . . (SJC (acuity band—/ 

Burton/laPorta/Matteson/Vax/Wilson, et al), 
$5.95

□ Colonel Com by Phil Wilson. Parts & Score, $15.
□ Theory & Workbook by Phil Rizzo ... $10.

(official SJC text)
(Check or money order must accompany order)

Name__________________________________
Street_________________________________
City State Zip
□ Also send details on music educator courses

HOW TO improve guitar sight-reading
by Dr. William L. Fowler

“For the guitarist, sight-reading used to be a status symbol: now it's a necessity."—Johnny Smith

c
kJ hortly before the recording session was to start, Howard Roberts sailed into the studio. He 
checked which type of guitar the score called for, tuned up, scanned his music, and was ready 
to play just as the conductor gave the downbeat. During the first run-through, a few wrong 
notes sounded throughout the orchestra. So the conductor checked in turn the various instru
ments. When Howard’s turn came, he said, “There were a few copyist errors, but I corrected 
them as I went along.”

Now there, friends, is sightreading ability, the lack of which is a common ailment among 
guitarists, an ailment which can prove fatal to chances of getting or keeping many choice gigs. 
For weak-reading guitarists who want to cure their ailment, down beat has obtained some pre
scriptions from three exceptional readers, Johnny Smith and Howard Roberts, each totally ex
perienced in all phases of studio work and teaching, and 21 -year-old Tim May, right now carv
ing a place for himself in Los Angeles through stints with Louis Bellson, Percy Faith, Doc Sev- 
erinsen, and Tony Rizzi’s new multiple-guitar group.

Tim May on learning to read: “When I started to learn how to read more than just chord 
symbols, I went through a lot of those really basic beginning guitar instruction books, the ones 
with repeated quarter notes on the open strings. And when I could instantly recognize the 
open-string scales, intervals, and chords, I began concentrating, one at a time, on specific read
ing problems, like position playing, complicated rhythms, transposition, and the bass clef. I’d 
get pieces in G, for example, then play them in second position, then in seventh position, then 
in all the other positions their range would allow. And then I’d play them an octave higher 
than written, using extremely high positions, like the fourteenth. I’d get trombone music for 
practice in the bass clef, violin and flute music for practice with high ledger lines and especial
ly with scalar passages.

“I’d read clarinet music because it uses exactly the same ledger lines below the staff as guitar 
does. I’d read all the mpsic I could find in awkward key signatures, like B or G flat, and every
thing I could find that contained lots of chromatic accidentals. I’d get basic piano methods, 
then try to play on guitar everything written for both hands at the piano. And at each reading 
session I would concentrate as much as I could until I began to tire. Then I’d stop practicing, 
do something else for a while, then go back to reading for another short period.

“At all times during the reading sessions I made myself read a measure or two ahead of 
where I was actually playing, with my eyes traveling along the music as smoothly as possible. 
And I always kept the beat going in my mind, even when this meant leaving out notes or 
phrases that my technique could not yet handle accurately; I’d rather let the right time go by 
without playing anything than play wrong notes or passages. And when I came to Los Angeles 
recently I sight-read in every rehearsal band I could make.”

Howard Roberts on studio reading efficiency: “Wasted time means higher expense in the 
studios. So guitarists who don’t cause the orchestra to stop during the initial run-throughs get 
hired again. And the chances of making mistakes which will trigger such a calamity can be 
minimized by the guitarist’s scanning his part before playing it. He should especially look for:
1. Key signature changes.
2. Time signature changes.
3. D. S., D. C., coda, and repeat marks.
4. Extremely high passages. These should be plotted for the general fingerboard area to be 

used and the fingering should be visualized.
5. Large interval skips. Again, fingering should be visualized.
6. Complicated rhythms. These should be mentally subdivided and their rhythmic feel 

memorized.
7. Written-out chord voicings. Because the top notes are most important to the ensemble 

sound, they should be given preference, the guitarist should read from the top note down.
8. Special effects, like echoplex, fuzz, wah-wah, tremolo, or finger-picking.
9. Expression marks, like dynamics, staccatos, legatos, and accents.

“If there is time left before the playing starts, the guitarist can now mentally run through his 
part, imagining the sound and visualizing the fingerings. Then he can run over the hard spots 
with his amplifier turned off. The idea here is to avoid any sound that will draw attention. The 
above pre-playing routine will help give a guitarist the confidence essential to sight-reading 
success in the studio.”

Johnny Smith on actual pitch notation: “Guitar music has traditionally been written on a 
single treble clef, one octave above its actual sound. And since there is so much guitar music 
already in print, guitarists will have to be able to read this way. But a more practical notation, I 
feel, would consist of actual pitch written on both bass and treble clefs, as piano music is writ
ten. The actual pitch range of the guitar extends below the bass clef and above the treble clef, a 
wide range that forces the use of too many ledger lines in the present one-staff system. And the 
often contrapuntal nature of guitar solo music crowds the treble clef uncomfortably with stems, 
flags, beams, note heads, and rests, until the reading guitarist often cannot really see the flow of 
the separate melodic lines. But perhaps the most advantageous use of the double staff lies in in
dicating the correct bass note at its real pitch, thereby making inversions, voicings, and chord 
names easy to indicate correctly. I’m now using the double staff in teaching and in writing.

★ ★ ★
Every guitarist ought to have a mini-library for reference as well as for developing his read

ing skills, fingerboard knowledge, playing technique, and improvising ability. From among the 
many excellent books now available, here are several that together make up an essential and 
well-rounded, if small, collection:
Solo Guitar Playing by Frederick M. Noad. The Macmillian Cortipany, New York, N.Y.

This book contains not only concise explanations,of all the classic guitar techniques, but co
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BIG, BAD & BEAUTIFUL has to be 
GUITAR SIGHTREADING by Howard Roberts

JLhis excerpt from Howard Roberts’ sight-reading manual contains many styles 
that guitarists must read in studio work. Guitarists, therefore, can gauge their reading abilities 
by first scanning it, then reading it. (Anybody who gets through it accurately moves to the head 
of the class!)

one of the BEST BIG BAND ALBUMS
I HAVE HEARD IN YEARS.

That's what Dave Houser of Jazz Round- 
table, WOSU Radio Columbus, Ohio says 
about this outstanding new album by

ROY BURNS & THE DICK GROVE BIG 
BAND —Order today @S6.95 in stereo
And available with the BIG, BAD & BEAUTI
FUL ALBUM are these exceptional books & 
Instrumental Playalong & Practice Kits by the 
top west coast pros who made the album - 
The record and these individual instrumental Playalong & 
Practice Kits make the ideal learning device. Each kit 
contains all eight parts of each individual instrument 
listed, as played by the top pro player named, on the Big. 
Bad & Beautiful record, with text in which the player tells 
how he played each of the charts, and gives the student 
tips on playing each part; pitfalls to be avoided; tech
niques used. etc.
THE ROY BURNS-Big. Bad & Beautiful
Drum Set Method Book & Playalong & Practice Kit $4.00
THE BUDDY CHILDERS - Big. Bad & Beautiful 
Lead Trumpet Playalong & Practice Kit.............  
THE JAY DAVERSA —Big, Bad & Beautiful 
Jazz Trumpet Playalong & Practice Kit............ 
THE LANNY MORGAN-Big. Bad & Beautiful 
Alto Saxophone Playalong & Practice Kit......  
THE BOB HARDAWAY-Big. Bad & Beautiful 
Tenor Saxophone Playalong & Practice Kit .

$4.00

$4.00

$4.00

$4.00
THE BILL HOOD —Big. Bad & Beautiful
Baritone Saxophone Playalong & Practice Kit $4.00
THE CHARLIE LOPER-Big. Bad & Beautiful 
Lead Trombone Playalong & Practice Kit......  
THE PETE JOLLY-Big, Bad & Beautiful 
Keyboard Playalong & Practice Kit..................
THE ALVIOLA-Big. Bad & Beautiful 
Gultar Playalong & Practice Kit .................
THE NORM JEFFRIES - Big. Bad & Beautiful 
Percussion Playalong & Practice Kit................

$4.00

$4.00

$4.00

$4.00
Please send check or money order for the Big. Bad & 
Beautiful album, plus whatever books or charts you wish. 
Sorry, no C O D. — Calif, residents please add 6% sales 
tax. All Canadian, Mexican & Overseas purchasers please 
add $1.00 to absorb part of postal charges.

THE FPM "HOW TO" CONTEMPORARY 
MUSIC CATALOGUE - It's FREE- send to 

FIRST PLACE MUSIC Publications, Inc.
Dept. 34 12754 Venturi Blvd. Studio City, CA. 91604

TENOR SAX REEDS - 30£EA
These reeds play as well as the most expensive 
imported reeds .... yet they cost less than 
one-half. The cane, all of which comes from 
the fertile fields of Southern France, has 
organic discolorations which can be seen but 
not heard.

Alto 
T enor
Baritone

$ax Reeds:
Sax Reeds: 
Sax Reeds:

$2.00 for 10
$3.00 for 10
$4.00 for 10

Min. Order -- 10 Roeds (same strength)
Specify strength: 1 to 4'/a. Allow 3 weeks for 
delivery. Price includes applicable California 
SalesTax. Postage and handling also included. 
Sorry, no C.O.D., no stamps.
Send check or money order to:

ENCORE PRODUCTS, Dept. A 
Box 3213, Burbank, California 91504

FOUR WEEKS with LADD MCINTOSH 
July 6-July 31 

JAZZ WORKSHOP
INTENSIVE STUDY AND REHEARSAL WITH ONE OF 
THE COUNTRY'S FOREMOST ARRANGERS AND IN
STRUMENTALISTS DAY LONG SESSIONS IN THE 
PAUL MELLON ART CENTER OF CHOATE ROSE
MARY HALL.

For information write: Mr. William N. Wingerd 
Box 75, Choate Rosemary Hall Summer Programs 

Wallingford, Conn. 06492

CREATIVE MUSIC STUDIO
Woodstock, New York

SPRING TERM: April 1—May 31, '75
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, Anthony 

Braxton. Kala Parusha. Frederic Rzewski, Sara Cook and others. In 
tensive Summer Studio series in June

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

P.O. Box 5900 Sherman Oaks, CA 91413
GUITAR

□ Jazz Duets by Herb Ellis & Joe Pass. S4.50

□ Jazz Duets Cassette...................................... 6 95

□ Joe Pass Guitar Style..................................... 5.95

□ Joe Pass Guitar Style Cassette.................. 8.00

□ Jazz Guitar Solos by Joe Pass  3 95 

□ Joe Pass Guitar Chords................................. 3.50

□ Joe Pass Chord Solos.................................. 3.50

□ "Better Days" LP by Joe Pass.................. 4 98

□ Laurindo Almeida Guitar Method................ 5.00 

□ Popular Brazilian Music (5 arrangements)
by Almeida ..................................................... 5.00

□ Modern Preludes for Guitar (Classical) 
by Bill Pitman........................................ 2.50

□ Jazz Guitar Phrases and Solos 
by Bill Pitman.............  3.00

POSTAGE: USA Surface—free Air Mail (USA) S1 30 
1 book. 75c each additional nook; cassettes 50c 
each; LPs S1 50 each.
FOREIGN: Surface—1-2 items S1.25; 3 or more 
S2.50. Air Mail (Foreign) 1 -2 books S3.25; S1 25 each 
additional book; cassettes S1.50 each; LPs $4.50 

each.

BOOKS FEATURING
OTHER INSTRUMENTS ALSO AVAILABLE

Order direct or through store or distributor

□ Free Brochure
□ Sample Music Catalog 50c (free with 

$10.00 PURCHASE

Calif, add 6% Sales Tax. Sorry, no C.O.D.s

See and try the Artist Series of 
top quality guitars by Conrad!

Conrad guitars, and other fine instruments 
are supplied to music dealers by

DAVID WEXLER & CO.
» — — — Mail today!
DAVID WEXLER & CO. db35
823 S. Wabash Ave., Chicago IL 60605

rj Please rush me the name of my nearest Conrad 
dealer and a free, full color Conrad catalog.

□ Also send me f ull information on your line of 
professional quality Whitehall drums.

Name——-

Address_______________________________________

City-----------------------------------------------------------------

State Zip -------------------------

200X8
MILES DAVIS: A MUSICAL 

BIOGRAPHY, by Bill Cole. Wil
liam Morrow Co.; 256 p.p.; $8.95.

This, 1 believe, is what is called “Black 
Studies.” Anyone expecting an authoritative 
treatment of jazz’s prime eminence compara
ble to Ross Russell’s beautiful book on Bird 
will be disappointed. This is a reworked Mas
ters' Thesis submitted by some quota-filler. It 
is not the definitive biography of a great art
ist. It is, instead, a tract filled with factual 
omissions and selected distortions, further 
marred by Mr. Cole’s racial views. A Musical 
Biography was collated without contacting 
the subject and apparently without a proof
reading by someone knowledgeable in the 
field. This sort of stuff will get you by the 
Thesis Committee, but will hardly satisfy the 
devoted fan. Our writer will, in a matter of 
time, be metamorphosed into Dr. Cole. The 
flak-catchers will have been mau-maued 
again.

Mr. Cole’s department head (Cole is now 
doing his Ph.D. dissertation- on John Col
trane) must have known little or nothing of 
music. If he had. Cole would not have been 
permitted to call Charlie Parker’s Moose The 
Mooch, Moose And Mooch (sic), or to put scat
singing Bob Dorough on the Columbia Gil 
Evans collaboration dates. (Someone should 
also tell Cole why Diz plays his trumpet bent 
the way it is. It’s a fascinating talc).

The author is black. I know he is because 
he says he is and in case I missed the point, 
he calls everybody “brother.” Only Cole 
doesn’t use the appellation “black.” he says 
"African-American.” The entire book must 
constantly be translated in reading from the 
current patois. Cole’s central thesis is that 
Miles, a gifted “African-American” musician 
whose art was in playing for and to "the peo
ple." has copped out and become a hip rock 
'n roller of no interest to the illuminati. Ap
preciation of the music leaves off where the 
cover photo does, early in the ’60s.

In short, the essay is not what the music is: 
epic yet minimal, the synthesis of man and 
art, the declarations of jazz’s Picasso. There 
is nothing of the Davis persona in this book.

The ad for Musical Biography said that I 
was to meet Charlie Parker, the man Kerouac 
called Buddha-Bird; and John Coltrane, the 
guy all the young horn players try to sound 
like nowadays; and of course. Miles, the 
Main Man. All 1 know is that the Bird and 
the Trane and the Miles 1 love aren’t in the 
book I read. 1 saw nothing of Miles the angry 
boxer 1 heard on Jack Johnson and saw at 
Keystone Korner this spring. Or the ivy- 
leagued dude 1 saw in ’62 who profanely tells 
a fawning fan get off his back and drives away 
in the famed Lamborghini into the Holly
wood night. The work just does not do justice 
to the man.

Worst of all. despite the musicology, 
Brother Cole doesn’t really understand the 
music. He just isn't listening anymore; his 
Miles died with Porgy And Bess. Miles' music 
has entered an advanced period. No longer 
does it follow the theme/chorus/theme bop 
pattern of popular ballads or scatting blues 
progressions. He stays on stage dtiting the 

performances now, directing his young rock 
rhythm sections, listening to what is going 
on, apparently enjoying himself. The changes 
jump constantly, suggesting the flare and the 
flame of street speech, live-evil, a boogie riff, 
a T-Bone Walker shuffle, the tone and hide
ous scream of the corner “dozens,” mockery, 
laughter, anger. But Miles is always shifting, 
changing, prowling like the fighter he is, wav
ing his arms, directing the band with his 
whole body. The result is the closest whites 
will come to hearing and feeling the ghetto.

The book intentionally deletes the legend
ary personality. Did Bird get him hooked on 
heroin? Why did Coltrane leave the band? 
Does he really cook spaghetti and work out 
with boxers? Did his son fight in Vietnam? 
Does he really ball all those chicks? Is he a 
racist himself? Does he play for money? 
Miles once said he didn’t like any of his rec
ords. Does he now?

I don't know how rough 1 can be on the au
thor for not interviewing the subject. The art
ist need not be a “personality.” His work 
should speak for itself. Davis' certainly does. 
But he is also a “personality” whether he 
wishes it or not.

What a beautiful book remains to be writ
ten! The American Debussy, uncompromis
ing but not unyielding. Someone, black or 
white, may yet write the real story of jazz’s 
greatest son. Russell, Gleason, and Balliett 
all have the chops for it. Meanwhile. Brother 
Cole is still learning his instrument.

—john p. valentine

Miles Davis’ preeminence in jazz—as an 
innovator in “movements,” a leader of great 
jazz groups, a trumpet player, and a devel
oper of young talent—is simply one of the 
facts of life. The increased popularity of 
groups spawned by Miles and the growing 
general attention paid to Miles himself make 
it logical that a book should be written about 
him now. Unfortunately, Bill Cole’s Miles 
Davis: A Musical Biography doesn’t do Miles 
justice. It is a poorly written, narrow-minded, 
overly simplistic distortion of Miles’s contri
bution to music, serving more as a forum for 
Cole’s personal opinions than as a source of 
information and enlightenment.

Cole’s thesis is that Davis was at his crea
tive peak from the mid-’50s to the early '60s. 
According to Cole, the formation of the 
quintet that included Wayne Shorter, Herbie 
Hancock, Ron Carter, and Tony Williams re
sulted in a decline from which Miles has 
never recovered. Cole is al his best when 
talking about earlier Miles. He appreciates 
the values in Miles’ music of that time, and 
his treatment of the period from 1950-1963 
is relatively objective and accurate.

Cole’s view of a few of the events along the 
way, however, is open to question. He states, 
for instance, that the music on Kind Of Blue 
“lacked any emotional drive,” and that 
Sketches Of Spain “lacked the basic ingredient 
of African-American music, rhythm." Criti
cisms like these stem from Cole’s stated be
lief that jazz should remain “pure,” limiting 
itself to the techniques of African-American 
music in its development. Accordingly, he 
puts down Miles’ use of European “classical" 
and rock techniques, going so far as to criti
cize Miles for using white musicians in his 
bands. Happily, Miles has looked at these 
techniques as tools to make music, not as 
deviations from the path of Afro-American co

nt
in

ue
d o

n p
ag

e 4
2

40 □ down beat



CONNORS continued from page 19

“As soon as I find enough time, I want to 
study the synthesizer and include it in my 
sound. It’s still very experimental but I hear 
certain possibilities. I see my music as being 
almost like a ritual, like an African priest 
who comes out and starts singing and danc
ing—very spiritual, happy music.”

IfTiat about frustration?
“No, I think everything is beautiful. How

ever, I think musicians should try to get 
closer together and love one another more. 
Everybody's been through a lot, but really 
we’re all after the same thing, it’s just that dif
ferent people take different roads to get 
there. But we’re all going the same place.

“The problem is that there’s some funny 
stuff they said about Herbie Hancock’s album 
(Headhunters). I think everybody should do 
what they feel like doing, that’s what makes it 
beautiful. But that’s just my point of view, 
other people might not feel the same way.

“I don’t even worry about that kind of stuff, 
I just try to do my thing. I work hard and give 
everything that’s in my heart and soul no mat
ter who Tm playing with. I try to enjoy what 
I’m doing and just keep getting up. All those 
evil thoughts, jealousies—all that—I don’t 
have time for that because there’s so much 
work to be done. I’m doing the best I can.

“I enjoy other people’s music, you know, 
but I haven’t got the time to knock anybody. 
If somebody drops a stick or blows a strange 
note—so what? It makes me feel good that 
that person is just playing, because 1 know 
what they went through, what it took them to 
stick it out, especially in this country. So, it 
makes me feel good to be around them.”db

NEWMAN continued from page 17

continued from page 16

never know when I’m gonna start, or where 
I’m gonna end.”

Perhaps the most exciting dimension of Joe 
Pass is his recent discovery that he can be his 
own man, his own musician. “With Ella I 
would perform on large stages in front of lots 
of people I didn’t know, but I was just a side
man, and it didn’t make any difference. The 
heat wasn't on me. It was on her. It was her 
responsibility, not mine.

“If we’re playing at Donte’s for maybe 80 
people, I can feel relaxed being the leader of 
my own group. That’s my ground, my terri
tory, you know? But if I go up to Vancouver 
and play on a big stage for maybe 500 or a 
thousand strange people, that’s a whole new 
thing for me. Sure, I get nervous! I’m just 
starting to do that. Five years from now I’ll be 
as relaxed with the responsibility I’m taking 
as 1 feel at Donte’s, or as I felt playing with 
Ella. I'm beginning to see what it’s like to be 
the magnet, and I like it. There’s no way I can 
please everybody, but if there’s some accept
ance of what I do, then that’s enough for me.

“I used to always censor things; don’t do 
this, try not to do that. I'm always influenced 
by the place, the people, and my own emo
tional-mental thing. I look out there ... if I 
play ten fast runs in a row, I say to myself, 
‘That’s enough of that!” But maybe that 11th 
run might be the one that will take me off the 
hook and into something. If I censor it, how
ever, then I'm into something that’s not right.

“Everything has to roll and flow naturally, 
one thing after another, in a row. If you take 
one thing out, you break the sequence, and 
then it doesn’t come out right. But when 
everything is right in your head, and you’re 
not influenced by anything artificial, then 

everything is right, and it comes out that way.
“I’m finally learning to play the guitar the 

way / feel, not the way somebody else thinks 
it should be, or the way the latest record 
sounds. I'm going to play it this way, with this 
many notes in it, whether you like this many 
notes or not, you know? I’m learning to say, 
‘This is it. This is the way I play. This is what 
I do. If you like it, okay; if you don’t like it, 
that’s too bad.'

"And honest to God, since I’ve come to 
that conclusion, I can play with freedom! 
That’s hard to do, you know? I mean, I’ll be 
sittin’ home at night sometimes and playing 
the shit out of a tune. Even / say, ‘Oh, boy!’ 
But then I go to play it at Donte’s, and it 
comes out terrible because I censor what’s 
happening at Donte’s in an effort to get back 
to what happened at home.

“I'm now trying to completely sense and 
feel the present, to give up trying to recapture 
a moment of the past, to play the way / play, 
to allow the flow to happen, to follow it, to 
enjoy what acceptance comes my way, and to 
make a living doing what I do.

“When I go out and play now, I play half 
the concert solo. Half I sit out there by my
self, and a lot of it is sheer terror. But I want 
to do a whole concert that way, maybe an 
hour, maybe two hours, and just get out there 
and play anything.

“Right now, I still play everything off of 
tunes, but a lot of times after I play the tune, 
it's no longer the same piece. I’ve developed 
something new out of it, something of my 
own. What I ultimately want to do is to go 
out there without a tune, to just start playing 
something and develop that.

“That’s my goal. To use everything I’ve 
learned and have lived, and bring it out at 
that moment through this thing called an in
strument, my guitar.” db

Meanwhile, Newman was becoming one of the most respected and 
frequently recorded songwriters. With the release of that album, 
Newman was persuaded to begin singing in public. He made his first 
appearance at the Troubador in Los Angeles, then the Bitter End in 
New York, and the Main Point in Philadelphia. Initially he was nerv
ous and disliked performing. But enthusiastic crowds and better 
working conditions have turned him into a first rate stage performer, 
so much so that he doesn’t even mind it much anymore.

Those first club appearances brought out such luminaries as Bob 
Dylan, but the audience was basically comprised of die-hard New
man fans that knew more of his songs than he did and who sat in rapt 
attention mouthing the words as he sang. By 1971, he had enough of 
a following to half fill smaller concert halls in major cities. By 1972, 
he was playing to a sell out crowd at Lincoln Center in New York 
with a 50-piece orchestra supporting him. And his fourth album Sail 
Away climbed to the bottom of the album charts and sold over 
100.000.

The cult had exploded into a mass audience, an audience with an 
uncanny knowledge and understanding of Newman's unique art. I 
don't know what exactly happened to cause such full scale popular
ity. Randy doesn’t either. I suppose it is just another case of the pub
lic catching up with the innovator.

One could write a treatise about each of Randy Newman’s songs. 
They tend to compact a psychological life history into three or four 
minutes of poetry and music. But nothing can replace hearing and ex
periencing them with one’s own ear and mind. And although there 
are countless versions of many of his songs. Newman remains the su
preme actor, the best interpreter of his works.

When I played some Newman material for bassist Charlie Haden 
about four years ago, he liked the music and lyrics, but was bothered 
by Randy’s singing, which he found to be very imitative of a black 
Southern singing style. Randy told me, “I don’t do that consciously. 
I’ve heard that criticism before. Bui 1 grew up listening to Ray 
Charles and a lot of other r&b singers. It seems natural to me. I can’t 
sing any other way."

Newman’s tunes approach theatrical songs in depth and melody, 

but he has never really heard Kurt Weill and the like. The last time I 
visited him he was listening to the brilliant contemporary classical 
composer Krysztof Penderecki, enthusiastically leafing through the 
score. Aside from classical music, he listens mostly to rhythm and 
blues. “I can’t really get into jazz because they solo so long. It doesn't 
hold my interest. It’s really not for me. I don’t listen to a lol of what 
is around either. I do think that Joni Mitchell is incredible though.” 
His knowledge of pop music is certainly limited. During one tele
phone conversation a few years ago, I told him that Duane Allman 
had died a few days before. He wasn’t quite sure who that was. Books 
and television, more than music, serve as Randy’s inspiration for new 
songs.

His new album Good Old Boys shows that his audience is still grow
ing. The album was to have been a concept affair dealing with one 
Southern family, a series of songs chronicling where they arc and 
where they’re going, explaining their background and situation with 
amazing insight and compassion. In the summer of 1973, Randy 
played me a batch of songs from the project. He was worried about 
maintaining his own standards. He was also bothered with the idea of 
finding other singers who could play specific roles and with skillfully 
organizing the whole thing. He was seeking feedback from me and 
other friends who knew his music.

As the album went into production. Randy procrastinated and 
eventually scrapped the idea of a complete song cycle. But many of 
the songs did survive to find a place on the album. While songs such 
as Guilty and Naked Man have no other frame of reference, the bulk 
of the album is true to the original idea of the Southern family, with 
an added tangent that delves into Louisiana history during the reign 
of Huey Long. The historical portion was inspired by a book that he 
had read about Long and from listening to the stories of many rela
tives who still live in that slate.

From the outrageous Rednecks which opens the album, lo the clos
ing Rollin'. Newman has maintained his customary quality. He con
tinues to be one of the most sensitive, exploratory, and unusual 
singer-songwriter-arrangers in contemporary music. His ability to 
penetrate depths of the human condition enriches our existence, db
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HOW TO___________________________ continued from page 38

also exercises in those techniques, plus authoritatively-edited pieces from the solo classic guitar 
literature. And there are many beautiful duets! As a bonus. Mr. Noad pays considerable atten
tion to the contrapuntal techniques of guitar playing.
The Johnny Smith Approach to the Guitar. Books I and II. Mel Bay Publications.

These two volumes together present a clear picture of the complete fingerboard harmonic re
sources and scale fingerings. And they are filled with information on how Johnny developed 
the immaculate technique and musicianship which have made him a true guitarists’ guitarist.
Howard Roberts Guitar Manual Sight Reading. Playback Music Publishing Co., North Holly
wood, California.

This book is a concise course for developing sight-reading to a high level. And H. R., 
through his direct and uncluttered choice of practice materials, makes the course understand
able and enjoyable.
Guitar Patterns for Improvisation, by William L. Fowler, down beat Publications, Chicago.

This is not an instruction book for guitar technique. Instead, it indicates and demonstrates 
systems of melodic and harmonic explorations on the fingerboard, each of which can be devel
oped into personal improvisational styles by individual guitarists. The ten subjects are graphi
cally illustrated.
The Arranger/Composer's Complete Guide to the Guitar, by Tom Bruner. Gresco Publishing Co., 
Studio City, California.

This book is complete, all right! It's a real one-volume encyclopedia on all the fretted instru
ments, all the playing styles, and all the auxiliary electronic equipment. And every subject dis
cussed in 130-page text is musically illustrated on the 99 recorded examples included. The 
depth of this book lies in its comprehensive coverage of subject matter concerning the fretted 
instruments, without undue concentration on any one subject. 4b

percussion instruments and accessories ■ 
Owned and operated by Maune Lisbon —

18 Years staff percussionist CBS-WBBM Chicago

226 S. Wabath Ava. Chicago. III. 60605
922-8761 922-1300

AMERICA S OLDEST AND LARGEST 
EXCLUSIVE PERCUSSION CENTER

■ Complete stock of famous name brand

BOOKS continued from page 40

music. And he has chosen his musicians for 
their ability, not their skin color.

The weakest part of the book is the treat
ment of the music after 1964, the period of 
Miles’ supposed decline. Cole simply does 
not understand some of the fundamental as
pects of Davis’ music of that lime. He claims 
that, after Kind of Blue, “Miles never really 
explored more deeply the possibility of using 
modes, although, over a few years, he used 
them periodically.” On the contrary: from 
1964 on. Miles explored modal playing thor
oughly; many of his solos of that period are 
models of modal mastery. Furthermore, Cole 
states that after 1964. Miles was “settling 
into hard bop as his mode of expression:” but 
the recorded evidence shows that Miles was 
radicalizing his playing as much as he ever 
had. What he was playing doesn’t sound like 
“hard bop” to me.

The author’s evaluation of Wayne Shorter’s 
playing in Miles' group is eccentric to say the 
least. Cole considers Shorter to have been 
merely “a competent sideman," and faults his 
playing because “his tone had become round 
rather than hard and his articulation mut
tered by the use of too many sliding phrases.” 
I wonder if Cole would criticize Coltrane or 
Charlie Parker for their “sliding phrases.”

Would he put down Monk and Sonny Rol
lins for playing the melody in their solos, an
other charge he levels at Shorter?

Cole finds little to praise in Miles’ work 
during this time, but he finds plenty to con
demn. Typical is his view of Bitches Brew. He 
compares the album to “the longest airplane 
ever made going down the longest runway 
ever built and never getting off the ground” 
and says “there really seems to be nothing 
happening at all.” He further labels the al
bum a step backward from In a Silent Way, 
which he describes as “sluggish and monoto
nous.” To add error to injury, he lists Gary 
Bartz and “Stuart (sic) Grossman” as saxo
phone players on the album, though neither 
plays one note on it. I can only suggest that 
Cole buy a copy of the album, read the liner 
notes to find out the correct personnel, and 
open up his head.

If a musician with musical knowledge and 
acumen had written these views, one might 
give them more weight. Cole doesn’t seem to 
know much about music. To cite one exam
ple: the transcription of Miles' solo on Sid’s 
Ahead, a blues in F. Cole gets almost all the 
notes right, but he writes the solo with a sig
nature of three fiats, the key signature of Eb. 
At approximately measure 58, the transcrip
tion breaks down because the rhythm is in
correctly transcribed; from that point on the 
notes are often not even in the right measure. 
There are errors of description (3/4 time, for 
example, is called a “ternary form”), and the 
musical analysis of Miles’ style is generally 
superficial. Cole almost completely ignores 
the harmonic aspects of the music, and the 
analysis of melody (which doesn’t deal with 
Miles’ use of modal scales) and rhythm is in 
very general terms.

Miles Davis: A Musical Biography is hardly 
a definitive book about Miles. Most of the in
formation it contains is available from other 
sources (cited in Cole’s extensive bibliog
raphy), without the attendant bias of this 
book. The narrow range of perception dis
played by Cole might deter unsuspecting 
readers from finding the beauty in much of 
Miles' music. One who has contributed as 
much as Miles deserves far better treatment.

—mark Solomon
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Lionel Hampton is a hot item since his re
covery from surgery. First, a jazz cruise to 
Nassau (he'll be back again in June); and now 
a special benefit tribute to him and Lionel 
Hampton Foundation will be held under the 
auspices of Jack Kleinsinger's "Highlights In 
Jazz" on March 17 at New York University's 
Loeb Student Center. Guests and surprises 
will abound. Watch this space for full list of 
stars . . . March 1 brings Hamp into Carnegie 
Hall to back Dr. Charles Kelman (ophthal
mologist extraordinaire) in his debut as a 
single blowing saxes and singing ... On 
March 2, a quartet made up of Hampton, 
Buddy Rich, George Duvivier, and Teddy 
Wilson will be at Carnegie . . . Huddie Led
better, better known as Leadbelly, will be 
praised in word and song at the Assembly 
Hall, Hunter College on March 15. Pete 
Seeger, Arlo Guthrie, Sonny Terry and 
Brownie McGhee, and Lunenberg Travelers 
will star . . . New Audiences presents Keith 
Jarrett in concert at Fisher Hall March 2 . . . 
Michael's Pub will see the close of Bobby 
Hackett's stay at the end of February. They'll 
pick up George Wein's Newport All-Stars 
for March . . . Marian McPartland continues 
her starring performances in Bemelman's Bar 
of the Carlyle Hotel thru March 2 ... 
Boomer's soul ribs will share top billing with

Roy Haynes' Hip Ensemble thru March 1. 
Charles McPherson Quintet with Stanley 
Cowell comes in March 5 thru 8. Look for the 
Sonny Fortune All-Star Quintet with 
Charles Sullivan, Cowell, Reggie Workman 
and Chip Lyle beginning March 12 ... A rare 
appearance in these parts is Bobby Scott at 
the Wig and Pen Wednesdays, Thursdays, and 
Fridays . . . Creative Music Studio, Wood- 
stock, N.Y., is presenting a series of concerts 
at the Washington Square Church on West 
4th Street. March 7 it's Karl Berger with Ing 
Rid and others; March 8 Leo Smith and 
friends. In addition, they are sponsoring Open 
Orchestra Workshops at radio station WBAI's 
studios and NYU. Participation and admission 
are free . . . The Village Vanguard had Gil 
Evans' Orchestra subbing for Thad Jones 
and Mel Lewis on a couple of Mondays in 
January. Joe Farrell is in February 25; Elvin 
Jones March 4; and Jon Lucien, who sold out 
two Fisher Hall concerts recently, March 11 
. . . Jackie Paris and Anne Marie Moss broke 
up a week at Boomer's with Mike Abene. 
Look for them to be up in Buffalo at the Hil
ton . . . Sarah Vaughan's octave Olympics 
drew raves at the St. Regis-Sheraton's Maison
ette recently. Billy Eckstine should draw 
screeches beginning February 24 for two 
weeks . . . Some steady gigs: Rashied Ali's 
Alley gives the man a voice . . . Roswell 
Rudd's St. James Infirmary has David Amram 
Monday nights and Ros with guests the rest of 
the week . . . Studio Rivbea features Sam 
Rivers and today's music today . . . Lee 
Konitz will be at Long Island University's 
Conference Hall at the Brooklyn Center in the 
Humanities Building February 28, 8 PM, Free 
. . . The Westbury Music Fair will have

Frankie Valli and the Four Seasons and Jay 
and the Americans February 28 thru March 
2; George Carlin March 7 & 8 . . . The Capitol 
Theatre, Passaic, N.J., has the Average White 
Band and Strawbs March 1 . . . Gulliver's, 
West Patterson, N.J., brings in Bill Watrous 
and all-stars with Derek Smith, Milt Hinton 
and Ed Soph on February 28 thru March 1.

CHICAGO
B. B. King will blues his way into Mister 

Kelly's March 10 thru 15 for a limited run. The 
Master will follow song stylist Mara Lynn 
Brown into the Rush Street nightspot. Mara 
struts her lovely stuff from the 3rd thru the 
8th . . . Kelly's has also opened a weekly Tal
ent Showcase each Sunday night at 8 and 
10:30, with a cover charge of $2.50 and no 
minimum. Produced by Michael Wolf, the 
Showcase will feature fresh talent backed by 
the able hands of Larry Novak and his house 
trio . . . Maynard Ferguson and the band will 
steam into Gordon Technical High School at 
3633 North California Avenue for a concert 
on March 24. Tix are four bucks apiece, avail
able by mail or at the school office. A call to 
(312) 539-3600 brings you more information 
. . . Otto's, a bistro on Halsted Street near Ar
mitage, has tentatively booked Mose Allison 
for three days in March. Which three they are 
remains something of a mystery at this point, 
so watch the local papers... The Quiet Knight 
features Jimmy Buffett March 5-9, with other 
acts for the month yet to be announced. 
Owner Richard Harding has let it slip that 
Gato Barbieri will be in with a group some
time in April. Stay tuned to this space for 
more details . . . Also at the same club, on 
Belmont west of Clark Street, will be a benefit

Mark Sebastian praises the Giannini

CraViola

Merson Musical Products Dept. DB0375, 75 Frost Street. Westbury. N.Y. 11590 • Denver, Colo. 80216 
A Gulf + Western Systems Company Distributed in Canada by Erikson Music Company, Montreal

No wonder.
With the harmonizing likenesses that Mark and 

the Craviola share, it certainly isn’t surprising that 
Mark truly finds his 12-string Craviola to “stand 
head and shoulders above the established ‘Old 
Standard’ makes.”

Mark, composer of “Summer in the City,” being 
fresh and novel in his approach to music, appre
ciates the fact that “The Craviola has a distinctive 
sound all its own’’...a sound that is hard to dupli

cate. Mark feels “It suggests 
ternately the musicof lutes, 

harpsichords and even 
renaissance horns.” And 

’s more, Mark respects the
fact that the Craviola, like him

self, has family roots in music.

See what professionals such as Mark Sebastian 
relish in an instrument. See and hear the unique 
styling and sound of this fantastic one-of-a-kind 
guitar... the Craviola, made only by Giannini. 
Available in nylon, folk and 12-string models.

Send for a free Giannini Guitar and Craviola catalog.
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for Sing Out! magazine on March 2. Pete See
ger will be the featured performer, with lots 
more unannounced talent being signed up. 
Expect to possibly see the likes of Bonnie 
Koloc, Steve Goodman, John Prine and the 
rest of the Chicago folk elite (wo)man the 
boards in support of the great folk music pub
lication, now 25-years-old . . . Miles Davis, 
Herbie Hancock, and Bobbie Humphrey are 
still on the bill for an Arie Crown Theatre con
cert March 29-30 . . . Biddy Mulligan's on 
Sheridan Road has Baraboo March 5-8 and 
26-29; Bob Reidy Blues Band March 12-15; 
and Sam Lay's Blues Band March 19-22.

wl&iwlo/nd

Jazz is back on the air in the new year in 
Cleveland . . . Dave Hawthorne again plays 
jazz on W)W-AM (850 khz) after a monumen
tal protest when the station put him in a pop
rock format last summer. Dave is heard 
nightly from 7 to mid. with 50% jazz/50% 
adult music Mon-Fri. . . . Former Cleveland 
Correspondent John Richmond, also a jazz 
writer for the Press, is on WKSU-FM at 89.5 
mhz each Saturday night from 8:30 to 11:30 
p.m. with solid jazz and jazz history broad
cast, while Chris Colombi, present Cleveland 
correspondent and jazz writer for the Plain 
Dealer, airs Jazz Comes To WCLV each Friday 
for 3 hours beginning at 11:35 p.m. on that 
station's FM address, 95.5 mhz . . . Recent ap
pearances at the Smiling Dog Saloon, Rodger 
Bohn's premier Cleveland jazz room, include: 
Sun Ra; the Thad Jones-Mel Lewis group, 
and George Benson. Plans are not firm for 
jazz bookings in March as of this writing, but 
Bohn, who was able to entice Miles Davis 
into a rare club appearance over the holidays, 
promises more nationally-known artists . . . 
The Jazz Heritage series set up by A. Grace Lee 
Mims, vocalist with Descendants of Mike 
and Phoebe, is very successful with an adult- 
ed seminar in jazz and related Afro-American 
arts. The nine-week series ends on Mar. 11th, 
with room for late registrants via the Shaker 
Hts. Recreation Board. The Descendants, by 
the way, were cited as most important new 
local jazz group in a feature article in C/eve- 
land, this city's city magazine ... An impor
tant area-wide event is scheduled for the 
Kent State University campus on Feb. 28th. 
Dave Brubeck appears with the KSU Lab 
Band and a massed area-wide university vol
unteer choir, in a performance of Truth Is 
Fallen the Brubeck oratorio based on the May 
4, 1970 murders at Kent State. It will be given 
at 8:00 p.m. that evening, with Michael Park
inson wielding the baton over the perform
ance ... A new club featuring local talent and 
soon to book national artists is Atmospheres, 
2179 E. 55th St. . . . Ernie Krivda continues to 
appear with members of his group as the 
Smiling Dog house band . . . Marriott Inn, at 
West 150th and 1-71, is fast becoming a haven 
for jazz lovers: New Wave (jazz and Jazz- 
Rock), led by Tony Vilardo, holds forth Wed. 
through Sun.; Trevor Guy and his Guys and 
Dolls offer Dixieland on Tuesdays; the Erwin 
Michaels Jazz Quartet, featuring pianist 
Chick Chaikin, appears on Mondays (Chick is 
still at the Colony as a solo the rest of the 
week, and still unstumpable on any request) 
. . . The Continental Inn, 1750 Madison Ave., 
also west of Public Square, now has the Bob 
McKee-Tommy Claire trio as house band, 
with jazz and the support of namers like Kaye 
Ballard and Phyllis Diller in separate shows

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."
ADVANCED IMPROVISATION (with 90 min. 
cassette) by David Baker. First edition 1974, 
8’/2"x11", spiral bound, over 400 music plates, 
256 pps. High fidelity 90 min. cassette features 
20 of Baker's 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 for all jazz 
trombonists" » —Phil Wilson
JAZZ IMPROVISATION (A Comprehensive 
Method of Study for All Players) by David Baker. 
Seventh printing, 1974,184 pps. 81/2"x11", spiral 
bound. MW 1 . . . $15.00
"In the growing body of jazz literature, the present vol
ume stands outas 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, jazz quartets; he explores four and five-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, 81/2"x11", spiral 
bound. MW 3 . . . $9.00
Vol. II, THE 11 V7 PROGRESSIONS, sixth print
ing, 1974, 76 pps, 81/2''x11", spiral bound.

MW 4 . . . S9.00 
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, 
81/2"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, 81/2"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

down beat • Dept. BKS 1035
222 W. Adams St., Chicago, IL 60606
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at the club. Barbi Benton is also skedded 
... Sir Rah's negotiations with Grover Wash
ington Jr. indicate his appearance for a week 
in mid-April at the popular Harvard-Lee nitery 
. . . Blossom Music Center, halfway between 
Cleveland and Akron, plans to book more 
name jazz concerts this summer, but an
nouncements have yet to be made as to spe
cific skedding on days when Cleveland 
Orchestra and Lorin Maazel are resting.

mLWLEL*
First rate reggae music is the feature as Bob 

Marley and the Wallers come to D.C.'s 
Cellar Door for the week beginning February 
25 . . . Bruce Springsteen and the E Street 
Band play Baltimore's Painter's Mill on the 
28th and return to the area for two shows at 
Constitution Hall on March 8 and 9. Also at 
Constitution in March will be blues man John 
Mayall on the first and Sha-Na-Na on the 
second . . . The left Bank Jazz Society will pre
sent the Houston Person Quartet with 
vocalist Etta Jones at the Famous Ballroom on 
the afternoon of March 2. The following Sun
day, Left Bank brings the Clark Terry 17- 
Piece Big Band to the Famous for one show 
only . . . Jethro Tull has been signed for the 
Baltimore Civic Center, also for March 9.

HQLJS™
La Bastille on Market Square is presenting 

Eddie Harris from Feb. 21 to March 2; Dr. 
Hook and the Medicine Show March 7-9; 
and Stanley Turrentine beginning March 13 
. . . Led Zeppelin plays the Coliseum Feb. 27 
. . . Saxophonist Lou Marini will be at the 
High School for the Visual and Performing 
Arts March 12-14. He is appearing courtesy of 
a grant from the National Endowment for the 
Arts. So far, Billy Taylor, Bob Morgan, Marv 
Stamm have been on campus for jazz around 
the clock. Leon Breeden, director of Lab 
Bands at North Texas State University was in 
Houston, headquartered at HSVPA in January. 
Dave Baker, Bob Morgan (again), and Don 
Menza are still to come . . . Channel 39 now 

has a weekly jazz-rock show on Thursday 
nights at 11:30. There's a name group in addi
tion to the house band, Jambeaux. The show 
is called, appropriately, Jammin' With Jam- 
beaux.

SOUTHWEST
PHOENIX: The biggest news in town is the 
opening of Balcony Hall in Scottsdale, for
merly the famous Red Dog Saloon. Owner 
Marshall Marinakis has amassed a mind- 
boggling line-up of good music, starting with 
Danny O'Keefe, Tom Waits, Canned Heat, 
Rachel Faro, John Lee Hooker, and Taj 
Mahal. The 500-seat room asks $3.00 cover 
and no minimum. Upcoming acts: Goose 
Creek Symphony 2/26 to 3/1, Muddy Waters 
3/5-8, Gene Clark 3/9, Jerry Riopelle 3/12-15, 
and Tim Weisberg 3/19-22 . . . The Boojum 
Tree offers top jazz from the Jim Bastin Trio 
during February. The Cal Tjader Quintet 
takes over for the first week of March, and 
Kenny Burrell does a one-nighter on March 
16th . . . Mesa Community College has tenta
tively scheduled Pat Williams for a clinic 
/concert on Feb. T? . . . Band leader Grant 
Wolf brings his "Night Band" to the Varsity 
Inn on March 3, free . . . The Celebrity 
Theater has Leonard Cohen on 3/4 . . . Grand 
Funk hits Feyline Fields on 3/2 after dates in 
Tucson and El Paso . . . Lunl Ave. Marble Club 
has jazz on Saturday and Sunday eves with 
the Armstrong Jazz Quintet ... A free jazz 
concert in Montfort Park, on Mar. 9 at 3 PM, 
will feature the Scottsdale C.C. Jazz Ensemble 
under the direction of Chas. Sessions. John 
Robertson of all-jazz KXTC (92.3 fm) will pre
side . . . Playboy Club has Charlie Byrd thru 
Mar. 1, with a possibility of Les McCann to 
follow . . .

LAS VEGAS: Billboard's recent article on the 
MOR Vegas music scene was fairly accurate, 
although tastes are changing. Gary Naseef is 
presently booking rock into the Sahara Space 
Center . . . Petula Clark doubles with The 
Stylistics at the Riviera thru 3/12 . . . Helen

Reddy is coming to the MGM . . . Elvis fol
lows Glen Campbell at the Hilton, where 
there is always some good oldie rock in the 
lounge; this time the Treniers are among the 
performers . . . Little Anthony is still lounge- 
ing at the Sahara . . . The rest is strictly ANDY 
WILLIAMSJOHNNYCARSONBOBBYVINTON 
JERRYLEWISLIBERACE.

KANSAS CITY
The Modern Jazz Quartet will be reunited 

for a series of concerts with the Kansas City 
Philharmonic, as part of the Duke Ellington 
Memorial Concerts, the first by a major clas
sical organization. They will be presented in 
the Music Hall on February 25 and 26, and at 
the Plaza Theater on February 27. Maurice 
Peress is the orchestra's new conductor and 
music director this season. The M.J.Q., whose 
heavily-publicized break-up last fall included 
a farewell tour and two "last albums," con
tinues to accept some concert engagements.

Condon
The Ruby Braff-George Barnes Quartet, 

making their first appearance together in 
Britain where Braff has always been much ap
preciated, close out a season at Ronnie Scott's 
on March 15th ... For two weeks from the 
17th, Ronnie's has a double bill with Joe Pass 
and the new band led by ex-lf tenorman Dick 
Morrissey. Morrissey's organist and drummer 
(John Mealing and Bryan Spring) also 
worked in Germany with Klaus Doldinger's 
Passport . . . The latest edition of the Stan 
Tracey Quartet (Spring, Harry Miller and Art 
Themen) is at the Seven Dials, Covent 
Garden on the 13th, followed by the Alan 
Cohen Band (20). Cohen, whose Duke Elling
ton recreations (Black, Brown and Beige, etc.) 
included your correspondent on piano, will 
be featuring his own compositions on this oc
casion . . . Julian Marshall 's group Quin- 
cicasm completes a short tour by appearing 
at the Phoenix, Cavendish Square (Mar. 26) 
. . . Steve Lane's Southern Stompers 
changed their long-standing Thursday gig
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__________ ARRANGEMENTS__________  
BIG BAND CHARTS—Complete lists available for classic 
and contemporary charts. Glenn Miller. Count Basie and 
many others. Contact: Southeastern Clearing House, P.O. 
Box 1175, Atlanta. GA 30301.

IMPROVISATION METHODS
IMPROVISATION I S12.50. Arranging Harmony $5.00. 
Jazz Tunes $4.00; song writing $5.00; Music Primer 
$1.00: 1st Endings $1.50. Adolph Sandole. 243 Rambling 
Way. Springfield. PA 19064.

ALL YOU NEED to know about chords and their applica
tion is contained in "The Frank Cunimondo Jazz Chord 
System”. Two volume text. $18.50 Frank Cunimondo, 110 
Faybern Dr., Verona. PA 15147.

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. $3.98

SELF-STUDY DRUM COURSES—Conga, Rock. Complete 
charts plus recordings Details free. Tip Publishing. 2689 
Limekiln. Dept. DB, Glenside, PA 19038.

INSTRUMENTS & ACCESSORIES"
UP TO 60% DISCOUNT. Name Brand Musical Instruments. 
FREE catalog. Freeport Music. 455T. Route 110. Melville. 
NY 11746.

30% TO 50% DISCOUNT! Any Model: Guitar. Amp. Drum. 
Banjo. Dobro! Free Catalog! Warehouse D-75. Box 11449, 
Fort Worth. TX 76109

______________LIGHTING______________
LARGEST MUSICIAN S STAGE LIGHTING Catalog Color 
Synthesizers. Spots. Dimmers. Special Effects . .. S1.00 
Shipping: ROCKTRONICS. 22-DB Wendell St., Cambridge. 
MA 02138.

_________ RECORDS & TAPES_________
FAST RELIABLE JAZZ record service—foreign orders 
welcome—send for FREE LP sales list. Jaybee Jazz, Box 
24504, Creve Coeur. MO 63141

VINTAGE RECORD LP s. Bill Dodge. 124 Honeoye. S.W., 
Grand Rapids. Ml 49508.

JAZZ IMPORTS/Domestic labels, write to JAZZWAY, 
Suite 1. 7214 Bergenline Ave., North Bergen. NJ 07047

JAZZ RECORDS. Free Catalogs. Foreign Orders Wel
come. JAZZ HOUSE, Box 455. Adelaide St. E. P.O., Toron
to, Ontario, Canada.

OLDER JAZZ, SWING LP’s—lowest prices Free lists. 
Broadway. Movie Soundtracks. RECORDS. Box 1138D. 
Whittier, CA 90609.

MAKE MONEY buying and selling old records by mail or
der. Free details. Aversa Publications. Box 888D, Burbank. 
CA 91503.

JAZZ LPS. Current, Rare. Out-of-Print. Free lists P.O Box 
125. Jamaica, NY 11415.

AUCTION. Over 500 Jazz albums, many rare. 25c for list. 
John Arendt. 3040 S. Keeley St.. Chicago. IL 60608 

8-TRACK AND CASSETTES REPAIRED/Rebuilt. Send 
tape and $1.75 to: Cartridge & Cassette Tape Repair 
Service, P.O. Box 7368. Milwaukee, Wl 53226.

WHERE TO STUDY
DRUM INSTRUCTION. Innovated-revolutionary. Results in 
six weeks. Not for beginners. Instruction available in Man
hattan or through tape home study Drummers accepted 
only upon qualifying. Send S1 00 for information to Stanley 
Spector School of Drumming. 200 W 58th St.. Dept. 347, 
N.Y.. NY 10019. Phone: (212) 246-5661.

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

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.

MUSIC INSTRUCTION on Homespun Tapes—Folk and 
Rock Guitar. Ragtime and Blues Piano taught by well 
known musicians. For new brochure send 25c to HAPPY 
TRAUM, Box 694 D. Woodstock. NY 12498

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
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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

□ 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 525.00
O Geo. Tremblay (Definitive Cycle Twelve Tone Row) 

$15.00
□ Encyclopedia of Progressive Duets $7.50
□ Encyclopedia of 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 Dellaira (Arranger’s Workshop) $7.50
□ Angelo Dellaira (Chord Workshop) $9.00
□ Angelo Dellaira (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 Flexibcities) 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 Riclgliano (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
O Carmine Caruso (Breath Control) $5.00
□ Nelson's Advanced Duet (6 bks in one) $7.50
□ Capozzoli (Encyclopedia Around The Drums) $7.95
□ Aaron Harris (Advance Trumpet Studies) $6.00
□ Dr. Charles Colin (The Brass Player) $7.50
□ Ulano (The Professional Drummer) $37.50 (592 

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

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

from the Queen's Arms, Barnet to the Red 
Lion, Barnet Hill, while Alan Elsdon's band is 
heard Tuesdays at the Lord Napier, Thornton 
Heath and Wednesdays at the Cock, Palmers 
Green . . . Ella Fitzgerald and Oscar Peter
son arrive late in March for separate British 
tours but they will share the bill for one major 
London appearance at the Royal Festival Hall 
on March 31.

¿Montreal
All the action is again at the In Concert club 

in the old Part of the city. Dizzy Gillespie 
blows from February 25 thru March 2; Keith 
Jarrett is in from March 4 to 9; and Chicago's 
own Willie Dixon lays down the righteous 
blues from March 11 to 16. db

on the road
CANNONBALL ADDERLEY
Feb. 24- Pioneer Banque Restaurant.
Mar. 8. Seattle. Washington

10-15, Oil Can Harry's.
Vancouver. B.C.

CHARLIE BYRD
Feb. 24- Playboy Club.
Mar. 1. Phoenix, Ariz.

ERROLL GARNER
Mar. 3. Beef 'N Boards.

Indianapolis. Indiana
4. Beef N Boards, 

Harrison. Ohio
5. Beef 'N Boards, 

Simpsonville, Kentucky 
10-22, Hyatt Regency Hotel, 

Atlanta. Georgia
Apr. 3. Orchestra Hall. 

Minneapolis. Minn.
5. South Hills Performing Arts 

Center, 
Pittsburgh, Pa.

8-21, British Tour (ten cities)

ELVIN JONES
Mar. 4-16, Keystone Komer, 

San Francisco, Calif.

KIM RICHMOND
Mar. 20-

23. Orange Coast Jazz Festival, 
Costa Mesa, Calif.

SONNY ROLLINS
Apr.10-12, Notre Dame Univ., 

South Bend. Ind.
19, Oberlin College, 

Oberlin, Ohio

SON SEALS BLUES BAND
Mar. 14, SUNY,

Binghampton. N.Y.
18. Northeastern Univ.. 

Chicago. III.

HOUND DOG TAYLOR AND HIS 
HOUSEROCKERS
Feb. 20. University of Illinois 

Chicago. Illinois
27, Auckland, New Zealand 

Mar. 1, Brisbane. Australia
2. Sydney. Australia
4. Perth. Australia
9. Adelaide, Australia

10, Melbourne. Australia
18. Northeastern Univ., 

Chicago, III.
24-29, The Sting, 

Burlington. Vermont

KOKO TAYLOR AND
HER BLUES MACHINE
Feb. 27-

29, Ruby Gulch. 
Champaign, III.

Mar. 5-8. Wise Fools, 
Chicago. III. 

12-15, Biddy Mulligan's, 
Chicago. III.

28, Sangamon State Univ., 
Springfield. III.

Apr. 12, Univ, of Miami, 
Coral Gables, Fla.

STANLEY TURRENTINE
Mar. 2. Felt Forum,

Madison Square Garden, 
New York. N.Y.

JOE WILLIAMS
Feb. 17- Playboy Club.
Mar. 1, Atlanta. Ga

22. Rainbow Grill, 
New York. N.Y.

I Mail to:
I down beat Subscriber Service
I 222 West Adams Street
] Chicago, Illinois 60606
I Please include a
I down beat ad-
| dress label when- 
| ever you write to 
I us about your sub- 
i scription. The num- 
। bers on your ad- 
। dress label are 

essential to insure 
prompt and accu-

। rate service.

' CHANGE OF
| ADDRESS
| Please let us know six -----------------------------  
. weeks before you move. Place your cur- 
I rent down beat address label in the space 
I provided above and print your new ad- 
| dress below.

| Name------------------------------------------------- ---------- •

. Address_________________________________

I City--------------------------------------------------------------

■ State-------------------------------------- Zip

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 IFW Progression....................................... $3.00
□ The Blues Scale..................................................$250
□ The Lydian Mode............................................... $250
□ The Tritono Cycle ............................................. $250
□ The Dorian Mode............................................... $250
□ The Mixolydian 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. DB122

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

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

LIVE RECORDINGS 
double record set

Karl Berger, Ing Rid, 
Dave Holland, and Friends 

“THE PEACE CHURCH 
CONCERTS"

Available now through stores, New Music Distribution Service (6 W 95 
St., NYC) or subscription. Contact:

CREATIVE MUSIC COMMUNICATION. POB 671, Woodstock. NY 12498 or. 
INDIA NAVIGATION CO., POB 224, Stalen Island. NY 10305CMC

DRUMMERS
Write for picture brochure, 

the sensational
GHOST

DRUM PEDAL
GHOST PRODUCTS, INC.

1629 F. Street Springfield, Oregon 97477
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Here are 
two good sound reasons 
to try our guitar.
Reason 1:Contessa guitars from Hohner sound good. But the only -way you'll agree with us is to try one.Listen to the bass notes. Run up to the top frets. Crank the tuning hardware. Examine the wood, its thickness and grain. Feel the inlay work and the finish.Above all, take your time. Your dealer doesn't mind, and we want you to hear all the sounds a Contessa has to offer. And once you find the sound you're after, you won't lose it.

Here's why:
Reason 2:The Hohner Warranty.The better the sound, the more delicate the guitar. That's why our Warranty is so important. It's your assurance that this good-sounding guitar will keep on sounding good.For a long time.Stop in at your music store today. Look for the Hohner Contessa guitar. Then try it... and listen.

Obviously, there are limits to any warranty. Ours can only cover normal use by the original purchaser who sends us the registration card. The cost of returning an instrument must be paid by the purchaser, and we reserve the right to determine what constitutes a defect. HOHNER®
KEYBOARDS • GUITARS • AMPS • DRUMS 

WE ALSO MAKE HARMONICAS.



CYMBALS BY

AVEDIS KEROPE ARMAND ROBERTARAM AVE DI

First with the finest in cymbal sounds since 1623

The most closely held 
secret process in the 
history of music.

AVI PIS
ZILDJIAN CO.
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