


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

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

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

With our extensive experience 
perfecting the most desirable mechanical 
and musical characteristics of the saxophone- 
response, flexibility, key action, and tone 
coloring —we welcome comparison without 
qualification.

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

Briefly stated, we are convinced the 
overall performance of 
the King saxophones speaks loud
er, clearer, and with greater 
authority than the most famous 
sax player you can name.

Listen, please.

Speaks 
for itself

with even greater authority 
than the most famous

sax player you can name.
. ,, . । , i , we a rawer lei 
kikilJo our Instruments speak UHrIM tor themselves

KING.
MUSICAL INSTRUMENTS, INC.

33999 Curtis Boulevard, Eastlake, Ohio 44094
Exclusive Distributors of King Instruments and Accessories, Benge Trumpets/Cornets, DeFord Flutes, and Manhasset Music Stands



Slingerland
Percussion Profiles:

Buddy Rich

The perfectionist. Show-stopper. The 
technician. Truly a musician's musi
cian. They all describe the generous 
talent of Buddy Rich.

Night after night. Buddy leads his 
band through super-charged suites, 
delicate ballads, and ferocious drum 
solos that leave a crowd shouting for 
more. Buddy's playing reflects the 
impeccable technique and limitless 
energy it takes to be "The world's 
greatest drummer."

So it's not unusual that Buddy 
plays the world's finest drums. 
Slingerland. Built to take the demands 
of the world's hardest working 
drummer.

His hardware is sturdy, durable and 
designed for easy set-up. His precision 
crafted shells easily project the roar 
of single-stroke or the light touch of 
his brush work. It's all there. Quality 
and durability built into every 
Slingerland product.

After all, when Buddy plays he 
works, and so do his drums.

Slingerland 
Drums
lake it 

from the top.

Drum Co. 6633 N. Milwaukee Ave. Niles, Illinois 60648
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•Rim Shots Chicago percussionist, 
Michael Green, recently joined the faculty 
of De Paul University. Green is active in 
Chicago's Grant Park Orchestra. Chicago 
Symphony and Lyric Orchestra.
Shelly Elias was the rehearsal drummer for 
the Frank Sinatra New Year's Eve special 
concert in Chicago.

•The Spotlight Vibist Gary Burton 
presented a clinic at Northwestern Uni
versity’s Second Annual Percussion Sym
posium, February 7, on their Evanston, 
Illinois campus.
Bobby Christian is scheduled for a Total 
Percussion clinic at the MENC National 
Convention in Atlantic City this month.
A record crowd gathered for the recent 
Cai mine Appice Clinic at the new Sam 
Ash store in Paramus. New Jersey. Ludwig 
endorsee John Bonham (Led Zeppelin) 
was al .o in the audience.
Drummer Joe Morello began, last month, 
a special twenty city concert tour through 
the U.S. with the original Dave Brubeck 
Quartet. Eugene Wright and Paul 
Desmond will also be featured.

•Trappings Carmine Appice is due to 
release through Warner Bros. Publishing, 
a new book. "Appice’s Realistic Hi-Hat.’’ 
A new drum set solo by Shelly Elias 
"Siwe’s Tweed" deals with variations in 
the 3/4 jazz waltz theme originated by 
Harold Jones. Published by Mi Publishers, 
in Chicago.

• Pro’s Forum This month by Bob 
Tilles. De Paul University.
Q. 1 am a high school senior and am study

ing marimba. My teacher has me play
ing many scales. Is it really that 
important to work on scales, as he feels 
it is a must?

A. YES! YES! YES!The major and minor 
scales are used constantly in both clas
sical and jazz music.

The mallet player should practice the 
scales in 15 keys; ie both C# and Db. 
F# and Gb, and Cb and B. This gives a 
working knowledge to play the chords 
that are derived from these keys.
If a player only used B Major, possibly 
the chords of Cb would be unknown. A 
typical progression of 11 to V in a tune 
could be Dbm7 to Gb7 and the chords 
are taken from Cb.

Drum Beat is brought to you by Ludwig to 
keep you up-to-date on the world of percus
sion. Comments, articles, questions, any
thing? Write to Drum Beal:

Ludwig Industries
1728 North Damen Avenue. Chicago, II 60647
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12 Bill Evans: "New Intuitions,” by Len Lyons. Everybody’s keyboard wizard converses 
on the then and now, revealing some of his more notable illuminations. 
Abracadabra—see record reviews.

14 Ian Anderson: "The Codpiece Chronicles,” by John Alan Simon. The world of 
churlish hermit Jethro Tull, as seen through the orbs of its flute-wielding cre
ator. Beware of misanthropia.

17 Jan Hammer: "Saved By The Synthesizer," by Herb Nolan. Having taken a giant 
stride forward in the past year, the former Mahavishnu mogul is definitely on 
the way to making himself a decibelic name in the halls of jazzdom.

20 Record Reviews: McCoy Tyner; Mike Gibbs; John Lewis; Gil Scott-Heron and Brian 
Jackson; Tony Bennett/Bil! Evans; Grover Washington, Jr.; Louis Bellson; 
Brass Fever; Cedar Walton; Don Elliott; Jon Hendricks; Jean-Pierre Rampal/ 
Claude Bolling; Les Oublies de Jazz Ensemble; Bill Evans; Willie Bryant/Jimmie 
Lunceford; Albert Ayler.

31 Blindfold Test: Flora Purim & Airto Moreira.
32 Profile: Kenny Wheeler, by Mark Miller. Harvie Swartz, by Arnold Jay Smith.
33 Caught: David Murray Trio, by Roger Riggins; Mother Necessity Big Band, by Mark 

Miller; Richie Kamuca/Mundell Lowe, by Chuck Berg.
40 How To Make Turn-Around Changes, by Dr. William L. Fowler.
41 Workshop: Jump Down, Turn-Around, by Dr. William L. Fowler.
43 Perspective: Backer Up Front, by Charles Mitchell.
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ARRANGED BY JOHN EDMONDSON

Three horn charts (Part I—trumpet or 
alto, Part II—alto or trumpet. Part Ill- 
tenor or trombone) & rhythm. 
Completely notated in large manuscript 
with chords included on piano 
and jazz choruses. $2.00 each.

What I Did For Love-E6512 
From A Chorus Line

I Write The Songs—Q519
Barry Manilow

Midnight Blue—Q518 
Melissa Manchester

Sing A Song—Q520
Earth, Wind & Fire

How High The Moon—Q521
Gloria Gaynor

He Ain't Heavy, He's My Brother—Q522 
Olivia Newton-John

Just You And I—Q523 
Melissa Manchester

ALSO AVAILABLE:

Sixteen charts including Mandy, 
Mercy Mercy Mercy, Please Mr. Please, 
Satin Doll, Sermonette, Watermelon Man, 
You're No Good, Walking In Rhythm, 
Proud Mary, The Entertainer, Sweet 
Surrender, Godfather II, Take The 'A' 
Train, Look In My Eyes Pretty Woman, 
What I Did For Love and Once Is Not 
Enough. Parts books—$2.50 each.

Trumpet (Part I)------------------------ B127
Alto Sax (Part I)------------------------ B128
Alto Sax (Part II)---------------------- B129
Trumpet (Part II)---------------------- B130
Tenor Sax (Part III)------------------- B131
Trombone (Part III)------------------ B132
Guitar (Optional)---------------------- B133
Bass-------------------------------------------- B134
Drums---------------------------------------- B135
Piano----------------------------------------- B136

Send Check or Money Order to:
MAIL-A-MUSIC DANCE ORKS 

620 Kinderkamack Road 
River Edge, New Jersey 07661

the first chorus
By Charles Suber

I t’s good to hear from a healthy, robust Bill 
Evans. Not that the old Bill Evans was any 
less a talent, but his past illnesses and down 
state of mind—while making for an almost 
painful sensitivity—didn't allow for bold as
sertions. Today, Bill Evans sounds like 
Willie the Lion. . . .

Confidence. "I play almost everything 1 
play with conviction and without much 
equivocation in my feeling about the music.”

Energy crisis. “That big electric sound. It 
worries me. It seems desperate. The elements 
are coarse. There’s no element of greatness. It 
makes me worry about the state of the 
world.”

Concept and technique. “Conception can be 
limited by a technical approach. . . . That's 
one of the criticisms of pop and rock music. 
Kids get into being creative before they're ex
perienced enough on their instrument. You 
need both.”

Color. “. . . to say that only black musi
cians can be innovative is so utterly ridicu
lous I can hardly consider the question.”

Jazz. “I think jazz is the purest tradition 
this country has had.”

Jan Hammer’s voice, at 27, is more tenta
tive, less assertive. Hammer is still searching 
although he wants very much to find a well- 
blueprinted and structured musical home.

Hammer says he is "tired of jazz." He ad
mits, candidly, that his negative feelings 
about jazz originated with his desire to leave 
home, to be free of his parents' household 
that was “the jazz center of Prague." His head 
and heart were turned around by the Beatles 
and their "revolutionary musical statement.” 
He felt further emancipated by the blues 
statements of Jimi Hendrix and James Brown.

Hammer emigrated to the U.S.A.—via the 
Berklee port of entry—searching for a place 
to fit. He discovered that the electric piano 
and, ultimately, the synthesizer allowed him 
to “really speak out and say something deep." 
His first, and to date, his principal home was 
the original Mahavishnu Orchestra which 
Hammer believed to be "starting to do away 
with searching.” Almost wistfully. Hammer 
says that "none of us will ever be the same 
after that band.”

Where is Hammer headed? "It's hard to say 
. . . it’s not going to be formula funk . . . it's 
not going to be pentatonic . . . it’s not going 
to be blues scales.” Whatever it will be. Ham
mer vows to “catch it all. I’m going to catch 
all the magic.” The eternal, restless search.

Ian Anderson, the voice and being of 
Jethro Tull, seems to have caught the magic 
but is not sure he wants it. His increasingly 
bizarre musical theater continues to attract 
big crowds but he questions the essence of 
the success. It is likely that Ian Anderson 
yearns for a simple life: “. . . to be just a 
professional musician . . . and to write a 30- 
second piece that just totally evokes some
thing."

Next issue: searching commentary about 
some disparate and distinguished ensembles 
—Art Blakey and friends: Return To For
ever: the original, newly-reformed Dave Bru
beck Quartet: and the (Stanley) Crouch- 
(David) Murray trio. db

BOX

»a®, 
1C e

"THE BOX" is an american made solid state, 
FM wireless transmitter It enables you to 
play an electronic instrument, sing or talk 
with a microphone thru any FM portable 
radio. FM car radio or FM tuner By using 
an FM tuner . you can play thru any amp 
without being directly plugged into the amp. 
The performer can walk 40 to 60 feet away 
from the FM radio or the FM tuner and amp

THE BOX
LETS -YOU PLAY IN

with no loss of quality.
Th» Box Maker Company
4 55 Walt Whitman Road 
Huntington Station NY 11746

Electropiano H
□ 88 Keys

FULL KEYBOARD
□ Touch Response 

LOUDZT=soft
□ Unitized Construction

Stable Regulation
and Tuning

□ The PIANO for the Pro

Baldwin
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GEORGE DUKE MU-TRON III
OH “THE AURA WILL PREVAIL” ■ BASF/MPS RECORDS

MC 25613, Album ■ MD 45613,8-Track ■ MD 35613, Cassette pi.li/
mu-tron 

phasor
GEORGE DUKE increases the innovative 
capabilities of his instruments with the 
Mu-tron III and Mu-tron Phasor. With 
this compact, inexpensive equipment, he 
originates some of the most exciting effects 
ever produced on keyboards.

Mu-tron III creates synthesizer sounds 
through most electrified instruments— 
keyboards, guitar, or any percussive source 
as well as microphone.

Mu-tron Phasor, with 6 phase shift stages, 
creates the deep, rotating, spatial sounds 
once obtained only with speakers or 
expensive studio equipment.

Together, in your hands...dynamite!
Mu-tron III —99.95
Battery Eliminator for Mu-tron III—19.95 
Mu-tron Phasor— 129.95
New! Mu-tron Bi-Phase —279.95.

For dealer and 
specifications, 
write: rill

kJ mUSITrOniCS Corporation, Sound Labi, Rosemont, New Jersey 08556
8068

Send 50C for new George Duke/Larry Coryell record. Demonstrates all Musitronics products.



discords
Headed For Mars

@In the Jan. 15 issue. Eddie Harris says: 
“Today, all these record executives think 

Fol that all you gotta do to make a hit record is 
to tack on this funky rhythm track to any- 

M thing. That’s ridiculous.”
It may be ridiculous, but it’s true. In the 

past few weeks I have heard disco versions of 
* The Little Drummer Boy, the theme from 

■ Star Trek, and Baby Face. The day I hear The 
0 Beer Barrel Hustle is the day I buy my 

ticket to Mars.
■■ David M. Coe Black Rock. Conn.
V Combo Sensibility

John C. Smith (Chords, 1/29) misses the 
point of Gary Burton’s attack on “show- 
bizzy” big bands. Burton is interested in 
teaching musical, rather than hype, flash, 

EariFi WiNd FÎRE &
Ralph Johnson an 

aprod0.

... for the subtlety of a 
summer breeze, the 
cutting power of a i 
blade of fire, and /

down to earth soul I 
stirring sound, I 
choose TAMA 1

DRUMS and TAMA ' 

TITAN hardware.

Send one dollar for more information on Tama drums to
Tama Box 469 Cornwells Hts., PA 19020 • 327 Broadway Idaho Falls, ID 83401
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look-hot-and-make-a-lot, values.
The purpose of jazz, and of all art forms, 

is communication. Teaching a non-music 
major improvisation and combo skills as 
well as sectional playing gives the student 
more ways to communicate. Such a student 
is more likely to continue playing (not as 
a profession, but as a means of expression) 
once he leaves school, since combos are 
much more common than big bands in the 
non-ivory tower world.

A student with improvisational and 
combo training is also a well-educated lis
tener—someone who might appreciate Or
nette, Trane, Monk, McCoy, and Cecil 
Taylor as well as less dissonant, more 
readily accessible, musicians.

Even busy budding scientist/engineer/ 
mathematicians can learn some basic

rudiments.
Gary T. Boyer W. Lafayette, Ind.

Hurrah For Sun
In the Chords column of I/15, Doug Boggs 

claims that the review of Sun Ra’s Pathways 
To Unknown Worlds was misleading. He also 
compares the quality of the music to that 
of a high school band tuning up or to acid 
rock.

1 find these criticisms ridiculous and un
fair. Mr. Boggs complains the review 
implied the album would sound like African 
or Asian music. Reviewer Steingroot . . . 
says nothing of the kind. Didn’t 
Steingroot warn that the music on Pathways 
would not be “universally accessible?” The 
fact that Boggs can’t find merit in Sun Ra’s 
music does not mean it is not there. . . . 
. . . I hope others who have not heard this 
album will refuse to accept Boggs' con
demnation of Sun Ra.
Tony Alexander Hoffman Estates, III.

Lee’s Legacy
I just saw a news item on the passing of Lee 

Wiley (db. 2/26). ... db introduced me 
to her singing when as a teenager (not too 
awfully long ago) I obtained a copy of an 
album called A String Of Swingin' Pearls, 
containing Lee’s wonderful Paper Moon, 
backed by Jess Stacey’s big band. Her vocal 
didn’t run me down like a coal truck: 
rather, it insinuated itself over a period of 
years into my musical heart of hearts.

Remember all of those unutterably fine 
records she made with Bunny, with Joe 
Bushkin, with Bobby Hackett, with Tea
garden . . . and recently with that superb 
little Dick Hyman group. All I can come up 
with are standard adjectives that don’t 
come close to expressing what treasures 
she left behind.
Mike Plaskett Pittsburgh, Pa.

LeRoi And Ralph, Cont.
In his otherwise balanced account of the 

late Ralph Gleason’s Celebrating The Duke 
(db, 12/18), Charles Mitchell commits one 
glaring error.

After criticizing Gleason for his Man- 
ichaeanism he compares the book under 
discussion unfavorably to LeRoi Jones’ Blues 
People and Black Music. Then, presumably 
for the purposes of emphasizing his point. 
Mitchell states: "It’s not necessary to point 
out who is black and who is white.”

This is a reflection of thp same “black 
is good, white is bad” mentality that Mitchell 
(correctly) takes Gleason to task for.

Mitchell has merely transported this at
titude to the realm of jazz criticism—an
other field in which it has no business 
spreading its poisonous fumes.
David Rabinovitz Berkeley, Cal.

Charles Mitchell replies: "Mr. Rabinovitz 
missed my point. / merely wished to say that 
LeRoi Jones has been vilified in many jazz 
circles for his alleged racism, while Ralph 
Gleason won a Deems Taylor Award for 
making many of the same points in an essay 
which is generally less convincing. When a 
black man says these things, he is a racist; 
when a white man says them, he wins awards 
for his social consciousness. But that, of 
course, was not Ralph Gleason's fault. My 
respect for him—and LeRoi Jones—is ex
plicitly clear in the review."



MONTREUX TURNS 10
MONTREUX—The 10th Mon

treux International Festival will 
be held in this Swiss town from 
June 25 through July 11. The 
Festival will be divided into 
three separate segments: Folk 
—June 25-27; Soul—July 2-4; 
and Jazz—July 6-11.

A stellar list of luminaries will 
be highlighted. As in the past,

the entire town will succumb to 
festival fervor, with events held 
throughout the local streets and 
parks. Parades, impromptu jam 
sessions, open-air concerts and 
movies will add to the excite
ment.

A full rundown of performers 
will appear in an upcoming 
issue.

WARNER/BEACON FEST

Benson Coltrane

NEW YORK—Warner Bros. 
Records has announced that 
many of its top soul and jazz 
performers will appear at the 
Beacon Theatre in a series of 
four evening concerts from Feb
ruary 26 through 29.

To be tagged “California 
Soul,” the extravaganza will 
highlight Rahsaan Roland Kirk. 
David Fathead Newman, George 
Benson, Miroslav Vitous, David 
Sanborn, the Staple Singers, Al

Jarreau, Graham Central Sta
tion, the Impressions, Leroy Hut
son and Alice Coltrane.

The first three nights of the 
Warner fete will feature soul 
music, with the final eve show
casing a mammoth six-hour pre
sentation of jazz artists recently 
signed to the label. Individual 
shows will be produced in coor
dination with radio stations 
WBLS, WWRL, WNJR, and 
WRVR.

SATCH HONORED TWICE
NEW YORK—Louis Armstrong was recently honored twice in 

four nights. Jack Kleinsinger's “Highlights In Jazz” starred Bobby 
Hackett, Vic Dickenson, Herb Hall, Marty Napoleon, Arvell Shaw, 
Oliver Jackson, Doc Cheatham, Mrs. Lucille Armstrong and Willis 
Conover in a memorable tribute. Brooks Kerr intoned Satchmo’s 
warmth through Me And Brother Bill. Back Of Town Blues and four 
other all but forgotten tunes of the '20s and '30s: Mrs. Armstrong 
and Conover sat for a quarter hour informal on-stage chat about 
Louis, the man.

Later in the week, Jack Bradley presented “A Tribute to Louis 
Armstrong" at the fourth annual Brass Conference held at the 
Roosevelt Hotel. The lineup included Major Holley, Larry Lucie, 
Pee Wee Erwin, Jimmy Maxwell, Manny Klein, Dick Sudhalter, 
Eddie Bert, Phil Wilson, Rich Matteson, Frank Ippolito, Moe 
Wechsler and the Dick Hyman arrangements of Louis' tunes as 
done for the New York Jazz Repertory Company's programs of 
1975.

Elsewhere, the Conference featured exhibits and performances 
by Don Butterfield, tuba; Sharon Moe and Tony Miranda, French 
horns; Ensemble de Trombones de Paris; The Salvation Army 
Band; and Dave Taylor and Charles Small, trombones. There was 
also a tribute to Bill Chase by Jon Faddis and Lew Soloff, plus 
other ensembles and soloists.

Closing night was introduced by Reverend John Gensel and in
cluded performances by Clem DeRosa's Alumni Jazz Orchestra, 
Paul Jeffrey’s Octet, the Manhattan Wildlife Refuge (directed by 
Danny Stiles in Bill Watrous' absence) and the Manhattan School 
of Music's Jazz Band, under the baton of Rusty Dedrick. The latter 
unit blew the lid off the stalwart few who braved a snow storm to 
get there.

Pianist Eubie Blake was guest of honor at the brass conference. 
He also performed at the Kleinsinger concert, receiving the Louis 
Armstrong Medal from Mrs. Armstrong.

potpourri
Correction time: In the 12/18 Hino. Hino has been gigging in 

Readers Poll, we incorrectly New York with Jackie McLean 
spelled the name of trombonist as of late and has issued albums 
Raul de Souza. Sorry for the in Germany and Japan, 
confusion that resulted. •

New additions to the rapidly
Pianist Don Shirley has re-growing Horizon stable are sax- 

turned to the active scene by ophonist Ira Sullivan, who has 
scoring a new concerto, Sym-issued recordings for Atlantic 
phony Of Life In One Movement, and Delmark in the past; the 
The piece is dedicated to the Revolutionary Ensemble, fea- 
late singer Paul Robeson. Shir- turing Leroy Jenkins, Sirone, 
ley has also completed a Duke and Jerome Cooper; and Jimmy 
Ellington Suite, which will be Owens.
previewed in New York City's _
Town Hall. *

• Reedman Nick Brignola per-
No»/ -.forms a concert at Cohoes Mu-

Kpnl Hall, in Cohoes, New York.Kenton organization include —ic l_«Terry Layne, reeds; Dave Ken-?" c.h ?6’ 
nedyand Joe Casano, trumpets; thrnnnh th^nrlc^t -
Allen Morrisey, trombone; and wi^hp^ninpri
David Holmes,bass. A new disc, cj ’
Kenton 76. features an eight- L L"
minute composition by Bill Hol-?°ak p
man called Tiburon. die Gomez, and Ted Moore for a

• bebop set; and a group called
Muddy Waters has left Chess Petrus for a jazz/rock segment. 

Records, after recording with db New York correspondent
the label for some 30 years. nold Jay Smith will serve 

emcee. _

Ar
as

Earth, Wind & Fire has em- Detroit jazz fans have re
barked on a proposed nation- ceived a boost via the opening 
wide series of benefit concerts, of a new concert hall. The Show-

The Heath Brothers recently 
returned from a successful tour 
of Europe.

the idea being to give the pro- case Theatre, a 2000 seat facili- 
ceeds to cities in financial ty located on the city's east 
trouble. The "Save The Cities” side, has been completely reno- 
concerts began in Oakland and vated, thanks to the efforts of 
will move eastward. Probity Productions. The

Probians kicked off their con
cert series in January with two 
sets that featured the Gary Bur
ton Quintet and Ralph Towner, 
and Anthony Braxton,accompa
nied by Kenny Wheeler, Dave 
Holland, and Phil Wilson.Gerry Mulligan’s new sextet 

additions include Dave Sam
uels, vibes; Tom Fay, piano; and 
Frank Luther, bass.

Larry Coryell's 
House may soon be 
Japanese trumpeter

Eleventh 
joined by 
Terimasa

Clinicians at the upcoming 
Mobile Jazz Festival will include 
the Airmen Of Note, Joe Wil
liams, Patrice Rushen, Mundell 
Lowe, Pat Williams, and Tom
Scott.

CECIL UNVEILS MASS
NEW YORK—"A play with mu

sic” is what Cecil Taylor calls A 
Rat's Mass. The theatre piece 
was performed at the La Mama 
annex, 66 East 4th Street, New 
York, on February 26. Obie 
Award winner Adrienne Kennedy

db

wrote the play, which will be di
rected by Audrei Serban.

The orchestra consists of 
eight musicians including Jimmy 
Lyons, alto saxophone; David 
Ware, tenor; and Joseph Bowie, 
trombone.

NeuFReleases'
Fresh vinyl from Xanadu in

cludes a new disc by Charles 
McPherson; a Jimmy Heath 
quartet session with Barry Har
ris, Sam Jones, and Billy Hig
gins; and an Al Cohn session 
featuring Harris, Alan Dawson, 
and Larry Ridley.

•
ABC-Impulse has issued Club 

Date. Yusef Lateef; Warm And 
Sonny. Sonny Criss; and I Don't 
Know How To Love Him. Gloria

Lynne. Other ABC newies in - 
elude Havana Daydreamin . 
Jimmy Buffett; Groove A Thon, 
Isaac Hayes; Notice To Appear, 
John Mayall; You Can't Argue 
With A Sick Mind, Joe Walsh.

•
A TV's latest are Too Young To

Feel This Old, McKendree 
Spring; Live At Queen Elizabeth 
Hall, Stephane Grappelli; and 
Ashes And Matchsticks, Brian 
Friel. db
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Big Wind At Astrodome
HOUSTON—The show's pro- into a blues-boogie Maggie's 

ducers and promoters billed the Farm, then One Too Many Morn- 
Jan. 25th event as “Night of the ings and / Threw It All Away. 
Hurricane II’’—a deep-South Between Dylan’s sets, mem
version of the Madison Square bers of the Rolling Thunder Re
Garden concert that raised over vue—Mick Ronson, Bob Neu- 
S100,000 for imprisoned boxer wirth, Ramblin’ Jack Elliott, 
Rubin "Hurricane’’ Carter. Roger McGuinn and guests

You needed a scorecard to Richie Havens, Santana, Stills 
keep track of the stars wander- and others—played in various 
ing on and off the Astrodome combinations with backup as- 
stage—Bob Dylan, Stevie Won- sistance by Ringo, Doug Sahm 
der, Dr. John, Ringo Starr, Car- and Dr. John.
los Santana, Isaac Hayes, Dylan picked up electric gui- 
Shawn Phillips, Roger McGuinn, tar with McGuinn, Stills, Santana 
Stephen Stills, Kinky Friedman, and Dr. John for a soaring Eight 
Doug Sahm and members of Dyl- Miles High and Chestnut Mare, 
an's Rolling Thunder Revue. then switched over to acoustic

In the afternoon segment of guitar and harmonica for a solo 
the six and a half hour show, It's All Over Now, Baby Blue. 
Stevie Wonder and his orches- In a final burst, Dylan, violinist 
tra brought the crowd to its feet Scarlet Rivera and the rest of 
with brilliant renditions of Higher the revue moved into Oh, Sister, 
Ground, Visions, Golden Lady, One More Cup Of Coffee, Sara 
and Superstition. and other new material, before

Moving from electric key- striking the chords of the song 
boards to acoustic piano, Won- the crowd had been shouting for 
der performed a lengthy new all night—Hurricane.
composition, Saturn, then unsuc- According to a spokesman for 
cessfully tried to lead his listen- the Freedom For All, Forever 
ers into a "Free Hurricane” Committee, all profits from the 
chant. show (with an estimated 47,000

The energy-level jumped for- attendance) will go toward de
ward at sunset with the emer- fraying the cost of Carter's ap- 
gence of Dylan and his troupe, peal of his 1966 conviction for 
After a lead-off When I Paint My the murder he claims not to have 
Masterpiece, Dylan launched committed.

from welfwisher crew
GRAMMY NOMINATIONS

The 18th Annual Grammy Nominations provided little in the way 
of surprise. The results will be announced via the annual Grammy 
Awards show over prime time TV.

The following are an abridgement of the various categories and 
nominees:

Record Of The Year—At Seventeen, Janis Ian; Love Will Keep 
Us Together, Captain and Tennille; Lyin' Eyes, The Eagles; Mandy, 
Barry Manilow; Rhinestone Cowboy, Glen Campbell.

Album Of The Year—Between The Lines, Janis Ian; Captain 
Fantastic And The Brown Dirt Cowboy, Elton John; Heart Like A 
Wheel, Linda Ronstadt; One Of These Nights, The Eagles; Still 
Crazy After All These Years, Paul Simon.

Best Jazz Performance By A Soloist—Concierto, Jim Hall; 
Giant Steps (from Alternate Takes), John Coltrane; Images, Phil 
Woods; Oscar Peterson and Dizzy Gillespie; Solo Piano. Phineas 
Newborn, Jr.

Best Jazz Performance By A Group—Basie Jam, Count Basie; 
Dizzy Gillespie's Big 4; Giant Steps (from Alternate Takes), John 
Coltrane; No Mystery, Chick Corea and Return To Forever; Super
sax Plays Bird With Strings.

Best Jazz Performance By A Big Band—Big B-A-D Band Live At 
The Wichita Jazz Festival, Clark Terry; Images, Phil Woods/Michel 
Legrand; Lab '75, North Texas State University Band; Potpourri, 
Thad Jones/Mel Lewis; The Tiger Of San Pedro. Bill Watrous and 
Manhattan Wildlife Refuge.

Winners will be listed in an upcoming issue.
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Buffalo Bizness
BUFFALO, N.Y.—William D. 

Hassett is making Buffalo jazzy 
again. About a year ago Bill 
brought jazz to his hotel, the 
Statler Hilton, and it stuck (db, 
2/13/75). The room is called 
"downtown," and it swings with 
the likes of Count Basie, Jackie 
and Roy, Milt Jackson and 
Dorothy Donegan. The new 
schedule will include Bags, 
Jonah Jones, Bucky Pizzarelli, 
Dizzy Gillespie and others not 
announced at press time.

At a recent appearance, db 
New York Correspondent Arnold 
Jay Smith presented Mr. 
and Mrs. Kral with the plaque 
representing their victory in the 
1975 Critics Poll, a long overdue 
accomplishment. The occasion 
was such that the duo (along 
with Smith), appeared on a local 
"Drive Time” radio show, and 
were the subjects of a Hassett- 
hosted party at the downtown 
club afterwards.

Bill’s activities do not begin 
and end with Buffalo. He is a fre
quent commuter between here 
and the California home of Tony 
Bennett. The two have fathered 
a record company, Improv, by 
name, that has already issued a 
set under the title of Tony Ben
nett Sings Life Is Beautiful. The 
charts are by Torrie Zito. The 
parent company, Tobill Enter
prises, is based in Buffalo. A 
tape of a forthcoming release 
was played for db, featuring 
Bennett paired with George 
Barnes and Ruby Braff. It’s a 
Rodgers and Hart love affair in
cluding a painfully down tempo 
Lover, that adds life to a lyric 
some thought trite and dead af
ter versions by Peggy Lee and 
Frank Sinatra.

Tobill plans a roster including 
Bobby Hackett, Woody Herman, 
Marian McPartland, Jimmy 
Rowles and Mabel Mercer, "as 
they become available."

Storyville Rises From Ashes
NEW YORK—Storyville was 

the name of the red light district 
in New Orleans where jazz had 
its fabled beginnings. It was 
there that the mixture of gin, 
prostitution and late night jam 
sessions created the aura that 
the music has yet to live down. 
But Storyville also gave us Louis 
Armstrong, Kid Ory, Joe “King" 
Oliver, Baby Dodds, the Original 
Dixieland Jass Band and, after 
all is said and done, jazz itself.

The name stuck even after the 
district was shut down by au
thorities. Storyville became a 
nightclub in Boston, Mass, some 
years later. From the club 
sprung a record company by the 
same name, and the reputation

of one George Wein. The club 
was to have three venues in the 
Boston area, finally coming to its 
resting place in the old Bradford 
Hotel. 15 years after the Bean
town demise, Storyville has 
again reappeared, this time in 
the Apple.

Wein will open his new club on 
East 58th Street, between Park 
and Madison Avenues with a no
advance-notice policy. “Just 
good music,” is the way Charles 
Bourgeouse, Wein's good right 
arm, puts it. The Reese Brothers, 
owner of a chain of restaurants, 
will be part of the new venture. 
Rigmor Newman, wife of trum- 
peter/Jazz Interactions prez Joe 
Newman, will be talent procurer.

FINAL BAR

Jan August, renowned pianist and million-selling record artist, 
died in Flushing, New York, recently. He was 71.

August's playing was more classical than anything else and he 
was a very successful, danceable tune spinner. His recordings of 
the popular Latin favorites Misirlou. Malagueña and Babalu sold in 
the millions. The first two were treatments of popular classical pi
ano pieces that aspiring keyboardists were often required to 
practice daily. Babalu later gained fame as being the theme song 
of the Desi Arnaz band.

August sometimes improvised with a rhythm section, a format 
in demand in nightclubs, theatres, and on radio and television.

In 1947, August played Misirlou at the Press Photographers' Ball 
for President Truman, who promptly reciprocated by playing the 
Missouri Waltz for him. It didn't swing, we are told. He played the 
big theatres such as the old Roxy and Capitol in New York and the 
Oriental in Chicago. August handled the piano duties with the Paul 
Specht band, and also played society dates in Greenwich Village. 
He also played vibes for a period, following an injury to his hand. It 
was on this instrument that he appeared with Paul Whiteman, Ferde 
Grofe and Joe Moss on radio programs during the 1930s.

Mr. August was discovered, signed, and later recorded and ar
ranged more than 140 selections at the old New York club, The 
Embers, on 52nd St. He had been retired since 1967.
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Bill Evans
A1*. week before playing al the Monterey 
Jazz Festival this year. Bill Evans became a 
father for the first time, and the birth of his 
son (Evan Evans) seems like an apt symbol 
for the regeneration that has taken place in 
his music. Of course, the connection is not 
only symbolic, and Evans readily called at
tention to the influence of his burgeoning 
family life on his artistic ability. "I think the 
most important element is the spiritual con
tent of what you’re doing. My personal life 

has become so happy in the last couple ot 
years.” he explained, “getting a whole family 
thing going, buying a home, becoming a fa
ther. All of this contributes lo my motivation, 
which is a mysterious element in anybody's 
life. You can't turn on or off very easily, and 
I feel like my motivation is reluming.

“I’m just feeling more alive now. alive in a 
broader way than just being a musician or an 
individual on the music scene. When you 
have children, it seems you're more tied lo 
the future and to everything that’s going on in 
the world.”

Anyone who has followed Evans’ playing 
since he first passed through the limelight 
with Miles Davis’ band of the early '60s can 
hear the difference in the piano/bass duets 
(with Eddie Gomez) on his recent album. In
tuition. The melodic lines are longer, the 
ideas more definite, the rhythms more force
ful. A firmness and musical power has been 
acquired which gives weight lo the always- 
present, bucolic lyricism. If Evans used pas
tels before, he works with more primary 
colors now.

When I first spoke with Bill several years 
ago. he was far more analytic about his 
music, alluding to it more as the product of 
study than an expression of his spirit. It is 
worth abstracting a few of "yesterday’s 
1 2 □ down beat

by Len Lyons
quotes” for the insight into his approach that 
they provide: “1 didn’t have the facile talent 
that a lot of people have, the ability to just 
listen and transfer something to my instru
ment. . . . Rather than just accept the nuances 
or syntax of a style completely. I'll abstract 
the principles and put it together myself. . . . 
I had to go through a terribly hard analytical 
and building process. But in the end 1 came 
out ahead, in a sense, because I knew what I 
was doing in a more thorough way. . . .

“If you’re a painter, you should be a drafts
man, too. and an architect. You have to have 
a compositional sense and a structural sense. 
. . . I'm also thinking in terms of the language 
of music, which is more in the melodic sense. 
The way one idea follows another. Why does 
it have meaning? Why does it say something? 
Because it relates to the idea that precedes it 
or the one that follows it. It’s that kind of 
thinking that is a way to handle musical 
tones.”

Evans’ conversation now adheres to topics 
of present, if not future, concern, and his

SELECTED EVANS 
DISCOGRAPHY
INTUITION—Fantasy 9475
THE TOKYO CONCERT—Fantasy 9457
LIVING TIME (with George Russell)—Columbia 
KC-31490
THE BILL EVANS ALBUM—Columbia C-30855
PEACE PIECE AND OTHER PIECES—
Milestone 47024
THE VILLAGE VANGUARD SESSIONS—Milestone 
47002
THE BEST OF BILL EVANS—Verve 68747
ALONE—Verve 68792
UNDERCURRENT (with Jim Hall) —
Solid State 18018 

opinions on everything from keyboard tech
nique lo racism seem to be—like his playing 
—more expressive and strongly voiced.

Before the first band had taken the stage 
Sunday evening in Monterey, Evans was al
ready in bed for the night. His hands, which 
are noticeably swollen al limes “due to a 
liver condition,” were aggravated from lack 
of rest. A pack of cigarettes and two candy 
bars were stacked up beside him on the night 
table, and the TV was going—without sound, 
in deference io my tape recorder. Shortly be
fore, at the Fairgrounds, I had met the new 
addition to the Bill Evans irio, drummer 
Eliot Zigmund.
^Ejliot was telling me he auditioned for you at 

the Village Vanguard, but I wanted to find out 
from you how the switch from Marty Morell 
came about. Were there any musical problems ?

“Not at all. He was doing a great job, but 
he wanted to stop traveling and settle down 
for a while. When I was at the Vanguard, I 
put out word that any drummer who wanted 
to could come up and play. I felt Eliot had 
the touch I was looking for.”

From hearing you live and listening to your 
new albums, I get a strong impression that your 
playing has developed markedly. Do you feel 
that way about it?

“There has been development, but the de
velopment I’m looking for is right through 
the middle. 1 don’t try to go to the edges of 
what I'm doing and spread out that way. I try 
to go through the middle, the essential qual
ity, and extend that. Consequently, a lot of 
listeners might not hear any development tor 
a long period of time, but there is inner de
velopment going on.

"It might have something lo do with ideas 
or the rhythmic displacement of ideas, but 
that’s speaking technically about something 
I'm not thinking about technically. What I’m 
trying to do is say something in the context of 
my music. What I’m learning how to do is say 
it with listenable, understandable musical 
language that gets deeper into meaning. The 
best example 1 can think of is what Phi 1 ly Joe 
(Jones) can do with an eight- or four-measure 
solo. Using the same rudiments that other 
drummers use, he can do something that 
makes you say, ‘Wow! Yeah, what a beautilul 
way to put those things together, so simply 
and to say so much.’

“I’m trying to say strong things, strong 
ideas. I’m speaking as if it’s a technical con
sideration, but when I’m playing I’m thinking 
of being in the flow of the music, allowing it 
to develop over a period of time.”

To be more specific about my own observa
tion, you seem to be digging in harder. I feel 
that there's more “definiteness.”

"Really? 1 hope that’s true. I think it may 
be true. I play almost everything I play now 
with conviction and without much equivoca
tion in my feeling about the music. I went 
through a lol of confidence problems when 1 
was coming up. It seems like you go off in



one direction or another and each time you 
return to yourself you have a little more con
fidence. Maybe when you have enough expe
rience and get old enough, you have enough 
courage to really believe in where you’re at 
and realize that it’s the only place for you.

“Things like ‘avant garde’ or the ‘acoustic 
vs. electric’ controversy couldn’t interest me 
less now. And I'm not saying one is better 
than the other. I’m only interested in making 
good music within the context of my own ex
perience and abilities and out of the tradition 
I come from. The best thing I can do is com
municate with myself on honest terms. That 
will make me happy, and I think it’ll make 
some other people happy.”

How did the The Tony Bennett/Bill Evans 
Album come about?

“It was one of those things that was in the 
air for years. I always figured that if Tony 
would do any of my tunes I’d be overjoyed. In 
fact he did record Waltz For Debby once. 
Debby’s my niece. I wrote that for her when 
she was three, and she’s getting married this 
year. Tony and I have always had a mutual 
respect and a distant acquaintance with each 
other. It so happens that my manager (Helen 
Keane) and his (Jack Rollins) arc good 
friends.

“It was my idea that we make it only piano 
(and voice), though it kind of scared me. It 
seemed to be the best way to get that inti
mate communication going. It was pretty 
much off the top of our heads. We picked the 

done much accompanying or solo playing in 
the last 20 years, so it worried me a bit. But 
we got a relaxed, pure feeling going. It 
couldn’t have been much better. The piano, 
itself, is great. (Last year, Fantasy Records 
purchased a 13-foot Yamaha—at $1000 per 
foot.) I love Tony’s singing.”

How did you feel about the lyrics to some of 
those old songs?

“I never listen to lyrics. I’m seldom con
scious of them at all. The vocalist might as 
well be a horn as far as I’m concerned.”

Intuition seems to go in that ‘‘personal" di
rection, too. Without mincing words, I thought it 
was successful and very accessible. People I 
know who never listen to jazz seem to love it.

“I’m glad to hear that. I find myself putting 
it on at home, too, and I don’t listen to many 
of my own records.”

How did you get that unusual sound out of 
the Rhodes? Was it a filter?

“There was something on the piano that 
Don Cody showed me how to use, but I don’t 
know what it was.” (Cody, a Fantasy Records 
engineer, later identified the device as a 
Maestro phaser, which cancels frequencies in a 
more varied pattern than a normal filter, giving 
the sound a "swirling effect.’’)

Following this move toward a personal and a 
pure sound to its logical conclusion, wouldn’t 
you be due for a solo piano album—like Alone 
(on Verve)—one that's not overdubbed like 
Conversations With Myself?

“I just haven’t played enough solo, but I 

in terms of your own playing?
“I can tell you that, for me, technique is 

the ability to translate your ideas into sound 
through your instrument. Monk does it per
fectly, though he is ‘limited’ in the sense that 
if you put a Mozart sonata in front of him or 
asked him to play an Oscar Peterson chorus, 
he couldn’t do it. I’d agree, though, that tech
nique is separable from the context of ideas 
in this sense. In playing a keyboard instru
ment you should develop a comprehensive 
technique. This enables you to go in new di
rections without worrying about your hands.

“What you have to remember is that your 
conception can be limited by a technical ap
proach. Someone who approached the piano 
technically the way Oscar Peterson does 
could never have the conception that Monk 
has. If you play evenly, attacking notes in a 
certain way, you wouldn’t conceive of mak
ing the sound that Monk would make. If you 
could develop a technique like Peterson’s— 
which is practically unmatched, I guess—and 
then forget it! Tell yourself to try anything 
you can conceive of. ... I think a great tech
nique would be to develop an entirely new 
articulation and make it happen on the 
piano.”

Like Cecil Taylor?
“That’s an example. Or being able to 

breathe into the piano, make vocal nuances 
come through the piano. That’s a great tech
nical challenge. The classical tradition never 
utilized a real vocal utterance. Sometimes

“There’s a sense of the hurt child in the people who want to make this only a black music. They 
haven’t had much so they want to make jazz 100% black. Historically, I suppose, the black im
petus was primarily responsible for the growth of jazz, but if a white artist comes through, it’s just 
another human being who . . . can contribute to jazz ... I want more responsibility among black 
people and black musicians to be accurate and spiritually intelligent about humanity. Let the his
torians sort out whether it’s 67.2% black influenced or 97%.”
tunes and then went in to do them.”

The voice/piano tradition is very traditional, 
but, given all the heavily produced vocal alburns 
that are played, it was very fresh and pure.

“That’s exactly what I wanted, but it’s very 
chancy, because a lot of the public wants that 
big sound—the studio orchestra, highly pro
duced, or over-produced. So I thought we’d 
go all the way in the other direction, and I 
think it’s timely because a lot of young peo
ple are looking for that personal quality. It’s 
been lost in much of the rock and pop music. 
That big electric sound. It worries me. It 
seems desperate. The elements are coarse. 
There’s no element of greatness. It makes me 
worry about the state of the world. What 
qualifies for greatness now is whatever sells 
the most records.”

Do you think this is happening in jazz to any 
extent? Herbie Hancock, just for an example, 
has been criticized for what you might call 
"popping out.”

“I don’t know that much about what he’s 
doing, though I understand that he’s simpli
fied and funkified and sold a lot of albums. 
But I was thinking more in terms of rock and 
pop. Actually, I don’t feel qualified to make 
many comments on the current scene because 
I don’t follow it that closely. I may have 
superficial opinions about a lot of these 
things.”

Well, did you feel the duet album with Ben
nett succeeded?

“I thought it came off nicely. I haven’t 

think it’s kind of necessary. If I get my studio 
set up in the new house, I may be able to 
work on that. I’d have to prepare for a solo 
album by playing solo at home. I was talking 
to Marian McPartland about that after she 
played solo the other night. It sounded mar
velous. She’s working a solo gig in New York, 
so I said, ‘Now 1 know why you sound so 
good solo.’ It’s the best practice in the world 
for a pianist. I wish I could play a solo gig for 
about a year; but I am interested in the trio, 
and to keep it together I have to keep it 
working.

“My conception of solo playing is a music 
that moves—oh, let’s say a more rhapsodic 
conception that has interludes of straight
ahead jazz. It would be a more orchestral 
conception, moving very freely between keys 
and moods. In other words, things you can’t 
do with a group. That’s the added dimen
sion.” (Evans did record a solo album for Fan
tasy last December 16-18, but it won't be re
leased until after Since We Met, a live trio date 
recorded two years ago with Gomez and Morell, 
hits the stands.)

I'm wondering if you’ve lately felt an evolu
tion occur in your technique. I had an interest
ing conversation about this with Oscar Peterson 
recently. We were discussing LeRoi Jones’ idea 
that technique is inseparable from content, im
plying that a player like Monk is not limited 
technically any more than Oscar is. Peterson in
sisted that technical dexterity is a purely physi
cal problem. Do you have any ideas about this 

there were vocal utterances, but they were 
translated through a very great architectural 
tradition in classical music. To really breathe 
through the piano. . . . Well, Erroll Garner 
did it some, but in a limited way. I mean to 
go (sings a figure) . . .’’

Like on a reed instrument?
“Right. This is a comprehensive technique 

which goes beyond scales and so on. It’s ex
pressive technique.”

Would you call it "touch?"
“No, I wouldn’t. Touch seems to connote 

being very sensitive or tender. I don’t mean 
that this has to be tender. What I’m talking 
about is a feeling for the keyboard that will 
allow you to transfer any emotional utterance 
into it. That’s really what technique is all 
about. I think that’s what LeRoi Jones was 
talking about. He was right; but Peterson was 
right from a different standpoint. What Jones 
might not realize is that this type of direct 
technique isn’t enough today. A musician has 
to cover more ground than that. That’s one of 
the criticisms of pop and rock music. Kids 
get into being creative before they’ve experi
enced enough on their instrument. You need 
both. You need a comprehensive, traditional 
technique.”

Mechanical?
“You could call it that. Whenever I was 

practicing technique—which wasn’t that 
often—but if I spent a couple of days playing 
scales and so on, I found that my playing be
came a shade more mechanical. What has to
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Ion Anderson

INE 
[OHE 
CHRONICLES
by John Alan Simon

X hroughout the theatrical proceedings of 
the Jethro Tull show in New Orleans’ cavern
ous Municipal Auditorium. Ian Anderson 
frenziedly leaps and hurls himself across the 
stage as he sings. Dressed in multi-colored 
tights equipped with codpiece, Anderson’s 
appearance and stage demeanor are some
thing of a cross between a Renaissance jester 
and a lunatic.

Even for a rock concert it’s a bizarre affair. 
Scantily-clad girls, smiling like TV game 
show models, trot back and forth across the 
stage to hand Anderson the flute or guitar re
quired for his performance. During the mid
dle of My God, Anderson’s musical opus of 
agnosticism, a janitor sweeps around the feet 
of lead guitarist Martin Barre. In the opening 
refrain of another song, a telephone rings.

But despite the barrage of Dada-inspired 
gimmicks in the show, the audience’s atten
tion stays focused on Anderson. For all in
tents and purposes, Anderson is Jethro Tull 
—having led the group from the start, he’s 
the only member to have remained in the 
band from its first recording onward. John 
Evans on keyboards, Jeffrey Hammond-Ham
mond on bass guitar and string bass, Barrie- 
more Barlow on drums, and an all-girl cho
rus of strings round out the current touring 
ensemble; but there’s no doubt about who’s 
the star.

Under Anderson’s direction as songwriter, 
vocalist, and more recently as producer. Jeth
ro Tull’s popularity has steadily accelerated 
since the release of their first album in 1968. 
The initial This Was, with its airy English 
folk ballads and jazzy flute sound, won the

band a cult following that the later Stand Up 
and Benefit albums built upon—even as the 
group edged increasingly closer to the rock 
mainstream.

Jethro Tull’s first concept album, 
Aqualung, was an early entry into the soon- 
to-be-crowded rock opera race. Anderson's 
LP side of related songs about the title 
character—a wheezing down-and-outer in 
London—catapulted the troupe to superstar 
status. The release of Thick As A Brick, an al
bum-long ballad, solidified the group’s repu
tation and allowed Anderson room to display 
his lyrical talents by sketching childhood im
pressions of comic heroes and vaguely 
ominous father-son confrontations, re
counted in mock-epic style. Later the same 
year. Living In the Past, a two record collec
tion of live performances and early songs un
released in America, brought the group to 
Top 10 radio status via its title single.

Tull’s most ambitious project to date has 
been Passion Play, an extended composition 
which Ian integrated into live performances 
with a film that he wrote and directed. But 
despite healthy sales and sold-out concerts, 
both the tour and the album were panned by 
a majority of critics as being contrived and 
confusing. Rumor spread that the sensitive 
Anderson was disbanding the group and had 
cancelled the remainder of their tour.

Two more gold records since that debacle 
have proven the durability of Jethro Tull’s 
appeal. On War Child. Anderson returned to 
conventional song lengths; another single, 
the bouncy Bungle In The Jungle, soared to 
the top of the charts last year. Minstrel In The 
Gallery appeared next, seemingly something 
of a compromise between the commercial 
and more experimental sides to Anderson’s 
ambitions. Along with shorter, catchy songs 
like Cold Winds To Valhalla, the album in
cludes Baker Street Muse, a typically cryptic 
but somewhat bitter saga of sexual and mu
sical tribulation.

few hours before discarding black T- 
shirt and jeans for his more flamboyant stage 
garb, Anderson discoursed reflectively in his 
suite at the Fairmont Hotel—where 
Louisiana’s Kingfish. Huey Long, used to 
hold court during his reign at the top. The in
terview began with the subject of Jethro 
Tull’s treatment by the press, a topic to which 
Anderson often returned during the course of 
the conversation.

Anderson: It took the music press in Eng
land some little while to wake up to the fact 
that we were actually around. We played for 
six or eight months all over the clubs in Eng
land and were one of the major-drawing un
derground groups of the time—by under
ground, I mean we received no national or 
music paper publicity at all.

Then we played at a summer festival in 
England to about 80,000 people—the Salis
bury Jazz Festival in 1968. Having played to 
lots of little audiences in small clubs, it all 
anted up at the festival. All those people had 
seen us play at one time or another, and we 
were, even if I say it myself, the hit of the fes
tival. The only other act that had a similar re
ception at the three-day event was a surprise 
jam by Eric Clapton and Ginger Baker.

But we received absolutely zero press cov
erage on that occasion for one simple reason; 
the press were all in the press tent drinking 
free beer. It’s the gospel truth.

I’ve always been wary of the press. Let’s
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say that derives from a mutual suspicion, be
cause any member of the press finds my per
sonality and bearing at once at odds with 
what I appear to be on the stage. But I say 
that what I appear to be on the stage is me. 
When I go on tonight, there’s no Jekyll-and- 
Hyde transformation. There’s no alteration in 
my attitude towards people or music—except 
that another part of my character becomes a 
little more prevalent than the part you’re see
ing now.

Simon: What part is that?
Anderson: 1 become more in evidence 

physically and emotionally sometimes. But 
it’s the same me. Nevertheless, I’m prepared 
to believe that it doesn't look like me. So ob
viously the problem any journalist has is de
ciding which one of these two lan Andersons 
he’s seen is an act.

Simon: How would you describe these two 
Ian Andersons?

Anderson: I wouldn't even attempt to do 
so. It’s not my job. And as soon as I begin to 
analyze my approach to playing music on 
stage, it then becomes a very deliberate and 
conscious dissemination of what I'm doing. 
And as soon as it becomes that, it immediate
ly goes against the grain of the music I write 
and play.

I don't sit down and say today I'm going to 
write a song that’s going to be about this or 
that and then calculate a means of arriving at 
that end. Whatever I write—a 40 second 
piece or a 40 minute one—has always begun 
its life as a pure emotional feeling or observa
tion. The act of building that into a finished 
recording is, of course, to a large extent, con
trived, in as much as it’s a conscious effort to 
derive a relationship between life and music 
and lyrics and put it into a sort of profession
ally embodied package and then sell it to the 
consumer and make money. All of that is a 
very conscious thing. I’m aware of all that, 
but 1 don't want to start getting any of that 
mixed up with the essence of what music is 
all about and the essence of what being a per
former of music is all about.

Simon: Have you been surprised by the 
enormous success of Jethro Tull? It seems to 
me that it would have been impossible to 
foresee that the kind of music that the group 
was doing back in the beginning would have 
ever reached such a wide audience.

Anderson: All I ever wanted to be was just 
a professional musician. It was never impor
tant to be a success, which after all, is a very 
relative thing. Success is only what you’re do
ing today compared to what you were doing 
yesterday.

Simon: Do you enjoy it?
Anderson: Yeah, but I also get a lot of tears 

and personal heartbreak out it as well. You 
take a week of seven concerts and three of 
them are going to be bad, at least in my mind. 
I’m going to come off the stage near to tears 
for one reason or another. There’s many 
times 1 get into the studio and it just doesn't 
happen. Something I believed would be a 
good result just fails to materialize. 1 have to 
throw away the tape.

Simon: Have you ever wished you’d thrown 
away Passion Play, considering some of the 
negative response it received?

Anderson: No. Obviously, if it didn't satisfy 
my musical intent, Passion Play would never 
have been released.

Simon: Were you surprised by the response 
to Passion Play? The word was that you can
celled the second half of the tour because of 

the critical reaction.
Anderson: No, that’s not true. The gentle

man who works for the New York Times over
heard that in a bar. 1 don’t mean to be 
facetious. I personally researched the reasons 
for the appearance of that rumor. He over
heard gossip that, due to negative reaction to 
the stage performance of Jethro Tull’s new 
album. Jethro Tull had broken a tour halfway 
through and fled back to England—with all 
the implications of returned tickets and pro
moters’ money out of pocket. I won’t say it 
was a lie, because I’m sure that the gentleman 
was just unprofessionally incorrect. He made 
no attempt to check it out with agency man
agement, record company, or anyone else of
ficially representing us.

Jethro Tull has never cancelled out part of 
a tour, let alone half a tour. . . . The only 
dates that have been cancelled have been 
when I'm ill. If one of the other guys is ill, I 
think we’d still probably make it on stage one 
way or another. But if it’s me, it’s unfair to go 
out to the audience and play without me. . . .

In fact, the Passion Play tour was as good as 
any other tour and better than the ones be
fore. Seen retrospectively, it was probably 
more theatrically oriented a performance 
than what we’re doing now, which is trying to 
get away from any tag.

We’re not performers or actors in the sense 

" . . / have to do what I want to do. Otherwise, we have 
no possible excuse for getting together, me and the au
dience. We have no reason under the sun to even 
breathe the same air, unless it’s the result of me saying 
I’m playing what I want to play because I actually have 
to cope with this and say it for whatever obscure or self
ish set of personal reasons.

that we’re “show biz.” We’re not your David 
Bowie or Elton John. I'm not into that at all. 
I'm into being me. If I feel bad. I'm going to 
tell the audience. If in the last week I've had 
diarrhea, I'm likely to speak about that.

That's what ideally it should be. Personal 
truth. It may be entirely irrelevant to the au
dience, but by dint of personality it becomes 
not just a personal, exclusive truth, but re
latable to other people. It becomes entertain
ment for other people as a by-product of 
what we're doing. That’s what makes it work 
for them, and it may be an entirely different 
level than how it works for me.

Getting back to Passion Play, first of all 
you have to remember that it was only an 
hour—less than an hour in fact. The rest of 
the music was what comfortably might be de
scribed as “old favorites.”

Simon: You used film as part of that per
formance. Are you still interested in movie
making?

Anderson: We recently did some live film
ing and recording in Europe with a view to 
the possibility of the video disc becoming a 
commercial reality, within, conservatively, 
the next five years. It’s already there and it al
ready works; but 1 personally worry very 
much about video being a purchasable com
modity, because it doesn’t lend itself as read
ily as the more abstract quality of music.

Music is the prime abstract art. Not my 
music. I’m not saying that. But music, in its 
finest form, is the abstract, and literature is 

the verbal reality, almost on a conversational 
level. Film, since the talkies, has been the to
tally accessible, very immediate, art form. It 
works immediately. It has to, because con
ventionally it’s employed as a one act experi
ence—you go to the movie, see it, and go 
home. Whereas with music, one has access to 
repeated performances, either live or through 
recordings. Music stands repetition. One gets 
more into it as a result of repetition if the mu
sic is worth anything at all.

Particularly in England now, we’ve arrived 
at a media situation where the music is so in
stant—where it’s designed to appeal only 
once. And I might not like it the first time.

I would hope to be involved with music 
that will withstand repetition. I’m into repeti
tion, and the musical formats that we deal 
with employ repetition.

Simon: How would you react to someone 
who said that Jethro Tull’s music is too repe
titious—that the format hasn't really evolved 
since the Benefit album?

Anderson: I would say where the hell does 
that leave the Rolling Stones and Elton John? 
Let’s be straight. We all know that they have 
problems trying to find something that’s not 
new, that’s sufficiently close to what they’ve 
always done, but a little bit different. I mean. 
I don’t need to talk about that. And anything 
I say is not meant as a put-down. To me, the

r,

Stones are the ultimate rock ’n’ roll group. 
It’s enough for me that they merely survive, 
because they embody my musical origins. 
They were the first group I was ever really 
moved by, because I was never that much 
into the Beatles.

Simon: You must have been into jazz. It 
seems to be a strong influence, especially on 
your first album.

Anderson: Only in as much as it had a sort 
of passing interest for me in terms of seeing 
what kind of music was being played. I’m in
terested in music in general and I’ve listened 
to all sorts of music a little bit. but I’ve never 
been moved by anything on a continuing ba
sis. other than a very limited selection of 
some Negro blues, which I find now is still as 
moving to me as it ever was. And I find that 
some of the indigenous folk forms of England 
and Scotland also continue to move me.

Simon: That comes through clearly in your 
music.

Anderson: But I think perhaps because of 
the comparisons that have been made be
tween what 1 write and the folky, traditional 
stuff, that I tend not to listen to any of that 
music at all. I certainly don’t want to be a 
student of that kind of music; so if there’s a 
similarity, it must remain really coincidental. 
It’s something that I have only a passing 
awareness of. Since I was brought up in Edin
burgh, Scotland, and I heard the bagpipes 
from an early age, it’s a sound that rings in 
my ears. It becomes almost a folk memory of 
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certain sounds and relationships of notes—a 
motive stirring of the blood.

Simon: What was your childhood like? In 
many of your songs there’s a very strong atti
tude of rebellion against various father-fig
ures, such as parents, the church, school.

Anderson: I suppose my childhood was ba
sically very normal—a normalcy which I’ve 
occasionally, ineptly, let come across in 
some of my lyrics. Possibly that’s what ap
peals to other people. It’s certainly not an un
usual phenomenon to be in one’s parents’ bad 
graces during adolescence.

The songs verbalize for people, thoughts 
that they clearly have difficulty in verbalizing 
for themselves in the lucid way that the 
lyricist has, if he’s a good one—or a popular 
one, should 1 say.

Simon: How did the conception for Thick 
As A Brick start?

Anderson: It wasn’t a conception really, 
just the act of writing a song thinking about 
what I might have been, what I began life as 
being, what kind of childhood images moved 
me—dealt with in a very oblique fashion, be
cause I’m not setting out to create a thread
bare tale of emotional woe or to even 
delineate emotional happenings. I’m just cre
ating a background lyrical summation of a lot 
of things I feel about being a contemporary 
child in this age and the problems that one 
has—the problems of being precocious be
yond one's age or having interests beyond 
one's age, and to some extent being ruled in a 
kind of heavy-handed, unexplained fashion 
by the father figures you describe.

Not that I’ve had many dealings with the 
Church, but the few I’ve had, I found totally 
mysterious.

Simon: By the way, have you ever had any 
formal musical training?

Anderson: No, no. 1 obviously know a little 
bit about it, but not in a formal sense. I don’t 
read music.

Actually, the music that we play before the 
concert begins is some music that I wrote for 
orchestra which has never, and will never, be 
released, because it’s an amateurish attempt. 
It sounds good, but it ain’t. I know that it 
isn’t actually good music. But I’m dealing 
with something that immediately sounds like 
classical music. Therefore, I'm not about to 
expose myself to ridicule or—even worse— 
acclaim for it. It’s the first time I sat down to 
just write some music and see how it turns 
out and get some other people to play it. 1 did 
that really as an experiment in 1974, just be
cause I wanted to see if it was fulfilling. It 
was actually extraordinarily fulfilling. I col
laborated with my good friend David Palmer, 
who’s worked with us over the years on 
strings or whatever else we have on record 
that we didn’t play ourselves.

Simon: What about ambitions in the way of 
writing without music? Poetry, fiction?

Anderson: I doubt it would be poetry. I’ve 
always had a great suspicion of poetry be
cause the best poetry, I think, falls within a 
relatively classical style of writing and to 
work within that area would seem very imita
tive of style, if not of content. It’s rather like 
saying, “Sit down and write a classical bal
let.’’ One could obviously go out and find a 
Russian folk theme that has not yet been ex
plored in ballet and one could deal with it in 
musical terms along the lines of Tchaikovsky 
and deal with it in choreographic terms along 
the line of one of the Russian dance masters 
of old. And one could arrive at a classical 
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ballet which could, with sufficient money, 
staging, and stars, be enormously successful. 
But it would be a sham nonetheless, because 
it no longer has anything to do with the age 
that spawned it. It’s no longer a product of 
the romantic glorification of the form and 
spectacle that is ballet. . . .

It's the same with Shakespeare. You have 
to ham it up—Laurence Olivier it up—in or
der to be successful. You can’t recreate it in a 
modern style and have it be successful. It 
merely becomes an amusement, a diversion, 
an academic exercise, rather than having a 
real place.

So we must necessarily deal with modern 
technique and style or else go so far back that 
no one is forced to make the inevitable com
parisons. I find, personally, less enjoyment in 
the modern styles of poetry or prose or dance 
or serious 20th century music. 1 think the vis
ual arts are the only area in which modern 
technique has really applied itself, if one 
calls modern art the period from the precur
sors of the Impressionists on until today. 
There we obviously already have a tremen
dously solid and retrospectively valuable col
lection of art product—a new tradition, if 
you like, since the 1890s. It may continue to 
be possible with photography and the visual 
arts. But that gets us back to the question of 
repetition. It’s something which horrifies me.

JETHRO TULL 
DISCOGRAPHY
MINSTREL IN THE GALLERY—Chrysalis 1082
WAR CHILD—Chrysalis 1067
LIVING IN THE PAST—Chrysalis 1035
PASSION PLAY—Chrysalis 1040
THICK AS A BRICK—Chrysalis 1003
AQUALUNG—Chrysalis 1044
BENEFIT—Chrysalis 1043
STAND UP—Chrysalis 1042
THIS WAS—Chrysalis 1041

because it’s very hard to do.
It would be hard, for instance, if Jethro 

Tull was to play three times a year at your lo
cal, friendly coliseum, to enjoy it the second 
or third time. It tends to become like ballet, 
something that you take in occasionally, like 
watching a Walt Disney film at Christmas. 
It’s something which you look forward to; it 
satisfies your expectations; and it fulfills a 
certain function in the yearly cycle. That’s 
what we’re doing in public performance.

Simon: Do you feel a danger in Jethro Tull 
becoming an “event” in that sense?

Anderson: Yeah, but obviously I’m aware 
of it. I’m not going to let it happen, or happen 
only to the extent that I'm willing to go along 
with it some of the way, providing a sort of 
public utility service. But I’m not going to let 
that become the sole reason for continuing to 
do what 1 do. No way.

I’m not sufficiently professional to be able 
to do that anyway. I mean, I would get bored 
and I would let it show, and people would 
become bored and they wouldn’t come back 
the next year.

Simon: Does it ever get really stale, playing 
basically the same songs, with the same musi
cians every night on a tour? Is there room for 
much improvisation?

Anderson: Everybody has room, every 
night. Room to move and room to breathe. 
It’s very important that we are regularly 
changing little things, almost on a day-to-day 

level. Someone says, "Can we change those 
12 bars there?” or "Let me do this and you do 
that.” It may be a change of one note in a set 
arrangement or it may be a loose discussion 
about some improvised piece of music.

It happened last night. There was a change 
in about 36 bars that we just loosely dis
cussed, and it was an improvised piece. It 
happened in the encore, towards the end.

Simon: You still feel excited about what 
you’re doing, then.

Anderson: Yes. But could we digress at this 
point? It may be irrelevant to your needs, but 
I’m just a bit curious. You must necessarily 
come with a viewpoint, just as an audience 
has a viewpoint. 1 discern fairly strong ideas 
that you already have about Jethro Tull’s 
function, Jethro Tull’s right to its popularity 
and musical output.

Simon: What do they come across as?
Anderson: I think you possibly feel that the 

group is stale, that I’m necessarily becoming 
bored with it and thinking about other pos
sibilities. That Passion Play or Thick As A 
Brick has somehow been a blundering at
tempt to get away from a real creative ability 
that might have shown in our earlier music.

Simon: No, I'm sorry if that’s come across. 
I think Thick As A Brick was a fantastic, real
ly surprising album for the group to do. I’m 
not that familiar with Passion Play. I’ve heard 
it once and haven't really formed any strong 
opinion about it.

Anderson: Well, between those two records 
there was actually a double album recorded 
of new material. It wasn’t released and the 
tapes were burned, apart from one which 
emerged on War Child as the sole survivor of 
a year of trying to do something different 
than Thick As A Brick. That double album 
consisted of individual songs ranging from a 
minute and a half long to eight or ten min
utes. They were all related, in a sense. We re
corded three sides of that double album, and 
I, rather than the group, felt dissatisfied with 
what seemed to me to be a conscious attempt 
to be doing something different than Thick As 
A Brick, without really having any reason for 
doing so. Because what 1 really wanted to do 
was something like Thick As A Brick, only 
better and more intense.

So finally we went back and recorded Pas
sion Play, which was written and recorded in 
a very short space of time, but under great 
emotional intensity. I can understand that it 
would be difficult for other people to relate 
to it, because they would just say, “What’s all 
this going on? I don’t need this. Let me get 
back to my Cream’s Greatest Hits." One can 
expect that things like that will happen, but 
I’ve got to be prepared to take risks musically 
to satisfy myself and the other members of 
the group first, before I start thinking about 
satisfying an audience.

Simon: 1 think it’s an impossible position 
for an artist of any kind to feel that he always 
has to be topping himself. That’s got to be the 
surest way to burn out.

Anderson: Well, you see, War Child was 
done after having taken a long time off the 
road. For six months, we didn't play concerts 
and War Child was like getting back together 
with the guys in the group after three months 
of not even seeing each other very much, then 
saying, “Right, we have to start rehearsing a 
new album.” It was like entering a new phase 
of the group's existence. I enjoyed playing 
fairly simple, shortish pieces of music—a 
sort of renewing thing, another cycle. It was co

nt
in

ue
d o

n p
ag

e 3
8



JAN HAMMER

Saved By The Synthesizer 
by Herb Nolan

“The synthesizer saved me. . . . It’s really what I was look
ing for all along. I feel the synthesizer has become my 
voice, permitting me to really speak out and say something 
deep. I can express myself better on it than on any other in
strument.”
Q
kJ landing at the bar with a beer in hand, 
looking a bit like a big cuddly bear, Jan 
Hammer dominated in the subdued way 
someone with his creative presence and musi
cal reputation must. The first set had been a 
good one for an audience seeing Hammer's 
new band for the first time, but road manager 
Elliot Sears made it clear the people hadn't 
heard anything yet; the band wasn’t even 
close to the complex, electric intensity it was 
capable of driving from the custom engi
neered sound system stacked at the rear of 
the small stage.

All afternoon Hammer, Sears, the band, 
and its resident electrical genius Andy To
peka had worked with the equipment trying 
to get the sound just right. “It still isn’t 
right," complained Sears before the first per
formance with the kind of hyperconcern road 
managers thrive on. "And if we can’t get it 
right, we’ll send it back to Topeka and have 
him rebuild it."

The young band was doing its first gig in 
Chicago. "It’s a good place for Jan to be per
forming." the Atlantic Records public rela
tions people had said in New York, “he has a 
lot of fans there, it’s where the Mahavishnu 
Orchestra broke in." It's also where former 
Mahavishnu Orchestra violinist Jerry Good
man lives, and he would soon be coming 
around to hang out.

Jan Hammer was on a quickly arranged 
tour in the wake of the release of his new al
bum for Nemperor, The First Seven Days, a 

broad thematic work based loosely on the 
creation of the earth; it's mostly Hammer, 
alone, sounding like a concert hall full of 
musicians. It’s a technically intricate record
ing filled with sweeping power and sensitive 
melodics that could possibly establish Ham
mer as one of the foremost creators in elec
tronic music. Simultaneously, Atlantic was 
reshipping Like Children, an excellent 1974 
release with Jan and Jerry Goodman. It 
hadn’t done well the first time around, and 
the label hoped that Seven Days would renew 
interest in the older record.

"I play clubs for sentimental reasons," 
Hammer said to the people around him at the 
bar, "1 reaily can’t open up here.” He wanted 
to emphasize that his music in a club situa
tion wasn't all he wanted it to be. and when 
he said “open up” he meant power, volume, 
clarity and density of sound; his equipment, 
you see, was built to fill Madison Square 
Garden. No, not just fill it—rattle it.

“It’s my toy, I love it,” said Hammer the 
next day, settled on a hotel room couch, talk
ing about the machinery’ he has assembled to 
create music. Jan had been out all day doing 
radio interviews—taking care of business— 
and he was cooking, warmed to the subject of 
his music and the changes he and his art have 
traversed. The rest of the band spent the day 
bowling with Jerry Goodman.

The “toys” arc the Rhodes 88 (“still the 
king for me”) and two MiniMoogs “altered 
beyond recognition.” “They’re so cus

tomized,” said Jan, “with so much built in 
and changed it’s almost derogatory to call it a 
MiniMoog, the whole set up is really like a 
studio unit.”

He continued explaining: “There’s one 
Oberheim digital sequencer and one Ober
heim expander. The sequencer is a digital 
computer memory that can be programmed 
for up to 72 events—it can remember 72 
voltages in relationship to time and then go 
back and play the synthesizer. The expander 
is a little synthesizer—three oscillators— 
without a keyboard; it can be hooked up to 
the existing setup, played through the key
board, or played by the sequencer, or a 
combination of both.”

The expander, said Hammer, whose 
fascination with the electronics of his instru
ments is without inhibition, does what the 
name implies, expanding the immediate col
ors available.

“I have a Freeman String Synthesizer 
which is also rebuilt. Bob Moog put in a 
whole new filtering network that produces an 
incredible wood resonance. The regular 
Freeman you buy doesn’t have it; its sound is 
a little more like an organ.”

Jan is, of course, watched very’ closely by 
the people at Moog. “The Oberheim Synthe
sizer. used in conjunction with the Moog, 
broadens the sound. I can achieve an incred
ibly thick sound texture, which is one reason 
1 don’t like clubs. You can’t even begin to 
start opening up your sound—1 can’t even 
turn it up to level one.”

Il’s sufficient to say that Jan Hammer, the 
27-year-old musician who came to the 
United States from Prague seven years ago to 
make his mark as a jazz pianist and got his 
first break when he was hired in 1970 as 
Sarah Vaughan’s accompanist, has drifted a 
long way from the original plans he’d had for 
himself. The changes have been gradual, 
based on the times, the musical upheavals of 
the ’60s and ’70s that sent many young musi
cians fleeing from what they felt was the 
modal redundancy inherent in jazz.

“. . . you can go to the Vanguard any night 
and hear jam, jam, jam,” said Hammer at 
one point, talking about a traditional impro
vising format based on a series of individual 
solos. “That’s one reason—the main reason 
— 1 really got tired of ‘jazz.’” Jan is articu
late, carefully thoughtful, and honest about 
his feelings. “1 wasn’t getting any joy out of it. 
and I fell I had to find something better. It 
coincided directly . . . it's parallel,” he 
paused forming the idea, "to the point when a 
child gets out from under the influence of his 
parents. It’s a certain condition in life, the 
way a child grows up and finds out what he 
really wants to do.” continued Hammer. “I 
was definitely conditioned for jazz by my 
family. Our house was the jazz center of 
Prague, every jazz personality passed 
through, and for a jazz musician it was an 
ideal place to grow up."

Jan Hammer’s mother was a jazz singer and 
his father a physician who’d worked his way 
through school playing vibes. Jan had played 
piano since age four and might have been a 
doctor, who played piano as a sidelight. But a 
family friend, a composer, told him early that 
if he was comfortable with music, then that’s 
where he should stay.

So Jan’s house was filled with jazz, the peo
ple who played or just listened and loved it. 
"But 1 listened to the Beatles." said Jan with 
resolution. “Even before they were popular
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in the United States, they were incredibly big 
in Europe. When I was in late grammar 
school and early high school 1 was totally 
freaked by the Beatles. But the people I was 
surrounded by—not just my parents, but the 
whole background—they didn’t want to ac
cept it as valid music; it was just all pop. The 
more I listened, the more 1 realized it was a 
valid and revolutionary musical statement.

“After the Beatles 1 heard Hendrix—that 
was around 1966—and I started going crazy; 
then James Brown turned me around—espe
cially the rhythm. On tunes like / Can’t Stand 
It, 1 heard the fast funk those drummers were 
doing and I just couldn’t believe it. But you 
see,” he added, “it was still the stage where 1 
would not admit my infatuation with that 
music; I was still under the jazz influence— 
was conditioned.”

If there is a philosophical base to Ham
mer’s music and his ideas about it, it’s drums. 
In Czechoslovakia, when he was supposed to 
be practicing piano, he’d play traps. He 
might have been a full time percussionist, but 
piano was getting him where he wanted to go 
faster.

“I’m completely torn between keyboards 
and drums,” was one of the first things Ham
mer said in the stillness of his room. “There 
are times I definitely have more fun playing 
drums, simply because I’m closer to the core 
of music as opposed to the outer layers of 
harmony and melody that weave around it. 
But rhythm is the core, you can make more 
happen instantly by grabbing at that center. 
Drums. That’s why I had a hard time getting 
off the ground, getting enough energy to put a 
group together, because there just weren’t any 
drummers that 1 was really turned on by out
side of Elvin, Tony Williams, and Billy Cob
ham. All those guys have definite ideas about 
what they want to do, plus Elvin is in his own 
world—I love him.”

Elvin Jones, with whom Hammer has 
worked and recorded, has had a great effect 
on the Czech. When he was young, Jan 
played along with Elvin on Coltrane’s rec
ords; and when the Mahavishnu Orchestra 
was first in rehearsals, Jan, tired of being 
cooped up, went on the road with Elvin.

“I was watching Elvin play at the Van
guard one night and 1 suddenly picked up 
something from his flow, from the way he in
troduces new ideas as he goes, and 1 Hashed 
—it’s crazy—I really flashed on Bach. 1 
don’t know how to describe it, but when you 
play Bach you look at the music and say, 
‘What is he going to do now?’ And, wow, 
he’d come up with something unexpected—a 
little twist. Well, I couldn’t believe I was 
thinking it, but that night 1 saw it as clear as 
that; the way Elvin introduces rhythms and 
variations on variations and how it all flows, 
it was like Elvin was Bach for a moment.”

Hammer came to the United States after 
working in Munich during the Russian inva
sion of Czechoslovakia. He was now out on 
his own and away from the immediate musi
cal influences that had governed him in 
Prague.

He ended up in Boston, attending Berklee 
occasionally and working a variety of pickup 
jobs, from the house group at the Playboy 
Club to playing a Hammond B-3 at a strip 
tease club called the Caribe Lounge. In 1970, 
Gene Perla, the bassist in Sarah Vaughan’s 
trio, asked him to join the group.

“At that point I thought my path was al
ready set for me. and I was destined to play in 
a club trio—Bill Evans’ thing, right—from 
18 □ down beat 

here to eternity.” He hastily added that he 
and Bill are close friends, that his music has 
always provided him with beautiful emotion
al experiences, and that their two bands re
cently played opposite each other at the Bot
tom Line in New York. “I thought five years 
ago I might have a similar approach, but 
since then I’ve moved 180 degrees away.

“But getting back to the transition: it didn’t 
really start until I got fed up with jazz clubs 
and examined my basic purpose for playing. 
Why do I play? I play because I have fun and 
the more people I have listening to me and 
getting off, the more fun 1 have. 1 cannot just 
play for myself.”

At the end of the 1960s, the American jazz 
scene was about as active and current as last 
week’s television listing. The music was at its 
lowest point economically, the clubs were 
empty and jazz had been written off by many. 
Hammer saw what was happening and it had 
a major effect on him.

“I started to slowly realize what the answer 
might be," he said. "The music had to 
change, you couldn’t go on just playing the 
same time feelings—the jazz 4/4.

“Another thing that had an impact on me 
was the electric piano, and I was one of the 
diehards, too. I thought acoustic piano was 
it—it was the purest. Then I went to one gig

SELECTED HAMMER 
DISCOGRAPHY
Featured
THE FIRST SEVEN DAYS—Nemperor NE-432 
LIKE CHILDREN (with Jerry Goodman)— 
Nemperor NE-430 
with Mahavishnu Orchestra
THE INNER MOUNTING ELAME—Columbia 31067 
BIRDS OF FIRE—Columbia 31996
BETWEEN NOTHINGNESS AND ETERNITY— 
Columbia 32766 
with Steve Grossman
SOME SHAPES TO COME—PM PMR-002 
with Elvin Jones
IN THE MOUNTAIN—PM PMR-005

and had to rent an electric piano because the 
acoustic was out of it. Well, I ended up play
ing the whole engagement on electric and 
heard more than 1 had in years, simply be
cause every note 1 played meant so much 
more; it tied in with the drummer, it wasn’t 
lost, and I wasn't playing for myself. I was 
making a very clear statement that projected 
—I could project to people. It was a 
combination of volume and intensity and be
ing able to be as or more expressive than 1 
used to be on acoustic piano.

“The acoustic piano by itself is an extreme
ly expressive instrument,” Hammer clarified, 
“but once you have a drummer going with 
you—sticks and cymbals—the subtle under
statement is very hard to achieve on piano. 
Electric is very limited in that range, too, as 
far as touch control and just being expres
sive,” added Jan who confided that he and 
Andy Topeka are working on changes in the 
Rhodes electric piano that will permit the 
bending of notes. (Hammer hasn’t abandoned 
acoustic piano; he plays it on portions of The 
First Seven Days and on two tracks on Elvin 
Jones’ album called Elvin Jones Is On The 
Mountain.)

“The synthesizer saved me,” he continued, 
“it’s really what I was looking for all along. I 
feel the synthesizer has become my voice, 
permitting me to really speak out and say 

something deep. 1 can express myself better 
on it than on any other instrument.

“Another thing that took me away from 
jazz, especially the avant garde, free jazz, was 
the searching element.” Hammer’s music 
these days is thoroughly structured and 
charted. “I find that sometimes it can be fun 
to play, but 1 also find it extremely boring 
when I put myself in the role of a listener. If I 
hear a band. I can tell when they’re search
ing. I think you should do your searching at 
home or in rehearsal, when you get on stage 
you better know exactly what you are going 
to do. Now, I’m not talking about writing out 
solos, but searching as far as a mode of com
munication. That has to be established be
forehand or it’s just boring. How can you 
move an audience if you do like tinkle-tin
kle-tinkle and nobody steps out and makes a 
statement?”

A page in recent musical history was written 
during Jan’s stay with the Mahavishnu 
Orchestra, a unit that recorded three albums, 
stayed together a little more than two years, 
and left a high energy burn on the face of 
1970s music.

“With the Mahavishnu Orchestra I felt we 
were really starting to do away with search
ing, we were coming in with some definite 
modes. None of us will ever be the same after 
that band—and a lot of other musicians 
won’t be either. Wherever I turn, 1 hear peo
ple picking up on that stuff. Europe is full of 
Mahavishnu Orchestras."

The Orchestra acted as a catalyst for all 
five musicians, each of whom were heading in 
the same direction, but from different angles. 
“We were moving the same way musically, 
but all of a sudden we made the quantitative 
leap, and it really started happening. Every
body found they could do whatever they had 
been doing but they could do it better in the 
context of the Orchestra. We thought alike 
melodically, harmonically. . . . John could 
bring a sketch in and he knew the band 
would just grab it and make an incredible 
piece of music out of it—just organically. 
There was some great collective work.

“But it all happened so fast. We were ill- 
prepared to deal with the complex personal 
problems that arose. Oh, it wasn’t only the 
commercial recognition, it was also the qual
ity of the music, the volume, the intensity, ev
erything combined. It changes you. It made it 
quite intense to deal with each other. Toward 
the end we used to joke that we were going to 
have five separate limousines.

“At the finish we were playing what was 
still the most intense stuff around,” said 
Hammer, who estimated the band probably 
played about 500 concerts. “But we were to
tally disinterested, we were just detached 
from it completely. It was really weird, there 
was no purpose to it."

As far as recent developments go, with Mc
Laughlin disbanding the Orchestra and for
saking his guru, Hammer said, “The best 
thing of all is that John is no longer Maha
vishnu, there’s no such thing as the Maha
vishnu Orchestra. We’ve got John McLaugh
lin back, it was a long time coming, but it fi
nally happened.”

As far as leading his own group. Jan feels 
the concept of the band is still developing in 
terms of the music it will ultimately be play
ing. The unit presently consists of drummer 
Tony Smith, formerly with Azteca and Malo; 
bassist Fernando Saunders, who played with 
a Detroit disco band called Bohannon as well 
as Larry Young; and a 19-year-old violinist co
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four ways to 
get someone in the music business 

to listen to your song.

(Please print)

Address

City State Zip
A presentation of Sterling Recreation Organization

From:
Name _____

The sure way is the 
1976 American Song Festival

Instead of going to ridiculous lengths to get a music business 
heavy to hear your song, enter it in the 1976 American Song 
Festival songwriting competition. We ll guarantee your song will 
be heard. At least twice. And by the "right' people. Because the 
right people serve as our judges. They're A & R pros, music 
executives, artists and publishers.

All you need is a song. You don't even have to write music, 
because all entries are submitted on cassettes. And there are cat
egories for all kinds of music.

If you've been dreaming about being in the music business 
instead of just reading about it, this could be the break you've been 
looking for.

Over the past two years, more than $250,000 in cash prizes 
have been awarded. But even more important, there's a chance to 
advance your career with recording and publishing contracts. 
That's what happened to many of our past entrants. This year it 
could happen to you.

We are accepting entries now, so mail this coupon today for 
complete information and an official entry form.

The American Song Festival
(An International Songwriting Competition)
5900 Wilshire Blvd., W. Pavilion, Los Angeles, CA 90036

(213)930-1090



***** excellent. **** very good.
*** good. ** lair, * poor

McCOY TYNER
TRIDENT—Milestone M-9063: Celestial Chant; 

Once I Loved; Elvin (Sir) Jones; Land Of The Lonely; 
Impressions; Ruby. My Dear.

Personnel: Tyner, piano; Ron Carter, bass; Elvin 
Jones, drums.

★ ★ ★ ★ ★

Tyner’s rolls of exploratory thunder, al
ways virtuosic but occasionally overgymnas- 
tic, are controlled here through the presence 
of some sobering influences. Yet these ele
ments do not restrain creativity. As all con
structive input should and does, they en
hance, they broaden, they perfect.

The choices and departures, taken at 
Tyner’s volition, impose a kind of savage 
grace that is the persona of Trident. One 
would not ordinarily associate McCoy, 
whose heart and art lie in National Geo
graphic African plateaus, to reach out for 
medieval, courtly European harpsichords 
and celestes. Yet he does. The result is not 
some tinkertoy musing by an ivory-jaded ex
perimentalist. Neither is it a castrated restate
ment of previous themes, its fangs declawed 
by elegant instruments. Unexpectedly, Tri
dent represents the best of both worlds.

The opening rolls of Celestial Chant are 
hammered repetitively, but with a kind of 
mystique unknown for harpsichord reper
toire. The line is endlessly duplicated, but 
rather than bore, it glues to the brain like an 
ant sticks to flypaper. The soft, opening thud 
is a natural hook, and just might strike you 
deep in the medulla as you shop at the super
market. This eventually yields to Carter’s 
bass, which plays the identical statement, 
serving as a propulsive base for McCoy’s 
characteristic ruffles and flourishes.

Ron Carter, of course, is as precise as an 
atomic clock. Tyner needs this. Not that 
Joony Booth wasn’t getting the job done, but 
at its best, McCoy’s creations are rhythmic as 
well as exploratory. To live up to his ultimate 
potential, he needs a disciplinarian, one 
whose timekeeping directions will provide a 
toe-tapping point of reference for those nor
mally unable to comprehend Tyner’s more 
adventurous runs. Not that Booth couldn’t 
have done it, but in plain English, he didn’t. 
Guess it is tough to be an apprentice in the 
master’s workshop.

Here, however, Tyner is among his peers. 
Input and feedback flow freely. Carter’s fas
cination with Latin and Brazilian rhythms is 
well-known, leading to the supposition that 
Jobim’s Once I Loved is included at his sug
gestion. No matter what the attribution, the 
inclusion is a right fine idea, since the num
ber bends and stretches fluidly to Tyner’s 
quiet fire. Why doesn’t he play sambas more 
often?
20 □ down beat

Even Elvin has the perfect beat on Loved. 
Yet more welcome is the fact that he actually 
solos on Land Of The Lonely. Jones, the 
unselfish near-metronome, may mark a 
frightening direction on his recent dates but. 
although no show-stopping cadenza, the 
solitary excursions reveal the undesecrated 
ability we knew was there all along.

With all these elements combined. Trident 
is a true, connubial synthesis. —show

MIKE GIBBS
THE ONLY CHROME-WATERFALL OR

CHESTRA—Bronze 1LPS 9353: To Lady Mac: In 
Retrospect; Nairam; Blackgang: Antique; Under
growth; Tunnel Of Love; Unfinished Sympathy.

Personnel: Charlie Mariano. Ray Warleigh, Stan 
Sulzmann, Alan Skidmore. Tony Coe, Duncan La
mont. Chris Taylor, woodwinds: Derek Watkins. 
Butch Hudson, John Huckridge, Ian Hawer. Ken 
Wheeler. Henry Lowther, trumpets and fluegel
horns; Chris Pyne. Dave Horler, Bill Geldard. trom
bones; Philip Catherine, guitars; Steve Swallow, bass 
guitar and electric piano; Bob Moses, drums; J umma 
Santos, percussion; Gibbs, keyboards and conductor; 
unidentified string section led by Pat Hailing; Colin 
Walker, electric cello (track 5).

★ ★ ★ ★ ★

Mike Gibbs has put together a superb set 
of sparkling, quicksilver performances which 
amply justify the metaphor “chrome-water
fall.” Bringing together elements from the 
lexicons of jazz, rock, big band and classical, 
Gibbs has forged a vibrant, pulsating, indi
vidualistic music.

Gibbs is strongly supported by the ebul
lient rhythmic work of Catherine (guitar), 
Swallow (bass), Moses (drums), and Santos 
(percussion); the tasty soloing of Catherine. 
Mariano and reedman Tony Coe; plus a band 
and string section that meet the formidable 
challenge of Gibbs’ constantly evolving or
chestrations.

7b Lady Mac: In Retrospect is an efferves
cent chart with shifting chordal launching 
pads for solo essays by Mariano and Cath
erine. The collaborative effort of Moses, 
Swallow and Gibbs on Blackgang forms a 
tough, tight canvas for the sinister jabs and 
slashes of Coe’s bass clarinet. Antique finds 
Coe’s haunting tenor threading along an 
ethereal web of slowly unfolding strings. The 
propulsive rhythms of Moses and Santos 
along with Mariano’s nadhaswaram (an un
keyed reed instrument of India) color the 
exotic Undergrowth. Tunnel Of Love features 
Mariano’s exuberant alto while Catherine 
electrically etches his mark on Unfinished 
Sympathy. Catherine’s Nairam is a flowing but 
vitally intense ballad.

One of the remarkable qualities about 
Gibbs’ music is its ability to instantly grab 
yet challenge the listener. Pulled in by the 
hard rhythmic core, one soon discovers on 
the horizon a set of distant and provocative 
vistas. This is music rich with both sensual 
and cerebral dimensions. —berg

JOHN LEWIS
P.O.V.—Columbia PC 33534: Mirjana Of My 

Heart And Soul; Lyonhead; P.O.V.; Beach-Head; 
Nina; Games.

Personnel: Lewis, piano and harpsichord: Richard 
Davis, bass; Me) Lewis, drums and percussion; Har
old Jones, flute; Gerald Tarack. violin; Fortunato 
Arico, cello.

★ * ★ ★ ★

John Lewis has always epitomized the 
terms “taste” and “economy,” as they are ap
plied to musical expression. In my mind, he 
possesses the ability, second only to Duke El
lington. to successfully state full melodic 

concepts and make allusions to a vast vo
cabulary of collective Americana-European 
motifs by simply playing one or two sparse 
but crucially voiced chords. Lewis never 
wastes a solo on pyrotechnics, nor does he 
take an inordinate amount of time to con
struct aural moods or harmonic motion. In 
the opening 30 seconds of a piece, he can 
present his theme, create a central and con
sistent mood, and sweep his listeners into the 
emotion and content with uncompromised 
grace.

On P.O.V.. Lewis’ first post-M.J.Q. record
ing. he promotes his familiar vision of a jazz 
and classical fusion in an intimate chamber 
context. Although he has written and ar
ranged for orchestras in the past, and hope
fully will in the future. Lewis avoids the big 
sound here, preferring, instead, to work with
in the confines of a small rhythm section, 
cello, flute, violin, and his own piano and 
harpsichord. He draws freely from baroque, 
blues, swing, cool, and even modified rock 
elements to paint his vignettes, and while 
such seemingly disparate components might 
suggest confused or irresolute purposes, Lew
is laces it all together into an appealing and 
telling pattern. The opening track. Mirjana Of 
My Heart, is the perfect case in point. While 
the bass and cello underline the motion, the 
harpsichord and flute state the theme and es
tablish a mournful, descending melodic line 
that gently, with the prodding of a blue chord 
or two (on harpsichord!), yields to that 
smooth, bluesy M.J.Q. sound.

Lewis, of course, always surrounds himself 
with the most articulate and resourceful mu
sicians he knows, and P.O.V. finds him work
ing with an ensemble that plays as though 
they have been together for a decade. The 
flute, violin, and cello are generally used in 
the theme settings and conclusions of a piece, 
sort of a baroque symmetry. When it comes 
to the solos and extended dialogue, however, 
the action unfolds in a trio setting: John Lew
is on piano. Mel Lewis on drums, and 
Richard Davis on bass. Not to be cute, but 
the very names do bespeak the quality of the 
interactions; Mel plays with uncommon re
straint, John sounds like a confident newly
wed, and Richard plays with his characteris
tic fullness and imagination. 1 don't know 
what to expect from the remaining M.J.Q. 
survivors, but John Lewis has never sounded 
better. —gilmore

GIL SCOTT-HERON
AND BRIAN JACKSON

FROM SOUTH AFRICA TO SOUTH CARO- 
UNA—Arista 4044: Johannesburg: A Toast To The 
People; The Summer Of '42; Beginnings (First Minute 
Of A New Day); South Carolina (Barnwell); Essex; 
Fell Together; A Lovely Day.

Personnel: Bilal Sunni Ali, flute, tenor sax, har
monica; Brian Jackson, flute (track 4), synthesizer 
(track I), keyboards, vocals; Scott-Heron, electric 
piano (track 4), vocals; Danny Bowens, bass guitar; 
Bob Adams, drums; Barnett Williams. Charlie Saun
ders. Adenola. percussion; Victor Brown, percus
sion, vocals.

**/**★★
As art, or even as distinctive entertainment, 

Scott-Heron’s work is defective in any num
ber of ways. As propaganda, it is highly effec
tive. and often brilliant. Thus the split rating 
above.

Now, propaganda isn’t necessarily a 
pejorative term. Indeed, much of what we do 
each day is essentially propagandistic insofar 
as we are trying to persuade others to accept



BILL EVANS:
The Source of Keyboard Greatness

THE NEW BILL EVANS RELEASE:
Since We Met F-9501

The major influence on most 
of today’s foremost jazz pianists 
is not some legendary veteran, 
but a still-young, vital force whose 
latest work continues to show an 
overwhelming lyricism and 
inventiveness.

His latest Fantasy albums show 
him both following the paths he 
has already brilliantly mastered 
(the newly released Since We Met 
is by the trio ‘live’ at the Village 
Vanguard) and exploring totally 
new territory (the recent, already- 
classic Tony Bennett/Bill Evans 
collaboration).

The Milestone reissues of his 
early Riverside landmarks serve 
to remind that he has been 
magnificent and unique for quite 
some time now.

THE CATALOG:

The Tony Bennett/ 
Bill Evans Album 
Fantasy F-9489

Intuition
Fantasy F-9475

The Tokyo Concert 
Fantasy F-9457

The Village 
Vanguard Sessions 
Milestone M-47002 
Two-record set

“Peace Piece” and 
Other Pieces 
Milestone M-47024 
Two-record set

From Fantasy Records



Accompanist to:

Leonard Bernstein 
Dave Brubeck 
Burt Bacharach 
Aaron Copland 
Ferrante and Teicher 
Lukas Foss
Erroll Garner
John Green
Dick Hyman
Seiji Ozawa
Oscar Peterson
André Previn
Gunther Schuller 
George Shearing 
Bobby Short
Michael Tilson Thomas 
Teddy Wilson 

our own positions and beliefs, or to reinforce 
them in convictions we approve of, rather 
than listening with openness and in the spirit 
of true dialogue for the others’ points of view. 
Politics, whether on a small or a large scale, 
cannot be conducted without propaganda— 
nor, probably, can most group activities.

But this is not high-level entertainment, 
simply, because the quality of the music is at 
best banal, with the lyrics erratic, and the 
performance unexceptional. There are a few 
interesting, strictly musical, features: Ali’s 
Sheppish, keening tenor intro to Essex stirs 
the emotions perhaps more than does any 
other moment on the album; the several repe- 
titions-with-variations of the entire structure 
of Fell provides strong, suggestive tension; 
and some of the vocal harmonies are also 
striking. This last case, however, is problem
atic: is it a sophisticated, neo-African har
monic conception that makes the intonation 
in the chorus sections of Beginnings (and else
where) go “flat,” or might it be poor execu
tion or some wowing in the recording proc
ess? It is not clear that this is an intended 
effect.

The lyrics. Well . . . those who think Scott- 
Heron a poet will not, of course, change their 
minds, but one is hard put to justify the term. 
From Toast: “And ever since we came to this 
land/this country has rued the day/When we 
would stand as one. . . .” Probably Scott- 
Heron meant dreaded rather than rued, but 
certainty is impossible. From Essex: “Let me 
see the kings of old recrown themselves/Let 
me see the lost regain who’ve found them
selves.” Regain what? Regain is a transitive 
verb requiring an object, to be pedantic; the 
point is that in these and several other in
stances, Scott-Heron uses words so impre
cisely that any felicitous or effective diction 
which is the slightest bit unusual is called 
into question as, possibly, another gaffe. But 
considered as propaganda, what difference 
do these errors make, since the audience al
ready agrees with, or at least is fully prepared 
to hear, the sentiments behind the lyrics. 
(Such an audience will also excuse, and per
haps even take pleasure in, the sloppy near
rhymes of South Carolina: “Carolina/dcsign- 
ers/reminder/behind ’em/remind you.”)

As a singer, Scott-Heron does have a great 
deal to offer. His voice is clear, crisp, sincere, 
his intonation true, his delivery individual
ized. Moreover, he really puts himself out 
there: the backgrounds in most of these tunes 
are quite spare, so that the vocals must carry 
a large proportion of the weight. Scott-Heron 
seldom falters, and often uses the implicit 
loneliness in the arrangements to heighten 
the dramatic impact of the songs.

But the whole album consists of preaching 
to the converted. There isn’t a new percep
tion, musical or ideational, on it, and it sure 
as hell isn’t dance music. —heineman

TONY BENNETT/ 
BILL EVANS

THE TONY BENNETT/B1LL EVANS ALBUM 
—Fantasy F-9489: Young And Foolish; The Touch Of 
Your Lips; Some Other Time; When in Rome; We'll 
Be Together Again; My Foolish Heart; Waltz For 
Debby; But Beautiful; Days Of Wine And Roses.

Personnel: Bennett, vocals; Evans, piano. 
★ ★ ★ ★ ★

Fade-in on a wide-angle shot of a spacious 
and sophisticated East Side penthouse. The 
elegant partygoers have gathered themselves 
in clusters of two, three, and four. With the 
twinkling lights of the New York skyline in 

the background, the camera dollies in on a 
distinguished gentleman with beard and 
glasses approaching a glistening Steinway 
grand. After several gorgeous chords, the pi
anist is joined by a man whose physical ap
pearance, voice and delivery project a world
ly yet unjaded attitude and experience. After 
several bars of Some Other Time, the conver
sational clusters fragment and coalesce into 
an audience drawn together by the spellbind
ing magic of the two consummate musicians.

This fantasy scene of course features the 
extraordinary and uncompromising artistry 
of Tony Bennett and Bill Evans. For me, it 
now hovers above all those Hollywood films 
of the ’30s, ’40s and ’50s that attempted to 
capture that special urbanity and sophistica
tion that up until a few years ago was part of 
the national mythology of New York.

Myths and fantasies aside, The Tony Ben- 
nett/Bill Evans Album is a magnificent mu
sical accomplishment. Bennett has never 
been better and Evans again shows his abili
ties as a first-class accompanist. The warm, 
intimate ambiance between these two pros 
who obviously have such respect for each 
other’s musical personalities provides an un
forgettable experience. Bravo! —berg

GROVER
WASHINGTON, JR.

FEELS SO GOOD—Kudu 24: The Sea Lion; 
Moonstreams: Knucklehead; It Feels So Good; Hydra.

Personnel: Washington. Jr., tenor and soprano 
saxes; Bob Janies, piano, electric piano and synthe
sizer; Eric Gale, guitar; Louis Johnson, bass (tracks 
4 & 5); Gary King, bass (tracks 1, 2, and 3); Steve 
Gadd. drums (tracks 1 and 2): Jimmy Madison, 
drums (track 3); Kenneth Rice, drums (tracks 4 & 5); 
Ralph MacDonald, percussion; Randy Brecker, Jon 
Faddis. John Frosh, and Bob Millikan, trumpets and 
fluegelhorns; Alan Raph. Barry Rogers, and Dave 
Taylor, trombones; Sid Weinberg, oboe and English 
horn.

★ * V2
Grover looks out from the cover of his new 

album with a forced hardness underneath that 
halo, like a bad angel who always knows 
more than he tells. (Or one whose wings nev
er take him quite as high as he would care to 
fly.) Feels So Good, following close on the 
heels of the highly successful Mister Magic, 
furnishes us with more of Washington’s pleas
ant rhetoric, but not too much to think about.

The first side neatly bears the weight of 
substance for this offering. Arranger Bob 
James quickly weaves an eerily sensual spell 
in his own opening tune, The Sea Lion. 
Grover’s moody soft tenor, as is his wont, ral
lies around a fixed motif, never varying great
ly in register or attack. While Steve Gadd’s 
exceptional drumming renders the piece 
slightly more complex than dance fare, one 
can feel the hustle rhythm pulling on the feet. 
As standard with James’ fare, the horns and 
strings are punctuations of afterthought.

Grover’s Moonstreams is the most enchant
ing melody the album affords, a prime ve
hicle for his soprano sax, which he flutters as 
a flute player would. The natural strength of 
the piece’s beauty is such that James could 
have dispensed with the cumbersome string 
settings. Of special note is Eric Gale’s haunt
ing guitar solo, framed by a meticulous touch 
and tone. Gale also shines in a different vein 
on Knucklehead, a funky exercise akin to 
Hancock’s simple repetitive bass line exer
cises. James manages to offset the inherent 
monotony by fusing improvised parts with 
classical slices, such as Sid Weinberg’s stately 
oboe in the distance.

22 □ down beat



Any music deserves better than to be ad
judged “background music,” for such treat
ments debase the force of the art. Grover’s 
music is pleasant, affable, reaffirming for its 
listeners, non-assuming, but certainly not 
challenging for anyone but the most staid. It 
can fit in the right places or moods of a given 
day, yet to see its acceptance at the undoubt- 
able expense of music with more progressive 
designs can be understandably disillusioning 
to some. How many of the buyers who have 
made Grover Washington, Jr. the commercial 
success that he is are aware or appreciative of 
the past or contemporary progenitors of his 
craft? He is, after all, a fairly one-dimension
al sax player, or at least he is recorded that 
way. Does he ever blow a phrase that makes 
you sit up, catches you by the throat, or 
threatens to crush your mentality? Feels So 
Good is faithful to the intent of its title, but 
sometimes it feels so good to hear a note that 
can make you cry. —gilmore

LOUIS BELLSON
THE LOUIS BELLSON EXPLOSION—Pablo 

2310-755: intimacy Of The Blues; Quiet Riots: Carna
by Street: Beyond Category; Chameleon: Open Your 
Window; Movin' On; Groove Blues; La Banda 
Grande.

Personnel: Blue Mitchell, Snooky Young, Bobby 
Shew. Dick Mitchell. Dick Cooper, Cat Anderson, 
trumpets; Nick DiMaio, Gil Falco, Ernie Tack, 
Mayo Tiana, trombones; Don Menza, Pete 
Christlieb. Dick Spencer, Larry Covelli. Bill Byrne, 
reeds; Nat Pierce. Ross Tompkins, keyboards; John 
Williams, bass; Mitch Holder, guitar; Paulo Magal
haes, Dave Levine, percussion; Bel Ison, drums.

★ ★ ★

Bel Ison's is an excellent big band. No mis
take about that. It’s a worthy crew that can 
pull the best out of any chart that comes its 
way. And in Blue Mitchell and Pete Christ
lieb it has a strong solo nucleus. Yet only 
three tracks on this LP are really satisfying 
and swinging big band specimens. Quiet 
Riots, Groove Blues and Intimacy each have 
bite, cohesiveness, drive and unparalleled 
swing. The reed section, particularly on the 
first two, moves like the wind, and Don 
Menza solos impressively on Groove. Cat An
derson surveys the final bars of Intimacy and 
Groove from atop his asteroid and puts a lid 
on the brass ensembles throughout much of 
the rest of the album.

Carnaby and a gospel-tinged Beyond Cate
gory are minor charts designed mainly to give 
the leader maximum solo leeway—an oppor
tunity Bellson seizes with his customary 
craftsmanship.

Chameleon and Movin’ are a couple of 
pseudo-rock exercises in which volume and 
power get passed off as substitutes for feeling 
and swing. The trumpets blare as Bellson 
plugs every open bar with a needless flourish. 
More economy of style might give a greater 
sense of sustained momentum. As it is, such 
fills serve only to interrupt the already jerky 
flow of the writing.

Harry Nilsson's Window is an attractive 
change of tempo, cast in soothing voicings 
with a fine solo by Christlieb. —medonough

BRASS FEVER
BRASS FEVER—ABC Impulse ASD-9308: Lady 

Marmalade; Djingi; Sunshine Superman; Back At The 
Chicken Shack; Bach Bone.

Personnel: George Bohannon, Charlie Loper, 
Frank Rosolino (tracks 1,2. 3), Kai Winding (tracks 
1,2, 3), Garnett Brown (tracks 4. 5), trombones; Os
car Brashear, trumpet; Jerome Richardson (tracks 1, 
2, 3), John Handy (tracks 4. 5), Buddy Collette 
(tracks 4, 5), woodwinds; Jerry Peters (tracks 1, 2, 
3). Phil Wright (tracks 4, 5), Sonny Burke (tracks 4,
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5), Odell Brown (track 4), keyboards; Melvin "Wah 
Wah” Ragin (tracks 1, 2, 3), Elliott Randall (tracks 
1,2, 3), Lee Ritenour (tracks 4, 5), guitar; Scott Ed
wards, James Jamerson (track 1), electric bass; 
James Gadson (tracks I. 2, 3), Shelly Manne (tracks 
4, 5), drums; Eddie “Bongo” Brown, Emil Richards 
(tracks I, 2, 3), percussion; Sonny Carter (track 1), 
vocal effects; Wade Marcus, arranging and conduct
ing.

★ ★
Brass Malaise is a more apropos title than 

Brass Fever for this somnolent collection of 
smoothly-crafted but undistinctive elec
tronically-tinged big band rock. The only 
“fever” generated is the frustration resulting 
from the squandering of the considerable tal
ent involved. This is, therefore, a depressing 
musical disappointment.

There are several large problems. First, is 
the pedestrian quality of the charts. Sounding 
more like sketches from a beginners arrang
ing course, the listless ensemble writing is, in 
addition to being a liability in itself, a heavy 
weight on the soloists. Lady Marmalade is a 
totally plodding line with an equally plod
ding rhythmic backdrop that offers the im
provisors an E minor chord and little else. To 
the credit of the professionalism of Frank 
Rosolino, Oscar Brashear. Elliott Randall 
and Jerome Richardson, the soloists are able 
to rise somewhat above their impoverished 
musical surroundings. But not much.

Another serious problem involves the final 
mix. This album, like too many others, as
sumes that the public is primarily interested 
in the big beat. The result of this shallow as
sumption is that what should be in the fore
ground is instead put in the background. I. 
for one. am tired of hearing the finest efforts 
of first-class musicians submerged beneath 
the funka-chunk of routine rock rhythms.

What a waste of talent! But then maybe the 
whole thing can be recycled and plugged into 
the “pep-up” slot that precedes coffee breaks 
in Muzak’s human engineering regimen. It 
might even help get an extra Ford off the as
sembly line or an additional letter typed. But 
as music, this is one more album destined for 
that great cut-rate bin in the meat market.

—berg

CEDAR WALTON
MOBIUS—RCA APL1-1009; Blue Trane; Soho; 

Off Minor; The Maestro; Road Island Red.
Personnel: Walton, keyboards; Gordon Edwards, 

bass; Steve Gadd. drums; Roy Kawasaki, guitar; Ray 
Mantilla. Omar Clay, percussion; Roy Burrowes, 
trumpet and fluegelhorn; Wayne Andre, trombone; 
Charles Davis, alto and baritone sax; Frank Foster, 
tenor sax (solos); Adrienne Albert. Lani Groves, vo
cals.

This album is a mild disaster as soon as it 
hits the turntable, which is a shame. Walton, 
one of the best-regarded pianists in the mod
ern mainstream, has allowed producer Mike 
Lipskin to put together a “commercial”- 
sounding disc, and it's an embarrassment, 
keying on both Artificial rock and Latin 
rhythmic devices. Worse, Walton plays only 
electric piano, and with neither the grace nor 
drive he has always exhibited acoustically. 
Restricting him to the electric keyboard is 
like putting Rodin on Play-Dough.

Mobius abounds in misplaced sensibilities. 
Take Blue Trane, for instance, an unfortunate 
update of the Coltrane riff. It starts with rock 
four-beat and wailing electric guitar, and 
then a horn statement of the theme. Back to 
the guitar, as Kawasaki rolls out not the good 
times, but a long solo suffering from grating, 
fuzz-distorted tone. Walton riffles through a 

rutted solo, only the dependable Foster 
bringing some authority to the proceedings.

Soho is the disc’s high point, a good Walton 
composition whose Latin-funk melody and 
salsa harmonies fit the insistent beat and pop- 
pish instrumentation far better than Blue 
Trane. The inventive Steve Gadd brings 
imagination to his rhythmic chores—here as 
throughout the record—and Foster again 
shines with a careening soprano solo. If the 
other tracks matched material to treatment as 
well as Soho, this would be a better album. 
Not a lot better, but better.

Side two is truly offensive. Monk’s Off-Mi
nor is provided with an introduction and ar
rangement that transform its unique line into 
just another “tune.” Walton’s solo simply 
steals riffs from the previous tracks. The 
Maestro is a pretty bossa piece, until the un
real lyrics (about the late Duke) start up. 
brimming with insentient sentimentality: The 
Maestro went away, but not to stay, he’s just in 
Heaven / Sacred Concert in the sky, rehearsal is 
at seven. Walton completes the travesty with 
a synthesizer break right out of a Bugs Bunny 
soundtrack.

Despite some good moments, probably the 
best thing about this set of stale excesses is its 
clever cover, and that’s a ripoff of the Pass
port album jackets. I’m willing to bet Wal
ton’s heart wasn't really in this mess. That 
makes at least two of us. —tesser

DON ELLIOTT
REJUVENATION—Columbia 33799: Rejuvena

tion: Chime; Dean's Expression: Three; Listen: Seven 
Come Eleven: Ma Petite Doriane; Connecticut The 
Beautiful; Bolyero; The Last Time I Walked Away.

Personnel: Elliott, mellophone. vibraharp, vocal 
effects; Eugene Moye, cello; Toin Fay, keyboards; 
Frank Luther, bass; Mike diPasqua, drums; Ralph 
Williams, Latin, Brazilian percussion.

With the sole exception of the electronics 
used here, this set of genteel jazz perform
ances is in character greatly reminiscent of 
that of the similarly oriented Chico Hamilton 
Quintet of the middle 1950s. The presence of 
Moye's flowing, dark-hued cello accounts 
most immediately for the similarity, of 
course, as Fred Katz played a similar role in 
Hamilton’s group. Beyond this, however, is 
the shared conceptual basis of the two 
groups' music-making: a pleasantly low- 
keyed quasi-chamber music approach to 
playing jazz that results, unfortunately here 
as there, in a sort of pallid, enervated easy- 
listening music.

Charming, handsomely surfaced, well- 
planned and deftly played. Elliott’s attempt 
at musical rejuvenation—however personally 
satisfying or successful in bringing him at 
least nominally into the 1970s—boils down, 
if I can use this term in describing music of 
such low caloric content, to little more than a 
series of attractive, well-controlled exercises 
in eclecticism more reminiscent of film or 
television background music than of anything 
else. In-onc-ear-and-out-thc-other kind of 
music, that is.

The younger players with whom Elliott has 
surrounded himself acquit themselves well, 
and in Luther he has unearthed a splendid 
bassist (the rating is as high as it is primarily 
as a result of his sensitive, incisive playing). 
Keyboard player Fay is an agile and respon
sive instrumentalist and also is responsible 
for Chime, a languid mood piece suggestive of 
Mercer Ellington’s Blue Serge, and The Last 
Time I Walked Away, warm, attractive and
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not a little somber, one of the most successful 
pieces of the set. But on the whole, Rejuvena
tion is pleasantly irrelevant. Too many other 
things compel attention. —welding

JON HENDRICKS__________
TELL ME THE TRUTH—Arista AL 4043: Flat 

Foot Floogie; Naima; No More; On The Trail: Tell Me 
The Truth; Old Folks; I'll Bet You Thought I'd Never 
Find You; Blues For Pablo.

Personnel: Hendricks, vocals, original and addi
tional lyrics, misc. percussion; Judith Hendricks, 
vocals (track I); The Pointer Sisters, vocals (track 
1); Larry Vukovich. piano; Ben Sidran, piano (track 
6); Hadley Caliman, tenor sax and Hute; Boz Scaggs, 
lead guitar (track 3); Clint Mosely, rhythm guitar 
(track 5); Eddie Duran, guitar; Melvin Seals, organ; 
Larry “Tricky” Lofton, trombone; Tom Rutley, 
bass; Eddie Marshall, drums, Lenny McBrowne. 
drums (tracks 1 and 8); Benny Vellarde, percussion.

★ ★ ★ ★

It’s a sad comment on a culture’s resiliency 
when a people pretend to outgrow their need 
for a given singer’s voice, and even sadder 
when they pass his or her legacy into obscur
ity. Although I wasn’t familiar with the out
put of singers like Billie Holiday and Ella 
Fitzgerald in my early teens. I at least knew 
who they were; their names had assumed vo
cabulary status in American culture. But 
Lambert, Hendricks, and Ross, or King Plea
sure? How come nobody told me about 
them? Eventually, of course, somebody did. 
and I’m all the better for it. But these people 
deserve veneration, not classification under 
the novelty section.

Fortunately, times change. Some ears dis
cover the enchantment of a new sound for the 
first time, and others remember how nice it 
sounded to them originally. Aided by a resur
gent interest in the scat vocal styles of Lam
bert, ct al. Jon Hendricks has taken the op
portunity to record his first album for an 
American label in years. Tell Me The Truth. 
Rather than invoke the nostalgic ennui of 
“here we are again” acts such as The Andrews 
Sisters, Hendricks prefers to work in contem
porary styles, while proving, with incompa
rable mastery, that bob scat makes as much 
sense now as ever before. Special credit 
should go to Ben Sidran for sitting back, 
keeping things clutter-free, and letting Jon 
work his magic.

Not surprisingly, that magic comes across 
better on the uptempo and soulful material, 
particularly Slim Gailard’s Flat Foot Floogie, 
and Hubert Laws’ No More. The selected mu
sicians, particularly Hadley Caliman on sax, 
perfectly complement Hendricks’ pluck and 
verve. The ballads and experiments, however, 
do not favor in comparison; Naima cries for 
more pain, and Blues For Pablo never gets off 
the ground. Jon simply has to push too hard 
in his higher register on the slow stuff. But 
grant him his errors, because, as he states in 
his title song, he only wants to hear the truth. 
I think one phrase of On The Trail comes as 
close to verbal truth as one has any right to 
expect: “Boo-dadda-looda-we-bop.” All 
right! —gilmore

JEAN-PIERRE RAMPAL/ 
CLAUDE BOLLING

SUITE FOR FLUTE AND JAZZ PIANO—Co
lumbia M 33233: Baroque And Blue; Sentimentale; 
Javanaise; Fugase; Irlandaise; Versatile (With Bass 
Flute); Veloce.

Personnel: Rampal, flutes; Bolling, piano and 
composer; Marcel Sabiani, drums; Max Hediguer, 
bass.

* * * 1/2
Claude Bolling’s Suite For Flute And Jazz

Piano is a collection of seven contrasting epi
sodes based on dialectical interactions be
tween European classical and jazz elements. 
Unlike many similar ventures, this one works 
quite well.

Bolling, a composer of incidental music for 
European TV and films, has also collaborat
ed with such diverse jazz instrumentalists as 
Buck Clayton, Roy Eldridge, Sidney Bechet, 
Don Byas and Kenny Clarke. Since Rampal 
does not improvise, Bolling is the dominant 
jazz voice. His witty and sprightly forays, 
tastefully backed by bassist Hediguer and 
drummer Sabiani, therefore provide the al
bum’s musical highlights.

Rampal’s classical work 1 greatly admire. 
In Bolling's Suite, however, he seems miscast. 
Rampal's rather drab and colorless tone 
quality, his inability to improvise, and a ten
dency to play slightly flat drain Bolling's 
lines of their latent energy and edge. This is a 
work that requires the comprehensive talents 
of a flutist like Lew Tabackin or Hubert 
Laws.

Nonetheless, Bolling has made a valuable 
contribution to the literature for flute. In ad
dition. he has established himself as a fine pi
anist. —berg

LES OUBLIES DE JAZZ 
ENSEMBLE FEATURING 
WILLIAM “SMILEY” 
WINTERS

"THAT" NIGGER MUSIC!—Touche Records 
TRLPS 101: Introduction; Nigger/UR/AH Musician: 
Nigger/UR/AH Music; Persona Non Grata; Just For 
Smiles: Quelle Est Voire Raison D'Etre: "Smiley" 
Winters Gitting Righteously Down.

Personnel: Maric Braure (track 1 only). Sugar Ree 
(track 2 only), vocals; "Smiley" Winters, drums; 
Sonny Simmons, alto and tenor sax. English horn; 
Barbara Donald, trumpet; Ed Kelley, keyboards; 
Ray Drummond. Melvin Simmons, bass; C. L. 
Jones, tenor sax; Sonny Lewis, tenor sax & flute; 
Jules Rowell, trombone.

The problem: to convince you that an al
bum by unknown musicians on an obscure 
label is better than most of the music by 
name artists on major labels. These players 
are all San Francisco area “locals”. That can 
mean two things: no critic has stepped out on 
a limb to legitimize them as major jazz musi
cians and/or they have no popular following. 
On this powerful and important album, they 
legitimize themselves.

Barbara, Smiley and Sonny Simmons all re
corded for Arhoolie some years back. Smiley 
was one of Dinah Washington’s favorite 
drummers. Simmons had his most public ex
posure via Elvin Jones' excellent Illumination 
album. Kelly can be heard on Mike White’s 
albums. Everyone here has paid dues.

The record opens with rhythm while 
Frenchwoman Braure explains that jazz is 
Nigger music, whether so-called or not. 
Black songstress Sugar Ree delivers a strong 
rap to other Nigger musicians over a solid 
rhythmic base. Smiley’s drumming is under
neath everything on the album, supportive, 
listening, guiding. And Sugar does her own 
drumming as she repeats her themes, punctu
ating everything with that word.

These people have produced, composed, 
arranged and performed this music solely for 
their own enjoyment. In doing so they have 
created great jazz, filled with the jam session 
feeling. I don’t mean they play like Bird or 
Ornette, but they play out of the same source 
as previous Nigger musicians, only for today.
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No one sounds like Trane or McCoy, as do so 
many tedious occupants of the Jazz Hall of 
Mirrors.

The writing is excellent. Producer Jim 
Bronson’s Persona is delightful, though essen
tially a riff. There’s a Latin feeling to his 
Quelle which is pursued in a lyrical way by 
Rowell and the other soloists. The theme to 
Smiley’s Nigger/UR/AH Music is based on the 
words: “Nigger music, Nigger music, dig it, 
dig it, dig it!” And the soloists play with this 
phrase in such a way that we cannot forget it. 
The playing throughout is free yet mellow, 
non-competitive and still personal. The solos 
make sense. Barbara Donald’s trumpet solos 
are free melodic structures overflowing with 
emotion. It’s worth noticing the integral role 
of women on this album.

Smiley certainly deserves some attention as 
the leader and rhythmic source of these 
sounds. He gets the most solo space, but, un
like most drum-dominated albums, it doesn’t 
get boring. His playing has great textural va
riety, especially fine use of cymbals and an 
overlapping field approach to rhythm. In
stead of constructing simple linear melodies 
on the drums, he sets up contrasting rhythm 
patterns that shift and dissolve fluidly. His fi
nal spoken statement reveals both the deep 
source of this music and the underlying 
humor and good feelings of the players.

Incidentally, some of the musicians on this 
record are white, but they’re all Niggers.

—steingroot

When you join Ludwig's 
Spotlight Revolution 
you re in good company.

Spotlighted:
Led Zepplin’s John Bonham.

BILL EVANS
PEACE PIECE AND OTHER PIECES—Mile

stone M-47024: Minority; Young And Foolish; Lucky 
To Be Me; Night And Day; Epilogue; Tenderly; Peace 
Piece; What Is There To Say?; Oleo; You And The 
Night And The Music; My Heart Stood Still; Green 
Dolphin Street; How Am I To Know?: Woody 'N' You 
(Take I and 2); Loose Bloose.

Personnel: Evans, piano; Philly Joe Jones, drums 
(tracks 1-15); Sam Jones, bass, (tracks 1-9); Paul 
Chambers, bass, (tracks 10-15); Zoot Sims, alto sax; 
Jim Hall, guitar; Ron Carter, bass (track 16).

★ * * ★ Vz
Bill Evans has rightly been called one of 

the finest lyrical jazz pianists of our time. 
Few artists have been able to duplicate his 
poetic beauty, his tonal clarity and reso
nance. Evans’ influence on the development 
of post-bop piano playing has been telling; in 
many ways, he broke the ground which Jar
rett, Corea and others have so fruitfully culti
vated. Peace Piece is, thus, a welcome delight, 
a rediscovery of the early formative period of 
the virtuoso’s career.

Half of Peace Piece is a reissue of Evans’ 
second Riverside album, Everyone Digs Bill 
Evans. Recorded in 1958 after Evans left the 
Miles Davis Sextet, it contains some of the 
most memorable ballads on record. The re
mainder of the twofer was cut in 1959, save 
for one track recorded in 1962. Evans’ 
doubts about aesthetic quality have kept 
these tapes in the vaults till now.

It appears these doubts were unfounded. 
Six of the previously unissued tracks were re
corded with two members of that auspicious 
Davis sextet, Philly Joe Jones and the late 
Paul Chambers. Woodie ‘N’ You is typical. 
The music is straightahead jazz, precise and

All of a sudden things are changing. 
Today’s powerhouse rock drum
mers are writing and playing their 
way into the spotlight. And Ludwig 
drums are giving them plenty of 
musical ammunition . . . with the 
most sensational selection of 
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austere yet also spirited and brimming with 
lyric warmth. The two takes included here 
differ primarily in Evans’ solo. The second is 
a bit brighter and phrased in longer lines, 
creating a richer rhythmic and harmonic fab
ric. Though the trio performed Woodie many 
limes with Miles, it retains its spontaneity 
and vitality in this rendition.

Loose Bloose is one of the few recorded 
lunes in which Evans’ leads a quintet. It is the 
only surviving track from a 1962 session with 
Zoot Sims, Ron Carter, and Philly Joe Jones. 
Bloose is, as expected, cool, slow and bluesy. 
The clipped notes of the theme and the short- 
lined paraphrases give the lune an air of de
tached introspection. Carter’s solo, with its 
deft shifts in rhythm and accent, is the high 
point.

The reissued sides are cut from the same 
cloth. An irrepressible dynamism and bounce 
characierizes Minority, Night And Day, Oleo 
(compare this with Miles’ JATP version), and 
Tenderly. As good as these are, and Oleo is 
outstanding, they cannot match the exquisite 
sparkle of the ballads. The most celebrated 
tune is the solo Peace Piece. Unified by an en
trancing four-note group, the haunting 
composition achieves its poignancy through 
Evans’ mixture of delicate chords and lush, 
chromatic arpeggios. The piece is liberated 
from traditional notions of time and har
mony. Rather, it moves from one affective 
moment io another, motivated only by Evans’ 
uncanny feel for the creation of musical 
space. This brief description cannot do the 
piece justice; it must be heard and felt.

Piece Peace remains a fountainhead of con
temporary jazz. —marks

WILLIE BRYANT/
JIMMIE LUNCEFORD

AND THEIR ORCHESTRAS—Bluebird 5502: 
Throwin' Stones At The Sun: It’s Over Because We're 
Through; A Viper's Moan; Chimes At The Meeting; 
Rigamarole; Long About Midnight; The Sheik: Jerry 
The Junker: The Voice Of Old Man River; Steak And 
Potatoes; Long Gone; Liza; Is It True What They Say 
About Dixie?; All My Life; The Right Somebody To 
Love; The Glory Of Love; Ride, Red, Ride; Moonrise 
On The Lowlands; Mary Had A Little Lamb; I Like 
Bananas; Cross Patch: I'm Grateful To You; In Dat 
Mornin': Sweet Rhythm; White Heat; Jazznocracy; 
Chilian Get Up; Leavin' Me; Swingin' Uptown: Break
fast Ball; Here Goes (A Fool); Remember When.

Collective Personnel: Bryant Orchestra (Tracks I- 
22)—Robert Cheek, Richard Clark. Edgar Battle. 
Benny Carter, Otis Johnson, Taft Jordan, Lincoln 
Mills, Jack Butler, trumpets; R. H. Horton, Johnny 
Haughton, George Matthews, trombones; Stanley 
Payne, Glyn Paque, Johnny Russell, Ben Webster, 
Charlie Frazier, saxes; Teddy Wilson or Ram 
Ramirez, piano; Arnold Adams, guitar; Louis 
Thompson or Bass Hill, bass; Cozy Cole, drums; 
Bryant, vocals. Lunceford Orchestra (Tracks 23- 
32)—Henry Clay, Charlie Douglas. Eddie Tomp
kins, Tommy Stevenson, Sy Oliver, trumpets; Henry 
Wells, Russell Bowles, trombones; Willie Smith. 
Christopher Johnson. George Clark, Earl Caruthers, 
Joe Thomas, saxes; Eddie Wilcox, piano; Alfred 
Cahn, banjo; Al Norris, guitar; Moses Allen, tuba, 
bass; Jimmy Crawford, drums; Lunceford, director.

To the student of swing and orchestral jazz 
this album is of the greatest importance, since 
it fills in two large gaps—the Lunceford 
Orchestra’s recordings just prior to its 1935 
affiliation with Decca Records, and the ma
terial by the Bryant band, which until now 
has been very poorly represented on LP. 
With the exceptions of the first two Lunce
ford tracks—In Dat Mornin’ and Sweet 
Rhythm, recorded in June, 1930—all the per
formances in this double album dale from the 
mid-1930s, the remaining eight Lunceford 

sides from two early 1934 recording sessions, 
and the Bryant performances from the begin
ning of the following year on through mid- 
1936.

The ardent jazz fan will find the Lunceford 
performances of somewhat lesser interest 
than the Bryants for the simple reason that 
their jazz content is considerably lesser. The 
eight 1934 recordings catch Lunceford in the 
last stages of perfecting his orchestra into the 
smooth, versatile showband he had aspired 
to from 1925 on. They present the band in its 
fully realized form, its style set, its repertoire 
neatly balanced between suave instrumentals 
and sweet vocals, all lightweight popular 
song fare of the day.

The 1934 recordings are vastly different in 
temper, tempo and virtually every important 
respect from the band's two 1930 efforts, In 
Dat Mornin' (a sardonic burlesque of the re
cordings by black preachers so popular at the 
time) and Sweet Rhythm. The use of banjo and 
tuba in the rhythm section of the earlier 
band, as contrasted with the later guitar-bass 
combination, epitomizes the difference be
tween the two orientations. The shift is from 
the relative naivete of a New Orleans-based 
orchestral approach to the relative sophisti
cation of swing's more fluid handling of 
rhythm, section voicing, greater orchestral 
coloration, etc.—from back o’ town to up
town, as it were.

On balance, the shift in emphasis was not 
completely satisfying, from a jazz point of 
view, that is. The band's use of lightly written 
arrangements (often of trivial pop material); 
its musicianly but bland vocal efforts (Chilian 
Get Up, Leavin' Me, There Goes, Remember 
When); its emphasis on great precision of 
execution; its undeniable sheen and polish— 
these and like considerations, while having 
the desired result of leading to dance and 
show-band success, conspired to lower the 
band’s jazz content, primarily by reducing the 
amounts of solo time alotted its members, 
many of whom were fine jazz improvisers. 
The solos rarely exceeded one chorus in 
length, and in most cases were confined to 
verse-length or less, often being but four-bar 
cadenzas. For that matter, the “solos” occur- 
ing in many of the ballad performances fre
quently amount to little more than statements 
of the melody, as is the case with trumpeter 
Eddie Tompkins' two eight-bar solos on 
Leaving Me.

The Bryant band was, on the other hand, 
loose and spontaneous almost to a fault. A 
dancer turned singer, Bryant had been an en
tertainer quite popular with black vaudeville, 
cabaret and theater audiences during the 
1920s and '30s before forming and leading, 
during the middle of the latter decade, a mar
velous, underappreciated orchestra through 
which a number of the finest jazz instru
mentalists of the period passed. Chief among 
them were trumpeters Edgar Sampson (the 
band’s leading arranger as well) and Taft Jor
dan, pianists Teddy Wilson and Ram 
Ramirez, and saxophonists Ben Webster, 
Benny Carter (who also doubled on trumpet), 
Johnny Russell, Glyn Paque and Charlie 
Frazier, one of the earliest jazz flutists 
(check out his two brief spots on the April, 
1936 The Right Somebody To Love, predating 
by a year or so Wayman Carver’s flute work 
with Chick Webb).

Propelled by the brisk, resolute drumming 
of Cozy Cole, this musicians’ band was a fa
vorite of discerning black audiences for the
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quality and quantity of its members' solo 
work, its compelling rhythmic ease and its 
ability to animate even the tritest novelty, 
torch and maudlin pop songs of the day. 
Bryant was a lithe, resilient singer who 
phrased with unerring swing and frequently 
brought a wry, tongue-in-cheek quality to his 
delivery that gave life to even the dullest, 
most contrived songs.

The preponderance of the band’s efforts 
feature vocals by Bryant, Jack Butler, or Taft 
Jordan, but they are so engagingly set within 
the context of a deftly swinging jazz orienta
tion that the whole proves to be immensely 
injoyable. Like Earl Hines’ and several other 
bands of the period, the Bryant orchestra 
never really enjoyed the wide popular success 
of others like Lunceford’s that pursued a 
more broadly entertaining musical base and 
concentrated on developing a “signature 
sound.” Bryant, like Hines, was never too 
concerned with those things: he merely 
wanted a swinging big band to frame his in
gratiating, unpretentious vocals, a band that 
could act as safe, if somewhat temporary, 
harbor for a number of the jazz instrumental
ists he admired. If Bryant never achieved 
much in the way of commercial acceptance, 
he cartainly succeeded in the attainment of 
his personal goals, enjoyed the admiration of 
his peers, and in his recordings left a richly 
durable legacy to the future. A goodly por
tion of that legacy is displayed in this 
valuable set, with most of its value stemming 
from his contributions. —welding

ALBERT AYLER
WITCHES AND DEVILS—Arista 1018: Witches 

And Devils; Spirits; Holy Holy; Saints.
Personnel: Ayler, tenor sax; Henry Grimes, bass 

(tracks 1, 2, and 4); Earle Henderson, bass (tracks 1 
and 3); Norman Howard, trumpet; Sonny Murray, 
drums.

This 1964 date represents Ayler’s first ef
fort with an ensemble that was actually able 
to match his improvisational nuances. His 
post-Coleman sense of free form-frenzied 
melancholia, had, but for a few chance gigs 
with Cecil Taylor, been hampered by several 
dales with pedestrian musicians. The land
mark ESP days lay ahead of him, but on 
Witches And Devils the roots of Ayler’s most 
evocative phase were firmly planted.

Spurred on by the deft rhythmic sense of 
his sidemen, Ayler sparkles. The title cut, a 
delicious duet between Grimes and Hender
son, finds a talkative bow conversing with a 
chattering plucked bass, spurred on by Mur
ray’s alternate drum rolls. Yet the speaker of 
the house is Ayler, suffixing trumpeter How
ard’s blues dirge bleats with a mournful state
ment of his own.

At first listen, Ayler’s tuneful aspects are 
most often dressed in the dynamics of contra
puntal interchange between himself and 
Howard. True, snippets at the preface and 
coda of Spirits provide our only viable expo
sure to standardized melody, yet descending 
clusters of bartered notes between trumpet 
and sax on Saints show Albert at his best.

In addition to the scalar subtleties, a 
shadowy sense of Ayler’s highly personal 
mystique occasionally surfaces, especially on 
Holy, Holy, with a haunting graveyard moan 
meshing with Sonny Murray’s splashes to cre
ate a danse macabre.

A vinyl landmark, Witches And Devils is a 
definitive slice of Ayler in the springtime of 
his turbulent and short career. —shaw
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Our pal George...

There’s always a certain sense of intimacy between George Shearing and 
his audiences. It’s as though you were sitting on stage next to George’s 
piano—whether he’s performing with his quintet in a nightclub or with a 
symphony orchestra. For that famous sound, he chooses the Shure PE50SP 
microphone and, as George puts it, “the marvelously flexible Vocal Master 
Sound System.” In fact for 15 years, Shure has been a part of every George 
Shearing performance. That’s a long time to share billing with a star, but 
George wouldn’t have it any other way.
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Flora Purim-Airto

by léonard feather
Flora Purim and Airto are the first married couple to emerge as winners, 

in separate categories, in the 40-year history of the db Readers Poll.
Airto Guimorva Moreira, born in Itaiopolis, South Brazil in 1941, came to 

music via the acoustic guitar, studied piano between the ages of seven 
and nine, and was an experienced percussionist with conjunto (combo) 
work and radio shows to his credit before hitting his teens.

After leading a couple of groups in collaboration with Hermeto Pascoal, 
whom he names as a major influence. Airto moved to Los Angeles, where 
he studied for a year (1968-9) with Moacir Santos. Next came New York, 
a waiting period, and, in Feb. 1971, his first major jazz gig, with Lee Mor
gan in Brooklyn. The rest—thanks to Miles Davis, Chick Corea, Stan Getz, 
Cannonball, et al—is history.

Flora, born in Rio in 1942, studied with several private teachers: piano 
with her mother, guitar with Oscar Castro Neves, and theory with Moacir 
Santos. She and Airto worked together in Brazil for several years before 
they were married. They have a daughter, Diana, three, born in New York. 
A brilliant lyricist, she is best known for Light As A Feather, with Stanley 
Clarke.

This was the Moreiras' first blindfold test.

1. URSZULA DUDZIAK. Mosquito (from 
Urszula, Arista). Urszula Dudziak, vocalist, 
composer. Michal Urbaniak, arranger.

Flora: I heard the singer singing through the 
Echoplex. Now, that I know of, there's only one 
singer that uses a lot of electronics, and she’s a 
fantastic singer and she's from Poland. Her name 
is Urszula Dudziak. But I never heard this record 
before, though I think she's the only one it could 
be. I don't like particularly the way the song was 
structured. It's too much repeats and not much 
harmony happening.

If this is Urszula, I heard her on a better record, 
Newborn Light. I love that album. I didn't particu
larly like this cut, but there's some work here and 
she uses a lot of technique. It's hard to use the 
Echoplex if you don't know it. and she does know 
the Echoplex. I would rate four stars because I 
think everybody deserves acknowledgement in 
any effort in music, and I think, from what she's 
doing, it was all right. I just don't like the music 
and the structure of it.

Airto: Well, I also think it was Urszula Dudziak 
singing, and the only comment that I have is that I 
couldn't hear her voice that much. I heard a lot of 
synthesizers and I could hear a little bit that it was 
somebody singing through a synthesizer, but I 
think was not enough of her voice, so I'll give four 
stars to her and one star to the producer.

2. CLEO LAINE. Birdsong (Sambalaya) 
(from Born On A Friday, RCA). Cleo Laine, 
vocalist; John Dankworth, composer, alto 
sax.

Flora: Well. I think this one was Cleo Laine. I 
really like the way she sings. I don't particularly 
do this type of music, but I have to acknowledge 
she's got a great technique, and I would always 
love people that do good music, no matter what 
they’re doing at the present time. If it’s not exact
ly what I am into, I respect them and regard them 
very much. I give her five stars because she's an 
excellent singer.

Airto: I agree with Flora that it's Cleo Laine. 
Maybe not. because I am not sure. I don't listen to 
a lot of records, so I don’t really know; but I didn't 
like very much the song. It sounded pretty much 
like a Walt Disney song, you know, so I'll give it 
two stars.

Flora: What's wrong with Walt Disney songs?
Airto: It's too mellow.
Flora: Well, so what! Some people like mellow 

music.
Airto: Unless is Bill Evans, you know . . .

3. TOM SCOTT. Uptown & Country (from 
New York Connection, Ode). Tom Scott, 
composer, saxes, Lyricon.

Airto: I don't know who it could be. It could be 
Harvey Mason, but with that organ at the begin
ning I don't think that it was. I couldn't hear any 
singing, so is really hard to know. It was a very 
good group and the saxophone could be Grover 
Washington, but I really couldn't recognize.

Flora: The saxophone player I didn't think was 
Grover. I didn't like the cut anyway, and I was get
ting into it, but I don't think it sounds like Grover. I 
didn't like it.

Airto: It sounds like a lot of things being done 
today.

Flora: It sounds like Tom Scott a little bit.
Airto: Could be. Oh, yeah, right!
Flora: I don't think he would do a song like this. 

He is very talented and I don't think he would 
choose a thing like this.

Airto: You know, I think it was him, you know? 
I’ll rate it two.

Flora: I’ll rate it zero.
Airto: I'm sorry, Tom Scott!

4. ESTHER SATTERFIELD. The Summer 
Knows (from Once I Loved, Sagoma). Chuck 
Mangione, arranger; Don Potter, guitar.

Airto: We were talking, me and Flora ... I 
couldn't guess who was singing but Flora gave 
me a clue—it was Esther Satterfield. And I like 

the way she sings, though I think she exaggerates 
a little bit in her vibrato; but the rest of the music, 
like the acoustic guitar—they are all in tune, and 
that's very important. She really sings in tune and 
I would give five stars.

Flora: I agree with Airto. I acknowledge she 
sings in tune, which not many people are doing 
today. And I myself, I don't care. I can sing in tune 
but I don't worry about it. I think she's a good 
singer and I really agree with Airto.

5. FREDDIE HUBBARD. Put It In The Pocket 
(from Liquid Love, Columbia). Hubbard, 
composer, fluegelhorn; Carl Randall, co
composer, tenor sax.

Airto: I said Freddie Hubbard after the third 
note he played on the improvisation, because he 
played one of his phrases (sings). I liked the cut, 
though I think he's trying to reach more people so 
he's playing much more commercial, but I don't 
think is anything wrong with that. This particular 
cut was good, and the drummer was really strong 
and had a good sound, as Flora said. Five stars.

Flora: Well, I'll rate five too, not because I par
ticularly enjoyed this music, but as I told you, I 
think that musical efforts should be acknowl
edged. I would only rate low if I don't think there's 
any emotion there. In this case, personally, I wish 
I could hear him play a ballad, or some other type 
of thing that he does very well. I would give two 
stars for my personal taste, and for commercial 
achievement I would give five.

Airto: I would give it five stars, because I know 
the kind of music Freddie is playing now is com
mercial. but in his live performances he plays all 
kinds of music and you can hear him really 
playing.

6. SONNY & LINDA SHARROCK. Peaceful 
(from Paradise, Atlantic). Linda Sharrock, 
vocalist, composer; Sonny Sharrock, guitar, 
co-composer.

Airto: It sounds like a spiritual.
Flora: I like the concept of the singer, trying to 

match sounds with instruments. But I didn't par
ticularly like the music and I cannot identify who it 
is. I would give four stars for the concept and two 
stars overall, for the arrangement and music.

Airto: I couldn’t recognize either. It sounds like 
a black singer, but today you don't know, because 
there are a lot of white people singing and play
ing like they were black people and vice versa. 
But I would give three stars, because there is a 
lack of rhythm.

Flora: Very loose, without a form.

7. STANLEY CLARKE. Silly Putty (from 
Journey To Love, Nemperor). Clarke, com
poser, electric bass; George Duke, key
boards.

Airto: I think that is Stanley Clarke from his new 
album. I didn't like so much this particular cut, 
though Stanley Clarke is still one of my favorite 
bass players, and George Duke, who I think was 
playing the keyboards, is one of my favorite key
board players. But I think they did a lot of inter
play between themselves and I wish Stanley had 
written a melody for this song, and I wish some
body had taken a solo, because I couldn't hear 
any music.

For this type of thing I like what Herbie Han
cock is doing much better. So I'll give it. . . damn, 
I’m sorry, Stanley, but I'll give it two stars.

Flora: Well, I don't agree. I agree with Airto on 
the lack of the melody, but I also look at it as a 
bass player's album. There are a lot of sounds on 
the Fender that Stanley has developed and no
body else is doing it. That's why I also recognize 
the percussive sounds along with the notes . . 
and I think the main thing is the bassist’s work, 
along with the interplay. I’ll give it five, because 
Stanley has opened a lot of doors for new, young 
bass players. He is young himself, and I know the 
extent of his work is not just that; he has done all 
kinds of things and I acknowledge it. I think It is a 
good cut. db
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Profile. J
KENNY WHEELER

I 'd like to think of myself as being a jazz musi
cian. Or trying to be . .

Modest words from a most reticent man. At 46, 
a trumpeter, a composer, arranger, big band 
leader, sideman with almost every influential En
glish musician in the past ten years, and now with 
Anthony Braxton’s quartet, Kenny Wheeler is just 
"trying to be" a jazz musician. He seems sincere
ly unaware of his stature, unconvinced of his tal
ent, and quite perplexed that anyone should wish 
to know about him.

A Canadian by birth but an Englishman by both 
nature and residence (since 1952), Wheeler first 
began playing in his hometown of St. Catherines, 
midway between Toronto and Buffalo. "My father 
has always been a musician, a trombonist. There 
wasn't much jazz around the house; it was more of 
a dance band atmosphere, but through that I got to 
hear other people ... on the radio . . . maybe by 
accident. And my interest was awakened. I think 
the first trumpet player was probably Buck Clay
ton, whose sound I liked very much. And Roy El
dridge, that period.

"Jazz is probably a little more socially ac
cepted now than it was then. So there was pres
sure to find something more stable. And of 
course, I realized just how hard the jazz world is. I 
was going to go to Montreal University and study 
to become a high school teacher. I knew I didn't 
really want to do that and I happened to meet 
Gene Lees, who I knew in school. He was working 
on a Montreal newspaper. He had an idea to go to 
England. I went over first, he never arrived."

Initially, London offered only the same dance 
band work and occasional opportunities to sit-in 
that he had left behind in Canada. And although 
British tastes in jazz were leaning more and more 
to the trad bands, Wheeler was looking to bebop. 
"Even then, I was listening to Fats Navarro and 
Miles and trying to play with people like (altoist) 
Joe Harriott and (tenorist) Ronnie Scott.” A gig 
with John Dankworth began just bejore the saxo
phonist's prestigious appearance at the Newport 
Jazz Festival in 1959 and culminated some years 
later in Windmill Tilter, an album of Wheeler com
positions for big band based on Cervantes' Don 
Quixote.

"About the time I finished my association with 
Dankworth, I met a lot of the younger musicians, 
people like (drummer) John Stevens. I went along 
to his club because I was really quite frustrated. I 
wasn't getting any jazz playing in the then current 
jazz world. I went to hear the music he was play
ing and I really disliked it at first. But he wel
comed me and invited me to sit in. And that was it. 
That opened up a whole new area.

"I didn't work too much with the older musi
cians. I suppose the people of my era were 
Ronnie Scott, Tubby Hayes, Ronnie Ross ... I did 
work with Ronnie Scott for a while. He had a very 
good band but it was, except for him and me, 
mostly younger players, (pianist) Gordon Beck, 
(bassist) Ron Matthewson, and (drummer) Tony 
Oxley. Tony formed a sextet for a while with 
(saxophonist) Evan Parker, (guitarist) Derek 
Bailey, myself, and a trombone player, Paul 
Rutherford. That lasted for a couple of years.”

Wheeler recorded frequently until 1971 with 
Oxley and John Stevens, two of tree-music's most 
unique and adventurous percussionists (Baptized 
Traveller, Four Compositions . . . and Ichnos with 
Oxley and Oliv, Karyobin, The Source and So What 
Do You Think? with Stevens Spontaneous Music 
Ensemble). He mentions both “situations,", along 
with pianist Alex Schlippenbach's Globe Unity 
Orchestra and Anthony Braxton's quartet, as the 
kinds of improvisatory challenges he has particu
larly enjoyed.
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by mark miller

"There are certain situations where I some
times feel quite comfortable and happy because 
they mean I can indulge myself—do my little 
tricks. But when I analyze that, I'm really resting 
on my laurels. So I prefer to be in a more uncom
fortable situation which may make me think a bit 
more, and try to pull something different out of it. 
Naturally Anthony's music is like that, probably 
most of all. And Globe Unity—the free situation.

"Of course, writing for my own big band is very 
challenging. I like to get people from different 
areas of music and try to write for them. And it 
does work. With the big band, I don't think I could 
find many different players to make the music 
sound the same." Now three years old and rather 
rare, Wheeler's first album, Song For Someone 
(Incus 10), features such individualistic soloists 
as Evan Parker, Derek Bailey, alto saxophonist 
Mike Osborne, and vocalist Norma Winstone.

“I’m often pleased with the things I write, but 
never with anything I play. I don't know what's be
hind all that. I enjoy writing the music and having it 
played well and having it come off. I don't enjoy 
the spotlight bit, or the business you have to do. 
But I like writing for the group and I'd love to do 
more. It has to be pretty sparse for economic rea
sons. It pays so poorly in England that you can 
never prepare anything. I've been spoiled by 
working with people like Anthony, where you get 
together and work for days on the music. In En
gland, everything is a rushed affair, where you 
write a few quick arrangements and rehearse 
them half an hour before the gig. I find I'm losing 
interest in that kind of situation now.

"But I've been lucky. For the last five or six 
years, I’ve been able to work abroad, which has, 
in a way, satisfied my appetite—at least some of 
it. I guess I got involved with Globe Unity through 
Evan Parker, Derek Bailey, and Paul Rutherford. 
They’d been playing in Germany quite a bit longer 
than I and probably suggested my name to the 
German musicians." Wheeler has often performed 
at workshops on the Continent, as he did with the 
free blowing and darkly humorous Globe Unity to 
produce Live at Wuppertal, and previously with 
the Baden-Baden Free Jazz Meeting for Lester 
Bowie’s Giftin' To Know Y'AII. Yet another work
shop in Germany, November 1970, brought him in 
contact with Anthony Braxton. "I went over from 
England to the Jazz Workshop at Hamburg with 

people like John Surman, Evan, Alan Skidmore. 
Anthony was there with Circle, with Chick Corea, 
Dave (Holland) and Barry (Altschul). That's where 
I first met him." A recording session for The Com
plete Braxton followed early the next year. "It was 
never a constant thing, I went over to France a 
couple of times and worked with him. . .

Now a regular member of the quartet for the last 
two American tours and the two Braxton Arista al
bums, Wheeler acknowledges Braxton's influ
ence. "I don't consciously try to measure these 
things, I just feel that he has, as a writer and an 
improviser." And, at the saxophonist's request, he 
has picked up another horn, the mellophone. “I've 
had it for years and I keep meaning to get rid of it 
because I never feel comfortable on it. But I hap
pened to mention to Anthony that I had it. He likes 
as many tone colors as we can get, so I just blow 
it now and then for that.

"If I were just playing standard tunes with a 
quartet or quintet, I’d probably prefer a flugelhorn. 
You play in so many halls with lousy sound, that a 
flugelhorn at least gives you an instant, decent, 
likeable sound to your own ear. But that's prob
ably a kind of crutch, the easy way out; if you're 
playing a dry hall with poor sound, it’s very hard 
work to get a good sound on a trumpet."

That's Kenny Wheeler, always self-critical. "I 
suppose if I ever got to like my own playing, then 
I'd give up." He may be serious. He speaks warm
ly of other trumpeters though, admitting to a fond- 

£ ness in particular for Booker Little, Art Farmer, 
z early Miles, Benny Bailey, and in general for the 
z younger players. Not a kind word for himself, 
w And yet, just as this year finds him working with 
y Braxton and awaiting the release of his Gnu 
§ High—an ECM album with Keith Jarrett, Dave Hol- 
m land, and Jack De Johnette—other years have 

seen him composing and arranging for Maynard 
Ferguson, playing with Barry Guy's London Jazz 
Composer's Orchestra, the John Stevens-Phil 
Seaman group, Splinters, and Stan Tracey's band, 
and recording with Ian Carr (Solar Plexus. Laby
rinth), Mike Gibbs (Mike Gibbs, Tanglewood '63, 
Just Ahead), Philly Joe Jones (Trailways Express), 
John Surman (Conflagration), John Taylor (Pause, 
and Think Again) and John Warren (Tales of the 
Algonquin). It should be enough to do a jazz musi
cian proud.

HARVIE
SWARTZ
by arnold jay smith

N ew York City is alive with "intimate jazz 
clubs." In essence, they’re restaurants that aid di
gestion by the addition of duos—mostly pianos or 
guitars with basses. Some of the names are as 
colorful as the music and the food they serve: 
Sweet Basil, The Surf Maid, The Village Corner, 
Bar None, Tangerine, The West Boondock. Then 
there are the ones named for their proprietors: 
Bradley's, Barbara's, Churchill's and Willy's.

What is important about these jazz and blue 
plate specials is the fact that more artists are be
ing given a place to state their positions and dis
play their wares. Harvie Swartz is artiong them.

"I came upon the New York duo scene because 
it allowed me more room to stretch out. I had the 
opportunities to work with the biggest names in 
big bands and touring groups, but felt that I 
wouldn’t be given the chance to work as hard at 
what I wanted to do. I want to write as well as 
play; I want to be able to play both basses, my 
electric work having suffered the most due to un
derexposure."

He has worked with some fine pianists, Jim 
Roberts and Nina Sheldon among them. His work 
with the singing groups of Jackie and Roy and 
Jackie Paris and Ann Marie Moss have been pre
served on records (A Wilder Alias for the former 
and Live At The Maisonette for the latter.)



Originally a piano player, Harvie was reluctant 
to practice. “I never took it seriously. I never took 
lessons at first; I would sit down and play the 
tunes I heard on the radio. I refused to read music 
and practiced only what I wanted to. A friend of 
mine, also a pianist, suggested I play bass. I went 
to the high school and took one out. It was a bad 
instrument, with the strings off the board. So one 
day, when I was 18, I simply said 'No more piano,' 
and I played bass ever since. I never regret hav
ing played piano. I use it now in my writing and it 
allows me to play better with piano players.

It has only been recently that Swartz has played 
electric bass "I didn't take it seriously at first; my 
gigs were mainly acoustic. Now I divide my prac
tice time equally between the two. I still prefer 
acoustic because it feels so right when I hold it. I 
also like being able to control the intonation. I can 
get a full range of sounds and can use a bow. I can 
also practice all day long and not get bothered by 
neighbors. Electric has its assets. I enjoy funk and 
like the feeling I can get with that.

"Barry Miles got me interested in it. He writes 
for the instrument and makes me really practice 
his stuff, it’s that complex."

Barry Miles' Silverlight, the full name of the 
group, is only one ensemble that this versatile 
musician's talents grace.

"I feel like I have three lovers, three bands that 
cover my musical fields. Not in any order, let's 
start with Barry. I used to play at Richard's 
Lounge, in Lakewood, N.J., with an assortment of 
people: Lee Konitz, Bruce Ditmas, Jan Hammer, 
John Abercrombie. They would call me for a gig 
and I would just go and play with them. When 
Gene Perla left Silverlight, Barry asked me to 
come with him. We definitely have an affinity for 
each other, not only in the playing, but in the writ
ing. We think alike.

“Another group is a three-part cooperative 
called Inner Space, consisting of Eddie Daniels 
and Dave Friedman. Dave and I recently did an al
bum that included three of my songs. We did a 
duo gig in Albany and something clicked, so we 
worked around a bit. Then I met Eddie and we de
cided to try a trio. He's using clarinet and flute

and the colors are gorgeous. It's a challenge and 
I'm getting a chance to do all kinds of writing. The 
best part is the thrill I get from having it played so 
incredibly. Those two are the greatest. Dave is 
the best vibist in the world; the trouble is that he 
lays back and doesn’t push himself. In fact, none 
of us do; but we will now.

“My third love is Dave Matthews big band. He 
just wanted to start a rehearsal band and he 
called me. Dave's a fantastic writer and he writes 
for me; I actually feel he's writing for me.

"My opinion of big bands used to be that they 
were the lowest form of music. I played with Thad 
and Mel and while I liked it, I play my own way and 
I'm not interested in publicity. I'm interested in 
developing what I do. I played with Gil Evans for 
awhile and I loved that, too, except that it was too 
electric all the time. Matthews' writing allows me 
to play the way I want to play. In and out, a samba 
on one tune, a spaced out free thing the next. I 
play acoustic all night (at the Five Spot), but on 
the next album I will play electric bass also. I en
joy the funkiness.

"Again, I turned down some people who could 
have made my name more popular than it is, but 
these three bands, these people that I've started 
with, are going to be the new people, there's no 
doubt about that. Dave Matthews' band is going to 

get the recognition especially after we do one 
more record. (Their first was a live date on Muse, 
from the Five Spot, in New York.) I feel like I was a 
part of these groups from the beginning. I play 
bass the way I want to. And I can write, as well.”

Harvie came to the Apple in 1972 at the behest 
of pianist Mike Abene, who heard him and asked 
him to accompany Chris Connor and later Jackie 
and Roy and Jackie Paris and Ann Marie Moss.

"Coming to New York was a dream. I was mired 
around Boston, not being hired by the jazz people 
because I wasn't experienced enough, and not 
being hired by the classical people because my 
hair was too long. Suddenly, I was asked to gig 
with Mose Allison, Chris Connor, and Al Cohn & 
Zoot Sims Great! Except that I had burned two 
fingers on my left hand, so during the tunes Mike 
would hear me scream in pain. I had to make up 
fingering as I went along. But there was no way 
that I was not going to do these first gigs.

"Mike called me in about six months, but I was 
in the hospital this time. Finally, we made it to 
Maryland with Chris and then Jackie Paris needed 
a rhythm section the following week. I was to re
place Dave Holland, and let me tell you, I was 
scared to death. Still, no New York. Then we 
stayed with Jackie Paris and came here."

The Maisonette performances were supposed 
to be a pilot for a television series. No one was 
aware that it was being recorded for LP release. 
Harvie tells it:

"We played as though it was not going to be a 
record. We were all so relaxed. Ann Marie makes 
me cry; she does such a great job. You learn a 
lot playing behind a singer. It's an art. I'm thankful 
I played with the best."

26 years ago. Harvie Swartz made it into the 
world. He feels he has accomplished all he has 
set out to. He gets his musical rocks off in each of 
three groupings: Silverlight for funky electricity; 
Matthews for his writing freedom; and Inner 
Space for the personal qualities. And he's most 
proud of his composing, which he continues to do 
for each of the three.

“Yeah, emphasize the writing. There will be 
other bass players." db

caught... Necessity Mothers a Big Band . . . Kamuca and Lowe and

the West Coast . . . David Murray’s Intimations of the Next Stage . . .

MOTHER NECESSITY
BIG BAND
Mother Necessity
Jazz Workshop, Toronto
Personnel: Ted Moses, piano, soprano sax, con
ductor; Arnie Chycoski, Mike Malone, Sam Noto, 
trumpets; John Capcn, Terry Lukiwski, Dave Mc- 
Murdo, Rick Stepton, trombones; Dick Berg, 
George Stimson, French horns; Harvey Kogen, 
Gary Morgan, Kathryn Moses. Alvinn Pall. Michael 
Stuart, reeds; Rick Homme, bass; Terry Clarke, 
drums: Howie Silverman, guest conductor.

As they say, if you want something done 
right, you’ve got to do it yourself. Ask Ted 
Moses.

Toronto bands needed a place to play. So 
Moses, a pianist and saxophonist by profes
sion and now a carpenter by experience, sim
ply built himself a club with the help of fel
low musicians, converting a second floor 
pool hall into a comfortable, large, and hos
pitable room. And he has done it right. Open
ing night, the first of a regular Sunday big 
band presentation, made it clear that Mother 
Necessity (both the club and the band) needs 
only the finishing touches—a few more 

chairs and a few more charts . . .
The evening began with a “suite" of Mike 

Malone's close and moody Stargaze and 
Moses' exuberant Eclipse, establishing Moth
er Necessity as an exciting rather than excited 
band, and Moses as a musician interested as 
much in textures and sonorities as in power 
and precision. His Fate Train followed, with a 
yet unwritten middle section providing an ex
cuse for good solos by Alvinn Pall (alto), 
Sam Noto, Moses himself, Michael Stuart 
(tenor) and particularly Rick Stepion, each 
man in turn supported by vintage riffs "re
called” spontaneously by the rest of the band. 
JV/ten We Come Out of Hiding (could be the 
theme song for Toronto jazz musicians), a 
gentle bossa nova well-suited to trombonist 
Dave McMurdo’s serene ballad style, closed 
the first set.

The second opened with George McFet- 
ridge’s lush In My Life, following an im
promptu presentation to Moses from Gary 
Morgan on behalf of the band, and continued 
with Noto blowing impressively on Moses' 
Buzzard and Howie Silverman guest-conduct
ing his own sombre ballad. Morning Glory.

Curiously, as the evening progressed 
through a rousing To Feel Is To Be (perhaps 
the finest of Moses’ current charts), a relaxed 

and funky Fantasmagoria, a challenging 
Mount Everest to a final reprise of Stargaze/ 
Eclipse, the charts seemed to grow more dis
tinctive and the soloists more anonymous. An 
illusion perhaps, but with the exception of 
Noto, who simply powered his way along, 
and the more original Malone, who knows the 
music, the players have generally not found 
their own places in Moses’ music. It’s a par
ticular problem with Toronto big bands, al
though in this case, the issue is one of fa
miliarity, and certainly not talent.

Patience then. Moses has waited some six 
years to see Mother Necessity become a con
tinuing reality. We can wait a few more 
weeks to hear his music at its very best.

—mark miller

RICHIE KAMUCA 
MUNDELL LOWE
Donte’s, Los Angeles
Personnel: Kamuca. saxophones; Lowe, guitar; 
Fred Atwood, bass; Frankie Capp, drums.

"East is East and West is West, and never 
the twain shall meet." This well-known line 
from Kipling’s "The Ballad of East and
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CHARLES SULLIVAN
GENESIS—Strata-Easl SES-7413: Evening Song: 

Good-bye Sweet John: Field Holler: Now I’ll Sleep: 
Genesis.

Personnel: Sullivan, trumpet and fluegelhorn: 
Alex Blake, bass; Dee Dee Bridgewater, vocal: Stan
ley Cowell, piano; Sonny Fortune, alto sax; Billy 
Hart, drums; Lawrence Killian, congas and percus
sion; Alphonse Mouzon, drums (track 3); Anthony 
Jackson, bass guitar (track 3); L. Sharon Freeman, 
Fender piano (track 3); Onaje Allen Gumbs, piano 
(track 2) * * * * *

Charles Sullivan deserves full honors for 
this lyrical debut album. Though his liner 
notes refer to a Scorpio’s need to be reborn 
phoenix-like from the asnes of his own exis
tence, the trumpeter’s style is so warm and 
creative it’s difficult to believe he has had to 
negate himself to arrive at such celebratory 
and stimulating music.

Each of the compositions is Sullivan’s own, 
as are the simple but effective arrangements 
which forge a collection of talented sidemen 
into an inspired ensemble. Most of the blow
ing is also Sullivan’s; not a showboater, his 
presence seems nonetheless to command the 
focus of each selection. Uniquely aware of 
dynamics, he builds to bittersweet crescendos 
and drops to soft murmuring recollections; 
his smears, his high note punctuations, his 
lengthy phrases all sound spontaneous, de
ceptively easy, and perfectly applied to his 
rich melodies.

And each track is a standout. Evening be
comes an enthusiastic evocation of nightlife’s 
dawn; Goodbye is a lovely dedication, a duet 
between the hornman and Gumbs' dramatic 
touch. Holler snaps along with sweaty inten
sity over a rockish funk bass and Mouzon's 
punch-and-roll soul drumming. Ms. Bridge
water gives a convincing interpretation to 
Now I'll Sleep, the most haunting suicide song 
since Gloomy Monday; she reveals in her 
voice an actress' intensity, as well as purity of 
tone and flexibility of intonation. Cowell ac
companies her expertly (he performs admir
ably everywhere on the LP) and Sullivan en
ters after the lyrics to twine in aching im
provisation with the singer.

Sullivan has created a satisfying aural expe
rience, an acoustic set electrified with feel
ing, alternating blue and brightly burning.
Dear Reader:

About one year ago / produced an album of 
my music entitled Genesis. I am thrilled and 
honored by the very favorable response to the 
album front both critics and listeners alike.

Unfortunately, problems have arisen be
tween myself and the company with which my 
album was originally released and 1 have been 
forced to remove my album front their cata
logue. Henceforth, my album will he available 
through mail order, (see coupon below). To 
those of you who have tried to find my album 
and couldn't I extend my sincerest apologies 
and I hope to heat from you soon.

Charles Sullivan 
।-------------------------------------------------------------------------------------------------------------------------- 1
I Send Check or money order |
I Charles Sullivan Music Co. I
I 720 Greenwich St. I
| New York City. N.Y. 10014
I Please send me — copies of Genesis at I 
| S5.98 per copy
। Enclosed is S |

I
Name------------------------------------------------------------ |

I
I Address I

I
I Citv/State Zip----------------------------------------------- I
I______ 1___________ ____________________________________________________I
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West" played in my easterner's head in con
trapuntal response to the lithe, liquid inter- 
twinings of Richie Kamuca, Mundell Lowe, 
Fred Atwood, and Frankie Capp. Specifical
ly. I wondered about the validity of partition
ing the jazz world into two geographic/stylis- 
tic hemispheres centered in New York and 
Los Angeles. First, some notes on the music.

Opening the set was Richie's tenor plain
tively exclaiming Say It Isn’t So. His beauti
fully controlled vibrato and lush, warm 
sound mark him a romanticist of the highest 
caliber. His improvisations nicely captured 
the half-questioning/half-acceptance of re
jected love implied by the title and lyrics. 
Mundell Lowe followed with a set of incisive 
choruses shaped from full, rich chords and 
single note runs. Bassist Frank Atwood 
demonstrated his own fiery brand of lyricism, 
a big, beautiful, woody sound and faultless 
intonation.

Bill Holman’s Howdy Partner was next. An 
up-tempo romper, the quartet approached 
the head and choruses in an energetic yet 
loosely relaxed manner. Accepting the chal
lenge of Holman’s harmonic road markers, 
Kamuca, Lowe, and Atwood each generated 
inventive musical sojourns. Pushing things 
along was the propulsive rhythmic support of 
percussionist Frankie Capp.

Hand Full Of Stars shifted the tempo 
downward. A luxuriant ballad, it was the per
fect vehicle for Kamuca’s gentle, romantic 
disposition. With a slight vibrato and an 
apropos subtone breathiness. Richie traced a 
series of perfectly phrased, pastel sketches. 
The tune also showcased the reflective side of 
Mundell Lowe. A superb musician who is 
equally at home in the studios or at his desk 
penning scores for TV and film. Lowe’s com
plete command of his instrument makes him 
one of the finest guitarists playing anywhere. 
Grounded on a mature architectonic and 
emotional grid. Lowe’s constantly fluctuating 
solo episodes feature shifts between chordal 
passages and single note runs; technically 
complex rapid note lines and meditative long 
note figures; diatonic lines and wide interval- 
lie leaps; sharp and soft attacks; and varia
tions in tone quality from hard and steely to 
mild and mellow.

Other tunes in the set included Lester 
Young's ebullient Tickle Toe, Al Cohn's P 
Town, and Bronislau Kaper’s Invitation. With 
each line, regardless of the tempo or style, 
the quartet functioned as a totally integrated 
unit. Aware of their changing roles as soloists 
and accompanists, their involvement in each 
others' efforts was exemplary. For example, 
Frankie Capp is, in addition to being a per
fect time-keeper, a player of great musical 
sensitivity who instinctively knows what 
combination of rhythms, accents, and colors 
are required. Fred Atwood, in a like manner, 
calls on a wide palette of harmonics, contra
puntal threadings, and bowing and plucking 
techniques to support both individual and 
group statements. And Mundell Lowe? His 
contributions are perfection itself. A player 
who knows the values of space and economy, 
Lowe always inflects the right emphasis.

As a coda, a final note on the west coast/ 
east coast question. Is this musical/geograph- 
ic demarcation valid? My response is equivo
cal, but leans mostly toward the ‘‘no.’’ As for 
the “yes," it is useful to cite geographer Ells
worth Huntington's term, “climatic deter
minism,” which helps explain the impact of 
climate on the pattern of man’s political, eco

nomic, social, psychological and cultural ac
tivities. To the extent that southern Califor
nia’s warm temperatures have led to easygo
ing, relaxed outdoor lifestyles, it seems valid 
to suggest a similar influence on southern 
Californian art and music. So, the reflective, 
cool dimensions of the so-called "west coast" 
jazz style are perhaps attributable to climate. 
This line of argument proves difficult, how
ever, when other factors are considered.

We live in the midst of a national/interna
tional culture that, while broad, has become 
greatly homogenized due to electronic com
munications technology, jet travel, and mass 
production and distribution. The latest LP 
from Miles and the newest electronic distor
tion devices are equally accessible to New 
Yorkers, Kansans, and Californians. Another 
factor is California’s melting pot dimension 
(e.g., Kamuca is from Philadelphia; Lowe 
from Mississippi; Atwood from Illinois; and 
Capp from Massachusetts). A further aspect 
relates to a musician’s age and emotional ex
perience—in general, most musicians, after a 
period of youthful technical/emotional 
atheleticism, seem to acquire more mature 
musical values which focus on wider dra- 
matic/emotional and expositional/structural 
ranges (e.g., the seasoned maturity of 
Kamuca. Lowe, and Capp seems comparable 
to the ripened offerings of such easterners as 
Thad Jones, Zoot Sims, and Mel Lewis). Such 
factors make the categories of east and west 
coast extremely problematic. Nonetheless, 
the question is worth asking and exploring 
further. —chuck berg

DAVID MURRAY TRIO
Studio Infinity, New York City 
Personnel: Murray, tenor saxophone; Stanley 
Crouch, drums; Mark Dresser, bass violin.

On a recent Monday night, a 20-year-old 
tenorist by the name of David Murray 
showed that certain disciplines arc mandato
ry if one has any inclination to be an impor
tant voice in improvisational music at this 
stage. Murray hails from Berkeley, Califor
nia. but maintains a polish and clarity of 
ideas generally peculiar to certain important 
instrumentalists and composers who have 
spent much time in New York City. On this 
night, he literally smoked the roof off with 
his highly energized, systematic declarations 
of what the avant garde in a "working man’s" 
music is all about.

Murray was sympathetically accompanied 
by drummer Stanley Crouch and bassist Mark 
Dresser. Crouch (whom I had designated a 
percussionist, only to have Crouch object to 
the term and say, “. . . people like Don 
Moye—now that’s a percussionist!") generat
ed an intense, shadowy swing with blazing 
accents on his snare and bass drums that had 
more to do with building layers of sound than 
merely keeping time. Crouch possesses a firm 
understanding of the percussive innovations 
initiated by men like Sunny Murray and Ed
ward Blackwell—perhaps the two most 
strongly felt influences in his playing.

Bassist Dresser has played with a lot of im
portant people from the West Coast area, in
cluding Arthur Blythe and Bobby Bradford, 
and seems to be concerned with really inte
grating the bass within a comprehensive 
group sound. Dresser chooses his notes well 
and favors the counter-melodic approach to 
his instrument (recalling the mid-’60s work 
of Gary Peacock, among others) which co
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"What I need
is a clear, 

clean sound
A conversation about music, electronics and the future with 
one of America’s foremost keyboard artists—Chick Corea.

Return to Forever seems to be able to 
work as a team while each individual 
still does his own thing —such as solo 
albums —without hurting the group. 
What’s different about your group 
that allows you to maintain your 
cohesiveness?
‘I guess what’s different is that we really con
front one another with our basic problems 
and always make an effort to communicate 
any kind of difficulties that occur. An artist 
who creates his own music would naturally 
have a problem working in a team with others, string quartet or a brass quintet, so I found
’cause there’s the creative viewpoint of 
others to deal with, too. We all have the recog- wrote music I knew would be suited to their
nition of what it takes to work as a team. It’s 
being able to under
stand and work with 
each other’s creation. 
One thing that relieves 
the stress of that is solo 
projects, which allow us 
to originate our own 
product and then come 
back and work for the 
group product. The 
main solvent there is 
communication.”

‘Chick's regular set-up uses a Kustom
8-channel mixer with an SRS XII bi-amp slave which 
powers his MF-1212. MF-1012 horn and MT-15 horn/ 
tweeter. His monitor system includes the III monitor 

power unit and III monitor cabinets.

As a group, how do you determine the What’s the next 
direction your sound takes? project for Chick
‘It’s a planning of our direction in terms of Corea and Return 
how we want to communicate to people, and to Forever?
how we want it to feel. After that is decided, 
the way we put the music together comes 
from that!’
How do you compose your music?

‘The way I usually compose is to conceive of 
a feeling, and then the kind of sound I want. 
Like on the solo record I’ve just done— 
there were parts where I wanted to use a 

the musicians I wanted to work with and 

abilities. I kind of like to write more toward 
the abilities of people I’m 
working with, rather than 
writing a piece of music 
and then finding people 
with the abilities.”

SRM VIII

When sound is everything ..

When you’re on stage, what kind of 
amplification equipment do you use 
to produce the sound you want?
“I’ve used so many different kinds of amplifi
cation. I’ve been using Kustom equipment, 
and I really like it.* What I need as far as 
amplification goes is a clear, clean sound— 
which is what I’ve been getting with Kustom.”
Do you use any special equalization 
or any special setting on it?
“No, there’s a graphic equalizer on the mix 
board I use, but there’s no radical curve on 
it. I run it almost flat. I roll off a little bit of 
bass, and I even roll off a little bit of the highs 
sometimes—because I play in the high reg
isters on the synthesizers. But other than 
that, nothing special in the way of EQ.”
What instruments do you 
use currently?
“I have a stack of them: Fender Rhodes, 
Hohner Clavinet, a Mini-Moog, the new Micro- 
Mini-Moog, and a larger Moog Fifteen. I use 
a little ARP Odyssey and a Yamaha organ. 
And soon to be delivered is a new polyphonic 
synthesizer called a PolyMoog.”
Do you see your sound being much 
different in the future than the present 
sound of Return to Forever? And if 
so, how?

“I’m always one for expanding and evolving 
what I do. Musically, I see a lot of things I’d 
like to do, which I feel will begin to happen 
slowly. Return to Forever is not into radical 
change. We like to evolve things step-by- 
step. So our sound will be an evolving sound. 
We’re looking for new ways to use electric 
and acoustic instruments in performance— 
we devote half our concert now to acoustic 
instruments. Individually, I’d really like to do 
more composing. I haven’t done too much 
orchestral composing and arranging, which 
is something that I’d like to do. There’s a bit 
of that on my new 
solo album.”

‘A new solo album of 
mine, called ‘The 
Leprechaun,’ to be 
released in February. 
Right now, I’m 
rehearsing with 
Return to Forever, 
and our new recording (“The Romantic 
Warrior") will be released sometime in March’.’
Chick, what do you see in the future 
for electronic music?
‘Electronic instruments are very young. As 
they’re used by people who write for them 
and create with them, the way they’re used 
and the way they’re built will be refined. 
Then you’ll have something which I think 
you’ll be able to call a fine art!’

Chanute. Kansas 66720



Lokfast Hardware.
It won’t slip.
It won’t shake.
It won’t slide.
Period.

Your Premier dealercan prove it. 
Make him.

Homier Selmer
Box 310, Elkhart, Indiana 46514

SIGNATURE MUSIC
presents the 

"ORIGINAL CREATIVE COMPOSITION" 
of TONE KWAS

Big band charts that are musical, interesting, 
and challenging.

Priced from: $750—514.00
Send for FREE information today!

SIGNATURE MUSIC
BOX 78 WOODBURY. NY 11797

AMHERST SUMMER 
MUSIC CENTER 
in Maine’s ( )
Sebago Lake Region
Coed Ages 12-20. Full or halt session of music study. July 
1st-August 18th Seminars by professional musicians in

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.
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EVANS continued from page 13

happen is that you develop a comprehensive 
technique and then say 'Forget that. I’m just 
going to be expressive through the piano.’”

In terms of “touch," I was thinking of it in a 
broader sense, the sense in which the piano is a 
percussion instrument. Does it only mean being 
tender? I think of McCoy Tyner as having a dis
tinctive touch, though he's certainly not a soft 
player. Or is this what you’d call his “expressive 
technique?"

“Absolutely, although touch probably does 
have this other connotation, too. The more 
you express yourself through your instru
ment, the more identifiable your touch be
comes, because you’re able to put more of 
yourself, your personal quality, into the in
strument. The piano is very mechanical and 
you’re separated from it physically. You can 
only control it by touching it, striking it, and 
pushing a key down. Playing a wind or a 
stringed instrument is so much more expres
sive and so much more vocal because of its 
contact with the player.

“So pianists go through long periods where 
they're putting themselves into their instru
ment only to a limited degree. There comes a 
time after pushing very hard against the prob
lem when they suddenly break through. 
Oscar is right. That’s a very physical prob
lem. You have to spend a lot of years at the 
keyboard before what’s inside can get 
through your hands and into the piano. For 
years and years that was a constant frustra
tion for me. I wanted to get that expressive 
thing in, but somehow it didn’t happen. I had 
to spend a lot of years playing, especially 
Bach, which seemed to help. It gave me con
trol and more contact with tone and things.

"When 1 was about 26—about a year be
fore I went with Miles—that was the first 
time I had attained a certain degree of expres
siveness in my playing. Believe me, I had 
played a lot of jazz before then. I started 
when I was 13. I was putting some of the feel
ings I had into the piano. Of course, having 
the feelings is another thing, another matter.”

When I last spoke with you, you had just 
signed with Fantasy via your relationship with 
Orrin Keepnews, who had produced your jlrst 
Riverside recordings. But between the Riverside 
and Fantasy affiliations there seemed to be a lot 
of label-hopping. What happened? Did you feel 
you were getting some bad deals?

“Yeah, kind of. I was talking to Chuck 
Mangione about that today. We agreed that it 
was disappointing to be with record com
panies as jazz artists. You tour, but you don’t 
get backing. They won’t help out. There are 
no displays, no co-ordinated advertising.

“The stint I had with Columbia: I thought 
I’d finally arrived at a company that had the 
money and the interest. Clive Davis and I just 
didn’t hit it off. I never even talked to the 
man, and he was already directing my career, 
changing me, making me ‘creative,’ ‘com
municative,’ whatever.”

And before that was Verve.
“Verve: 1 was with them for quite a while. 

Creed (Taylor) was very shrewd and did a lot 
of good things. He got some commercial suc
cess out of jazz artists, which no one else had 
been able to do: Stan Getz, Wes Montgom
ery, Jimmy Smith.”

He’s still doing it, it seems.
“He’s still doing it, and it’s to his credit. I 

was with him for seven years. Then came Co
lumbia and Fantasy.”

/ was under the impression you felt Fantasy 
was being cooperative and supportive.36 □ down beat
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TULL continued from page 16

an enjoyable album to make, a very easy al
bum to make. It had a good vibe to it.

Then we had a single from it (Bungle In 
The Jungle) which was a very catchy, sort of 
commercial sound as far as all the disc 
jockeys were concerned. So everyone sort of 
thought, well Jethro Tull is back playing it 
safe, doing something nice and inoffensive. 
For us, it was absolutely the right thing to do 
at the time, because that was the mood.

Since then, there have been lots of per
sonal, emotional, and domestic problems 
with members of the group. It’s a different 
mood now. Minstrel In The Gallery is much 
more intense, much more introverted, much 
more a solitude. It may again be seen as a to
tally sort of uncommercial thing. People may 
really not like it. And I shall be somewhat 
despondent and disappointed if people don’t 
enjoy it.

But finally, 1 have to do what I want to do. 
Otherwise, we have no possible excuse for 
getting together, me and the audience. We 
have no reason under the sun to even breathe 
the same air, unless it’s the result of me say
ing I’m playing what I want to play because I 
actually have to cope with this and say it for 
whatever obscure or selfish set of personal 
reasons. So there exists a coincidence where 
other people derive some enjoyment or some 
emotional sort of reward from that. That’s all 
it amounts to really, a coincidence, because 
I’m not terribly responsible when it comes to 
catering to what people want.

Simon: I think what you may have detected 
in some of my questions was a feeling that 
much of what you do has the danger of be
coming stale easily. You’re dealing with a 
fairly simple musical form, and you’re not at 
all a simple man.

Anderson: My big private goal, my actual 
composing ideal, is to write a 30-second 
piece that just totally evokes something. 
Everyone will say, “I know just what he 
means.” That’s my sort of private thing. I 
don’t get caught up in that too often, just 
once in awhile. There’s a song on Minstrel In 
The Gallery called Grace. It’s just a 40-sec- 
ond piece. I literally woke up one morning 
and looked out the window and just sang 
words that perfectly evoked for me a feeling, 
and put it to a sort of quartet arrangement for 
strings. For me it evoked something that I 
think countless people will sort of share in 
and understand. The only twist is in the 
words:

“Hello sun,
“Hello bird, 
“Hello my lady, 
“Hello breakfast,” 

and the next line: “May I buy you again to
morrow?"

And “May I buy you” is so ambiguous, 
whether it applies merely to the S2.50 break
fast at the airport or the whole thing. I mean, 
we pay for all this in one way or another. 
That ambiguity is a consciously put-in thing, 
but it’s not something that anybody will real
ly pick up on, though some people obviously 
will. The last line doesn’t even need to be 
there for most people. It’s there as an extra 
twist, an amusement. It’s there if you happen 
to feel, like 1 do, a certain cynicism about all 
your pleasures in life. Because I wake up 
some mornings and the sun is shining and the 
birds are twittering and 1 feel like going out 
and strangling the little bastards. db
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HAMMER continued from page 18

named Steve Kindler, whom Jan borrowed 
“permanently” from a later edition of the 
Mahavishnu Orchestra.

“This band has been in the making for a 
long time,” Hammer explained. “Originally it 
was going to be Tony Williams, some bass 
player—possibly Jack Bruce—Jerry Good
man, and myself. That was about a year and a 
half ago; we were doing some talking, but ev
erybody had a different idea about how the 
group should be and it just never got any
where. I remember Tony and 1 were quite 
ready to do it.

“Next, Jerry Goodman and 1 were going to 
form a band; we gave it a good few months, 
but that wasn’t working either. The depth of 
my involvement in music and Jerry’s turned 
out to be far more different than we thought; 
we had believed our appetites for music 
were the same. 1 wanted more, however—like 
I’m a full time addict; music is my life. Jerry 
has his life and sometimes he plays music, so 
we really couldn’t see any future in going on. 
Anyway, that attempt fell apart."

Then Hammer discovered Tony Smith: “I 
finally found a drummer. If 1 hadn’t, 1 would 
not have put a group together, because for me 
that’s the starting point. You have to build on 
the rhythm, and I have to relate well to the 
drummer. 1 knew we were going to make it 
once I found Tony.”

For four or five months Tony Smith and 
Jan Hammer worked on rhythms, playing to
gether on two sets of drums at Jan’s house in 
upstate New York, a place with a recording 
studio on the first floor which they share with 
Gene Perla. Specifically, they worked, and 
continue to work, on time signatures. Smith, 
who’d played primarily in Latin-rock bands, 
hadn’t ventured into time signatures, but he 
grasped it with remarkable speed, according 
to Hammer.

"There’s no drummer I know right now 
who plays time signatures the way he does,” 
Jan made no attempt to hide his enthusiasm. 
“It’s a whole different angle on time—of 
pulse—the point is that the final result peo
ple hear will be a pulse that’s .fluid. In other 
words, you end up in almost the same spot as 
if playing straight 4/4, except you're going to 
come together with some unbelievably unex
pected patterns. It’s similar to a thing in 
Latin music called clave, which is a few ac
cents within two 4/4 bars and there’s four or 
five accents within those bars that are like 
four kinds of off-beats. They constitute a full 
circle as they go around those two bars."

Describing it another way: "Say you have 
15 beats to one bar. you just feel your way 
around trying to locate different accents 
which will make the flow smoother. When 
you find the smoothest one. you use it. Then 
the bass and piano works off those accents, 
and it all works as a circular flowing thing. 1 
feel that what we're doing now is somewhere 
between a combination of Indian, Latin, and 
African rhythms; all these approaches to 
rhythm put together can make any time 
signature flow with incredible swing. That's 
why I want to play time signatures, because 
you end up playing a pulse. I’ve seen people 
start to move to some of the most incredible 
time signatures, just like a disco beat.”

But what will Hammer eventually be play
ing? “It’s hard to say,” Jan said. “Unorthodox 
rock-funk. Whatever it's going to be. it's not 
going to be formula funk; that’s one thing I 
really don't want to play, everybody's doing 

it. There are millions of albums coming out 
with the same sound. In New York on 
WRVR, it’s either some old jazz or some new 
formula funk.”

"Jan.” I said at that point, “there is a very 
funky quality in your playing.”

"rm talking about the tonality.” his voice 
rising, “the melodic material. It's not going 
to be pentatonic, it’s not going to be any 
blues scales. Now funk, that’s a state of mind. 
It may sound strange, but 1 think somewhere 
in my past,” Jan tried to describe the ab
stract, “1 feel a certain element that’s black. 
It’s not as simple as that, but there is a. ... I 
don’t know what it is. . . . Eastern Europe? 
. . . I like to have music make an impact on 
me, a physical impact.

“There are a lot of European musicians 
who don’t feel this way. European music is 

SYSTEMS & TECHNOLOGY IN MUSIC 
2025 FACTORY ST., KALAMAZOO, MICHIGAN 49001

mostly harmonics and melodies with rhythm 
a limping third on the list, it isn’t emphasized 
that much. I don’t know why, but I’ve always 
been fascinated by rhythm.”

Jan Hammer’s next record is going to be 
made in his home studio because he feels the 
normal studio situation has a tendency to in
terfere with the natural flow of ideas. He re
called the Stanley Clarke sessions with Tony 
Williams and Bill Connors: “That was a clas
sic case of coming to the studio and losing it 
all. The rehearsals were ten times better, the 
energy was there and the sparks were Hying, 
but 1 wasn't all that thrilled with the album 
. . . it didn't come off as well as it could 
have.” Hammer suddenly looked pleased. 
“That’s why 1 have a studio in my house. I’m 
going to catch it all. I’m going to catch all the 
magic.” db

March 11 □ 39



DYNAMITE!
FOR JAZZ EDUCATION

from the
National Association of Jazz Educators

LP album featuring
7 great bands!

Eastman School of Music Jazz Ensemble: 
Towson State College Jazz Ensemble: North 
Texas State University Lab Band: Uptown Dues 
Band-New England Conservatory: De Anza Col
lege Jazz Ensemble: University of Miami Con
cert Jazz Band: Cal State University (North
ridge) Jazz Ensemble

LIMITED EDITION - ORDER NOW - $6.50 
Postpaid

NAJE Project One, Box 724, Manhattan, Ks. 
66502

Ask about the availability of the charts on 
this album.

INTERNATIONALLY COPYRIGHTED

msïnnï composer

dollar, and vour INSTANT COMPOSER will br 
rushed to von postpaid

THE ONLY SLIDE RULE OF MUSIC!

COMPIETE WITH INSTRUCTION BOOK

Send $10.00 check or money order 
(add $1.00 ii outside U.S.A.) to:

INSTANT COM POSER will last a lifetime and 
never become obsolete It unlocks the secrets of 
music and eliminates vrars of study

transpose and compose thr true harmony of music. 
Understanding the structure nf music is easy with 
the INSTANT COMPOSER and no previous 
knowledge of music is required

The instruction lxx»k tells you how to find the 
kes signature, thr time signature, thr notes. ths*ir 
numrv I mm tv and wmlxvk. thr authentic chords 
related to the kev and thr order of using them, no* 
to arrange and write thr notrs on music paper for

inSTROT P.O. Box 24S27, D«pl. 0-28 
com POSER lo* Angele», Calli. WO24

FUH
3>/ix11"

CIWNC MUSIC STUDI®
SPRING SESSION: 

March 29—May 31, '76 
JUNE INTENSIVE: 
June 1—14, '76

limited 
enrollment, 

call or write now:

CMS. P.O. Box 671 
Woodstock. NY 12498 

(914) 679-9245

As Taught By SHELLY MANNE 
LET'S PLAY DRUMS" BOOK 

with PRACTICE CASSETTE 
INTRO OFFER $4.95—Reg $8.00 
Mail checks, including 25c postage to

COLISEUM MUSIC, Dept D2 
Box 1445, New York, N.Y. 10019

HOWTO make turn-around changes—Part I
by Dr. William L. Fowler

s long as something within it keeps moving—a chord change, a chunk-chunk-chunk, even 
a trill—a piece of music will stay alive. But when all motion has stopped—harmony sitting on 
the tonic chord, rhythm striking only a down beat, melody holding an inactive note—that 
piece will appear to have reached its final resting place.

No need for that, of course, before the final bar. Melody alone, for example, can guarantee 
its inner life through constant motion, as happens in one of those perpetual-motion hoedown 
tunes. Or if melody pauses, rhythm or harmony can take over the stay-alive role, as they do in 
most songs, whose phrases more often than not end in some sustained melody note (vocalists 
welcome chances to exhibit their vibratos or simply to stop singing for a measure or two).

These are the places, the phrase endings, where harmonic motion becomes the most effective 
way to lead back into a phrase repetition (1st ending), to lead forward into a different phrase 
(2nd ending), to lead a bridge back into the original phrase, or to lead a final phrase into repe
tition of the whole song. These are the places, the cadence points, where a chord progression 
can promise melody yet to come. And when a chord progression accomplishes that, it's called 
a turn-around.

Since a moving melody tends to imply its own accompaniment, harmony gains its greatest 
flexibility at points of melodic rest, a condition which in a turn-around might lead to confu
sion instead of leading to the next phrase. But observing one no-no plus a few yes-yes's will 
guard against such clumsiness as acrid accompaniment, awkward arrival, or perplexing pro
gression. Such care will facilitate originality, too. . . .

1. Avoid clash between the sustained melody note and any turn-around chord components:

3. Move the chord-roots to fresh-sounding notes via a mixture, when possible, of the more 
interesting root-progression intervals—up a perfect or augmented 4th, down a 3rd, up or
down a half-step, or to some chromatically-altered scale tone:
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4. Alter some of the chord fifths and thirds which occur on natural scale tones:

5. Sprinkle the chords with some upper partials, both altered and unaltered:

So far, this article has dealt with methods of furnishing clarity, grace, and zest to the turn
around progression. Part 11, scheduled for the next issue, will apply those methods to particu
lar musical styles.
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JUMP DOWN, TURN AROUND 
by Dr. William L. Fowler

I I ere’s a Do-lt-Ourselves project for turn-around practice. 1'11 show sustained melody 
notes with root progressions written under them, followed by a chord which could begin the 
next melodic phrase. Then those interested in discovering their own turn-arounds can try some 
different chord-types on each root and can further experiment through added upper partials.
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Johnnieheqnn Tenches Jazz
1. Tonal and Rhythmic Principles
"A highly important & valuable publica
tion," Leonard Bernstein in the preface. 
"The finest organization of jazz material I 
have seen," Bill Evans. The fundamental 
musical concepts used by every great jazz 
musician from Buddy Bolden to Dizzy 
Gillespie, explained & systematized in 70 
lessons based on 60 jazz standards. 208 
pages/$6.95.
2. Jazz Rhythm and the Improvised Line 
"John Mehegan in this book continues the 
high standards of jazz teaching he has set 
previously," Nat Hentoff. Analysis & his
tory of these two important facets of jazz. 
Figured bass lines & solos for dozens of 
well-known tunes of all periods, plus 29 
transcriptions of performances by artists 
from Bessie Smith to Miles Davis. Preface 
by Harold Arlen. 144 pages/$6.95.
3. Swing and Early Progressive Piano Styles 
"Brings to the aspiring jazz musician a 
helping hand that will put him on the right 
track," Horace Silver in the preface. The 
stylistic structure of over 50 major perfor
mances from the great age of the jazz piano, 
1936-1950. Improvisations by Wilson, 
Tatum, Powell, Shearing & Silver in unprec
edented detail. 176 pages/$6.95.
4. Contemporary Piano Styles
Introduction by Bill Evans. Prefaceby Tom 
Glazer. A survey of jazz piano from 1950 
to the present, with clear analyses of the 
styles of Oscar Peterson, Bill Evans, Ahmad, 
Red Garland, & many others. Many illus
trations of left hand voicings, right hand 
modes, turn arounds, modern funky piano, 
harmonic distortions, blues, & modal frag
ments for applying modern devices to one's 
own style. 288 pages/$6.95.
Books available at your local music store 
or directly from: Music Sales Corp., Dept. 
DB 33 West 60 St., New York 10023. Add 
50g per order for postage and handling. 
Write for FREE catalog.
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IT HAPPENED

1800—In Philadelphia, John Isaac Haw
kins invents the first upright piano. 
He calls it his "portable grand."

1853—In New York. Henry Engelhard 
Steinway establishes the firm of 
Steinway and Sons.

1858—In Savannah, Thomas G. Bethune 
begins at age 8 his international 46- 
year concert career. Although total
ly blind and totally self-taught, this 
slave develops a repertory of some 
700 works, including major works 
by Bach. Beethoven. Chopin, and 
the like. He has an array of his own 
compositions in every known style 
of piano playing. He can improvise 
musical portrayals of unlikely sub
jects such as battles, rainstorms, and 
political speeches. But Blind Tom's 

most distinguishing ability must be 
his unerring musical memory: he 
can instantly recall and play any
thing he has ever heard. While ap
pearing at the White House, he re
produces exactly a 20-page piano 
composition he’s heard for the first 
time only a few hours before.

1890’s—A most fertile decade for piano 
playing! The syncopated solo styles 
collectively called barrelhouse 
spread throughout the country, the 
most durable of which proves to be 
ragtime. During this decade, Wil
liam Kreil of Chicago and Tom Tur
pin of St. Louis compose the first 
published piano rags, followed 
closely by rags from Scott Joplin. 
Janies Scott. Eubie Blake, and 
Charles Lamb. And this decade also 
marks the birth of those giants of 
Harlem stride piano. James P. John
son (1891), Lucky Roberts (1895), 
and Willie "The Lion" Smith 
(1897).

1900—New York's Tammany Hall cele-

1976 SUMMER 
JAZZ CLINICS

18th Annual BIG BAND Clinics:
(Rich Matteson, Director)

June 29-July 4. Fort Qu'Appelle. Saskatchewan
July 18-24, Texas Lutheran College. Seguin
July 25-31. Miami U.. Oxford. Ohio
Aug. 1-7, U. of Northern Illinois, DeKalb
Aug. 8-14, Mt. Hood College, Portland. Oregon

5th Annual COMBO/IMPROVISATION Clinics:
(Jamey Aebersold, Director)

June 6-12, Wichita State U.. Kansas
June 13-19, Diablo Valley College, Concord, Calif.
July 11-17, Bellarmine College, Louisville, Ky.
July 25-31, State U. College at Brockport, N.Y.
Aug. 1-7, Miami U., Oxford, Ohio
Aug. 8-14, U. of Northern Illinois, DeKalb

Faculty members for the 1976 SUMMER JAZZ CLINICS in
clude: Ashley Alexander. David Baker, Ken Ferrentino, 
Eddie Gomez, Mick Goodrick, Dan Haerle, Jerry Hahn, Joe 
Henderson & Quartet, Wes Hensel. Ken Kistner, John La- 
Porta, Lou Marini, Roger Pemberton. Jack Peterson, Rufus 
Reid, Woody Shaw, Howie Smith, Ed Soph. Dorn Spera, 
Floyd Standifer, Bill Stapleton, James Williams, Phil Wil
son . . . and other faculty and guest stars to be announced.

For complete information, write today!

FsUmmTrTjazz” CLINICS 4~ j
| P.O. BOX 221, SOUTH BEND. IN 46624
I Please send me:

□ Free brochure, 1976 Summer Jazz Clinics.
□ Thursday Night Dues LP . . . (SJC faculty band—

I Burton/LaPorta/Matteson/Wilson) $5.95
□ Colonel Corn by Phil Wilson. Parts & Score, $15. I
□ Theory & Workbook by Phil Rizzo ... $15.

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

I Name_______________________________________

I Street  I

| City State Zip |

। Instrument Age______________ _j
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CAUGHT continued from page 35

GREAT 
ONE...
We proudly announce the most compleU 
discount catalog offering a full spectrum of 
musical instruments, sound reinforcement 
equipment, synthesizers and accessories. Our 
catalog has established itself as the nation's 
leader in products, prices and in service. Our 
famous reputation backs it up.
Our 1976 DISCOUNT CATALOG IS YOURS— 
FREE! Just fill in the coupon below and mail 
it to us today.

MUSIC EMPORIUM USA
P.O. Box 41006 ★ Bethesda, Md. ★ 20014

MORE GOODIES!
Jazz & New Fake Books

I □ 1,002 Greatest Jazz Tunes Fake Book:
| Use on jobs / for reading / improvising ideas. |

All Styles 700 pages—3'/« pounds . . . . . . . . . . . $19.95 .
■ □ New Hits Fake Books—Top 40 Stars' Best: 1
| 822 pages of most played new tunes ....$15.95 I
■ □ 1,001 Song Real Fake Book—Best Standards: |

New & old hits. Pop-Rock-Latin-Jazz-Shows, etc.
Big 512 page collection. V/z pounds! ....$14.95 ■ 

| □ 200 Popular Tunes Arranged For Combos: I
2 Bb harmony parts & piano chords. Only. . . . . . . . . $6 | 

■ □ 50 Charlie Parker/Gerry Mulligan Hits ... .$6 . 
I □ 71 Quincy Jones' Best New Jazz Tunes ..$7 ■ 
| □ 200 Greatest Modern Jazz Themes... .$7.95 I 
| □ Jazz Improvisation Course by David Baker: |

Best new method—All players. 184 pages...$15 ■ 
■ □ Advanced Improvisation by David Baker: 
| 256 page workbook. 90 minute cassette. . . . . . . $25 I
। □ Put On A Show! 1 pound—Top Writer’s Comedy: |

MC monologs, ad-libs, band & duo routines.. .$10 >
| TRY A FEW—MONEY BACK IF NOT TERRIFIC ?
EDrC With Order—Usually $2.00 
■ Utt “How To Get More Jobs” 

Order Now: IMPERIAL CREATIONS 
Box 66-DB, New York, N.Y. 10022

Different Drummers
. . I wholeheartedly endorse it.”

—Elvin R. Jones
Hundreds of exercises & solos in the styles of 
Max Roach, Elvin Jones, Billy Cobham, Tony 
Williams, Roy Hanes, otners. Learn great rock 
& jazz beats, two-against three, foot & hand 
coordination, sub-dividing bars, more. Biog
raphies, discography plus an instruction record. 
$4.95 Music Sales, Dept. DB, 33 W. 6Oth St. 
New York 10023. Write for FREE catalog. 
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echoes and refines the statements made by 
the soloist.

Murray’s music is thematic and folkish. He 
appears to have absorbed most of the impor
tant ideas passed on by the major saxophon
ists. Albert Ayler being the most strongly felt 
influence. His terse phrases arc relaxed, flow
ing easily and carrying a strongly felt roman
ticism. While Murray plays comfortably in 
all registers, he has a special talent for his 
horn’s upper falsetto register making for a 
gentle, almost surreal tone.

The trio—especially drummer Crouch 
—were heard in strikingly original interplay 
on Murray’s three-part Suite for Yellowman 
Warrior. On the first section of the suite, enti
tled Roscoe (for instrumentalist-composer 
Roscoe Mitchell), The trio created shifting 
rhythmic patterns and accents that recalled 
the marching bands of New Orleans as well 
as the heart and sound that is Roscoe 
Mitchell. Murray’s solo excursion here 
wasn’t as consciously lyrical as he often can 
be. yet his jagged lines and intervallic leaps 
revealed an independent logic that actually 
began to redefine the structure of the piece. 
The utilization of upper register runs, 
shrieks, lush passages, and refrains from an 
older school of saxophone playing were even
ly interspersed throughout, creating a variety 
of attractive textures.

The second part of the suite, entitled 
Shout Song, showed David’s firm grasp of 
harmonic theory and textural techniques, a 
control that usually comes to players far past 
the 20-year-old bracket. On the concluding, 
title section, Murray concerned himself with 
breaking down areas of sound and isolating 
thematic structure into highly complex im
provisational sections that at some point re
late back to the general feeling of the piece. 
Long, evenly placed notes were interspersed 
with short, stop-time inflections giving the 
music a motionless, static appearance.

Crouch's Duke Ellington Suite began with 
an unaccompanied drum solo on Duke’s It 
Don't Mean A Thing. A pleasant surprise. 
Crouch’s performance in this context best ex
emplified the vast resources inherent in his 
percussive set: timbre modulation, shading, 
and an inventive, unorthodox approach to 
striking his set for special effects that remind 
one of Monk’s or Cecil Taylor’s approach to 
the keyboard. On the Ellington piece, the 
drummer alternated between his snare and 
bass drum to state the theme. Then, slowly 
incorporating his high hat and cymbal sound 
as the theme developed, he gave the tunc tone 
properties of weight and balance that actual
ly began to dictate harmonic possibilities in 
the drum kit.

Murray’s composing and conceptual ideas 
pay undeniable respect to the Albert Ayler 
Trio of the mid-’60s. Yet he is able to shape 
and re-interpret the advances made in that 
era, developing them to a logical point of 
contemporary impact. If the ’60s saw a signif
icant contribution through a widening of the 
sonic range and dynamic capabilities of the 
music, then Murray and his trio appear to be 
structuring these major advances into highly 
precise, ordered offerings, predicting the ele
ments that the next stage might deem manda
tory. —roger riggins

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 BakePs compositions coordinated with 
text and music—performed by Peter Bankoff, 
piano; John Clayton, bass; David Derge, drums.

MW 9 . . . $25.00
"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: ALTO SAX by David 
Baker. Second Printing 1975,104 pps., 11"x8’/2”, 
spiral bound, 121 transcribed and annotated 
solos from 103 alto saxophonists.

MW 10 . . . $12.50 
tort of actually playing with jazz musicians, studying 

and playing their accurately transcribed solos are inval
uable teaming experiences."

—Cannonball Adderley

JAZZ STYLES & ANALYSIS: TROMBONE by 
David Baker. Second printing 1975, 114 pps., 
H"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 /azz trombone This book is a must lor all ¡azz 
trombonists" • —Phil Wilson
JAZZ IMPROVISATION (A Comprehensive 
Method of Study for All Players) by David Baker. 
Ninth printing 1975, 184 pps. 8'/2"x11", spiral 
bound. MW 1 .. . $15.00
"In the growing body of /azz literature, the present vol
ume stands out as one ol the most uselul and most sore
ly needed " —Gunther Schuller

ARRANGING & COMPOSING (for the Small 
Ensemble: jazz/ r&b/ rock) by David Baker. 
Fourth printing 1974, 184 pps. 8’/2"x11", spiral 
bound. MW 2 , . . $15.00
"This book is an intensive study Dave gets into pi
ano trios. ¡azz quartets, he explores lour and live-voice 
writing, chord substitutions, t&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 " e —Quincy Iones

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), 
seventh printing 1974, 96 pps, 8’/2"x)l", spiral 
bound. MW 3 . . . $9.00
Vol II THE 11 V7 PROGRESSIONS, sixth print
ing, 1974, 76 pps, 8’/2"x11", spiral bound

MW 4 . . . $9.00
Vol III, TURNBACKS, second printing, 1974,86 
pps, 8'/2"x11", spiral bound MW 5 . . . $9.00 
Vol IV, CYCLES, second printing, 1974, 250 pps, 
8’/2"x11", spiral bound MW 6 . . . $15.00 
"These books have helped me so much to hnd 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 lor them to know "

Save 1 5% —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). Third printing, 
1975. 28 pps, 8’/2"x11". Develops a thorough 
knowledge of the guitar fingerboard, together 
with proficiency in the use of modern chord 
progressions and almost unlimited melodic ma
terials. MW 7 . . . $4.00

I down beat • Dept. BKS 1036
I 222 W Adams St, Chicago. IL 60606

Please send me the books I have checked 
--------MWP 1  MWP 4  MWP 7 
--------MWP 2  MWP 5  MWP 8 
--------MWP 3  MWP 6  MWP 9

| Enclosed is my remittance for $_____ which includes 
j 60C postage charge to any address
I
| Name _______________ _____ _____________________

Address________________________________________
! City_________________________________________ __

State -----------------------------------------------zip



BACKER UP FRONT 
by Charles Mitchell

A
L *- Imost a year ago, 1 began this irregular 
series of Perspective columns on observations 
and opinions by record company executives 
about the influx of jazz and other contempo
rary improvised music into their talent ros
ters. My first subject was Clive Davis, who 
had just launched his Arista label with an am
bitious, multi-pronged attack of styles from 
the slickest of pop to the avant-gardest of 
jazz. At that time (April 24, ’75) 1 expressed 
hope that Arista’s commitment to the more 
non-commercial music in its young catalog 
would not be directly proportionate to its 
selling potential, as has often been the case.

One year later, it seemed like a good time 
to get a progress report on just how well Aris
ta is succeeding in marketing its wide range 
of music. The substantial commercial growth 
of the label’s pop artists—Melissa Manches
ter, Barry Manilow, Gil Scott-Heron, etc.— 
need only, however, be noted in passing, hav
ing been duly reported in the trade papers. To 
get a picture of how the progressive musical 
roster at Arista is progressing, so to speak, I 
went this time to Steve Backer, a sensitive, ar
ticulate professional who was general man
ager of the now flagging Impulse label before 
arriving at his present affiliation with Arista. 
The nature of this relationship was explained 
to me to open our conversation.

Backer: It's very complicated to get 
straight on paper, though I know what it is, of 
course. Basically, my title is still "exclusive 
independent producer.” I head up my own 
production company, Backer Productions, 
which is exclusively with Arista. But it has 
gone well beyond that into a quasi-employee 
relationship, whereby I've had pretty much to 
do with structuring the label’s progressive 
roster.

Mitchell: Tm a little bit baffled by the "ex
clusive independent” tag. How do you differ 
from someone who's an in-house V.P. in 
charge of a&r?

Backer: It's a very different situation, in 
that I have my own business which is inde
pendent of Arista. The artists I deal with, for 
the most part, are signed directly to me and 
then are assigned to Arista. Now. my rela
tionship to Arista is exclusive to them; the 
a&r man works for the company on a salary, 
but 1 work basically for myself.

Mitchell: In effect, they’re recording for 
you, and Arista's releasing the product.

Backer: Exactly—except there are certain 
situations where I’ve been involved beyond 
that into a kind of grey matter area, when I've 
signed artists directly to them.

Mitchell: Can you give us a bottom line re
port on the first year of Freedom releases? 
(Freedom is the European based jazz label, 
released here by Arista, that houses most of 
the latter label's avant garde music.)

Backer: I’d prefer to give you an overview 
on the whole thing, if possible—kind of a ret
rospective analysis that will include every
thing we’ve been doing. A lot of ideas we had 
a year ago at this time have become very tan
gible realities in 12 very productive months. 

In that time, I feel we’ve become a very sig
nificant force in jazz in our industry. The im
portant guidelines to me a year ago in our 
overall approach are still the same: a multi
faceted, multi-dimensional wide spectrum at
titude. This enabled us in 1975 to treat jazz 
as a commercial entity and as art form as 
well. As we move into ’76, the music in our 
catalogue ranges from bop and mainstream 
—even some Dixieland with the acquisition 
of Savoy’s catalogue—to the cutting edge of 
the avant garde. That includes all the hybrids 
in between: jazz-rock, classical-jazz. Latin- 
jazz-rock, ad infinitum.

Mitchell: This broad an approach presents 
problems of the commercial and marketing 
kind. I’m interested in some of those. The 
only way we’re going to continue to get this 
wide a range of music is if all of it or at least 
most of it sells fairly well. Some of the prod
uct that you’re dealing with is not at what we 
would say the highest level of commercial 
potential. 1 want to get into the bulk release 
philosophy of the Freedom recording, and I 
know you have eight Savoy double sets on the 
way. How does that approach suit you better?

Backer: Well, there’s more to the recording 
industry than records. One of the things that 
it has to do with is music, of course; and di
versity and balance are still what we’re seek
ing in our overall marketing concepts. The 
music of Cecil Taylor. Archie Shepp. Andrew 
Hill, Anthony Braxton is not immediately 
commercial because it doesn’t fall into the 
crossover situation. Artistically, however, 
these artists are major contributors on the 
cutting edge of the music and innovators 
without whose contributions this art form 
would undoubtedly stagnate. Everything pos-

sible is being done to see that their music is 
being handled properly, from packaging to 
advertising and marketing promotion.

Mitchell: OK, but how’s it doing in the 
marketplace—without getting into a figure
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discussion, of course.
Backer: What you must realize is that there 

is still a huge gap between the acceptance of 
electronic jazz and acoustic jazz. It’s narrow
ing—but very slowly. If, after you’ve covered 
all the bases, people still aren’t going into the 
stores and buying the records, then there’s 
not much more you can do. I’m not saying

What has 
6 feet and 
sells for 
$19.50?

A pair of Pro-Mark Giant Drumsticks. Each Giant 
stick is almost 3 feet long and 1?4" diameter. Ideal for 
conversation piece, comedy routines, wall hangings, 
gifts... or use your imagination.
Available at better music stores everywhere... or order 
direct. Sendcheckormoneyorderfor$19.50. Wepay 
shipping and insurance.

ppomspk
A Division of Remo, Inc. 
10710 Craighead Drive/Houston TX 77025
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JAZZ AIDS
from JAMEY AEBERSOLD

A New Approach to JAZZ IMPROVISATION, widely 
acclaimed series of Guidebooks + Stereo LPs for all 
Instruments. Each book includes treble & bass. Bb & 
Eb scales/chord progressions, melodic patterns/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).....................$8.95

(Canada add $130 per order)
□ Vol. 1, A New Approach to JAZZ IMPROVISATION 
(revised 4th edition) ... for beginning improvisors; 
melody—modes-scales-blues scales-time. etc.
□ Vol. 2, NOTHIN' BUT THE BLUES beginner
intermediate Fun to practice with. 11 blues tracks. 
□ Vol. 3, THE II-V7-I PROGRESSION . intermediate. 
A must for jazz players. 10 pages of patterns/exer- 
cises. 8 excellent practice tracks.
□ Vol. 4, MOVIN’ ON intermediate-advanced; 9 
songs; Latin-fast-4/4-modal-Ballad-Waltz-etc.

JUST OUT!
□ Vol. 5, TIME TO PLAY MUSIC! . . . intermedi
ate. 8 tunes . . . Groove, Latin, Bossa Nova, Rock, 
Swing, Be bop, by Aebersold and Haerle. Guide 
book + LP Easy to play along with. For all instru
ments ............................................................ $8.95 

□ 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.......................................................$4.95
□ SCALES FOR JAZZ IMPROV, by D Haerle $6.95

NEW ADDITIONS
□ JAZZ CLINICIANS QUARTET Play for You— 
featuring Jamey Aebersold. alto & tenor; Dan 
Haerle, piano; Rufus Reid, bass; Charlie Craig, 
drums Can also be used as play-a-long record 
for guitarist, bassist and pianist. Music provided 
for each tune STEREO LP ....$5.95 postpaid 
□ CHASIN' THE TRANEby J. C. Thomas. The mu
sic & mystique of John Coltrane (hardbound)

$7.95 
□ DAN HAERLE JAZZ-ROCK COMBO SERIES 
—1 2 combo arrangements scored for Trpt. Ten. 
Alto. Bone. & rhythm section

Each arr. $4.00. Write for catalog. 
□ THE JAZZ IDIOM by Jerry Coker (paperback, 
1st printing) ................................................. $2.45
□ LYDIAN CHROMATIC CONCEPT by George 
Russell ................................................ $26.50
□ THE EVOLVING BASSIST by Rufus Reid

SPIRAL BOUND ..................................... $12.50
□ Jazz Styles & Analysis: ALTO SAXOPHONE 
by Harry Miedema, edited by David Baker; 125 
transcribed and annotated solos by 103 famous 
alto saxophonists .......................................$12.50
□ CONTEMPORARY TECHNIQUES for the 
TROMBONE by David Baker. Vol 1 & 2 $15.00 ea.

Complete $25.00 
□ THE PROFESSIONAL ARRANGER COMPOS
ER by Russell Garcia. Standard text for big band 
writing ..........................................................$7.95
□ CHARLIE PARKER ORIGINALS—30 tunes in 
concert key .................................................$2.95
□ PENTATONIC SCALES FOR JAZZ IMPROVI
SATION by Ramon Ricker. Study of Pentatonic 
scales In modern jazz. 6 transcribed solos by C. 
Corea. H. Hancock, K. Jarrett. J. Henderson, J. 
Farrell, and W. Shorter 40 pages of licks and ex
ercises. Spiral bound.................................... $7.95 

□ ARRANGING & COMPOSING for The Small En
semble: jazz/r&b/rock by David Baker, 1 84 pp. $15.00 
□ JAZZ IMPROVISATION by David Baker $15.00 
□ ADVANCED IMPROVISATION (with 90' cassette) 
by David Baker. Spiral bound. 256 pp...........$25.00 
□ Jazz Styles & Analysis: TROMBONE (with trans
posing guide for all instruments) by David Baker 

$15.00
COMBOE ARRANGEMENTS by Jamey Aebersold 
$3.00 ea. Trpt., tenor, alto, bone & rhythm section. 
□ Horizontal—Modal Blues □ Blue Note—Med. tempo jazz 
□ Bossa Nora De Jazz O Beatitude—Latin/Rock 
□ Sunrise—Easy Jazz-Rock □ Hot Shot—Easy Rock

□ JOHN COLTRANE combo arrangements 
transcribed 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). Com
plete parts for trumpet/tenor/rhythm

All 4 only $5.00 (add 30c post) 
□ PATTERNS FOR JAZZ by Jerry Coker et al 
Excellent for daily practice ........................ $14.00 
□ IMPROVISING JAZZ by Jerry Coker 
Paperback (1 2th printing) ..................................$2.95
Send check or M.O. Free postage in the USA for 3 or 
more items; add 50c postage for 1 or 2 items.

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

that there aren't almost daily hassles involved 
within our operation in trying to expose this 
music in the right way. but our commitment 
is still there, and we feel it's a valuable in
vestment in the future.

I would have hoped that by now, the gap 
between acoustic and electric jazz would 
have been bridged to a greater extent.

Mitchell: Why don’t you think that it has?
Backer: We’d have to get into a whole 

bunch of sociological and—1 don't know— 
philosophical issues. . . .

Mitchell: Well, can you generalize a little 
bit? You're a person that’s on the inside and 
who’s very much involved with both types of 
music. I’m interested in your opinion.

Backer: Yes, but it’s an outside situation, 
really. The industry’s presenting it. Why peo
ple don’t buy it is a philosophical and socio
logical question that 1 really don’t have a 
concise answer for. . . . One pet peeve that I 
have, since you asked me, however, is that 
there’s so much factionalism in the press and 
in the jazz community itself. Maybe this isn’t 
the root of the overall problem of why cer
tain types of music get ignored, but it’s a fac
tor. The mainstreamers hate the avant gard- 
ists, and vice versa; they both dislike the jazz 
rockers, the r&b jazz artists, and vice versa. 
There are exceptions, but generally 1 find this 
to be the case. There’s very little overview, 
people talking about whether something is 
good or bad music in general. 1 think that this 
attitude has been very inhibiting to the devel
opment of jazz as an art form in America—so 
inhibiting, as a matter of fact, that I think it 
drove a lot of musicians to Europe in the 
’60s—creative, significant artists. We’d prob
ably be further along if the jazz community 
itself weren’t so factionalized. But there are 
many other considerations.

Mitchell: Now what about this bulk-releas
ing philosophy? A lot of people complain 
that there’s no keeping up when Freedom re
leases eight discs at a shot. Pablo comes up 
with 23 records a month, Fantasy-Prestige- 
Milestone has 92 new twofers in three weeks, 
and so on. Why does Arista-Freedom release 
eight LPs every four months, or whatever, in
stead of just one or two a month?

Backer: The immediate answer to that is 
that the record company wants to take advan
tage of the multiple-album advertising possi
bilities when it’s coming out with music of 
limited sales potential. If they release six, 
seven, eight albums at the same time, they 
can apply realistic advertising and merchan
dising figures towards several albums instead 
of just one or two. In other words, a full page 
in down beat is rather expensive for just one 
or two albums—but when we take the same 
full page and advertise eight, especially when 
we know what our sales perameters are, then 
more artists and their albums will benefit 
from that approach.

It’s problematic not so much in the case of 
the collector who wants to have all the rec
ords, but really in the area of radio promo
tion; program and music directors are over
whelmed by large releases. The press has 
been very good about reviewing whole re
leases. and what I’ve done to try and abet the 
radio problem is to put together samplers, 
taking the most playable material and putting 
it on a single disc, rather than require them to 
go through eight albums at a time, which they 
are very reluctant to do.

Mitchell: As an aside to that, how goes the 

battle on radio airplay for this kind of music?
Backer: There’s still a major breakdown 

when it comes to significant radio exposure 
for most of this music. It’s difficult io rectify, 
and 1 don’t see that things are very much bet
ter than they were two or three years ago. It’s 
the major problem that we’re encountering 
between the creating of the music and the 
music's reaching the consumer. The press, for 
the most part, is in our corner, but they are 
nowhere near as effective as radio is (or 
would be) in exposing this music.

Mitchell: Do you realistically think that 
the situation could improve if certain sugges
tions were implemented? What I mean is, do 
you have any ideas on how station program
mers could loosen up? Or do you think that 
the music is just blatantly anathema to the 
majority of the listeners of so-called 
“progressive” FM these days?

Backer: I just feel that the "progressive” 
FM audiences are a lot more flexible than the 
programmers give them credit for.

Mitchell: After a year of serious-minded at
tempts to broaden this label's outlook, are 
there any areas in which you feel a change of 
approach is necessary in the year ahead?

Backer: One of the things we’ve done is to 
acquire Savoy Records, after a long and hard- 
fought battle for the catalogue with a couple 
of other labels. It's adding another significant 
direction. The marketing and merchandising 
of Savoy will definitely benefit from some of 
the things we've learned in running the Free
dom releases this year—about marketing 
acoustic jazz in general.

Mitchell: Such as?
Backer: One thing that comes to mind is 

that there are certain markets in the country 
that are a great deal more sophisticated in 
their listening habits than others. Instead of 
spreading our energy too wide across a great 
many areas across country, we’ll put the 
larger part of our emphasis into those few 
markets that cover the 80-85% of jazz busi
ness. We might also start experimenting with 
a smaller amount of albums per release, 
which relates to our earlier discussion.

Another significant step we’re making with 
Savoy is in hiring people to work with the 
music who are sensitive to it, who have had a 
significant involvement with it. I think that 
this will pay off for both Savoy and Freedom. 
People like Bob Porter, Mary Lou Webb. Irv 
Bagley have very long track records.

We also intend, to avoid that shotgun effect 
we have been talking about, to key into sig
nificant albums within a release that may 
have wider potential in terms of our advertis
ing. We could focus on an individual artist or 
maybe a conceptual approach—solo piano 
albums, for instance.

Mitchell: Let’s talk a little bit more about 
your specific business. Do you do more 
scouting or do people have a tendency to 
come to you?

Backer: If I know of an artist that I’m in
terested in, then I'll go out and deal with him, 
initiate the contact. But I also listen to liter
ally hundreds of tapes over the course of a 
year. I try to take the same approach in my 
situation that we have with Arista—diversity 
and balance, the wide spectrum approach. So 
far, I’ve signed Anthony Braxton, the Brecker 
Brothers, Jon Hendricks, and Urszula Dud
ziak. It has to be a selective approach, and 
the artist has to strike me in some way as 
unique. The artist has to be the best at what 
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he does. I think that Braxton is a phenome
non; the Breckers are great at what they do 
—first-rate musicians in their genre; the same 
holds true for Urszula and Jon. of course.

Mitchell: Once artists are signed, it be
comes a matter presenting them on LP. Do 
you also handle management, booking, etc.?

Backer: It’s just record production, al
though you find yourself acting at the mana
gerial level sometimes a great deal more than 
you have the time for. 1 don't have the time 
because of these things that I’ve been doing 
on Arista’s behalf. What I’m doing now is 
much more appealing to me, anyway.

Mitchell: Once you sign the artist, it’s a 
matter of getting their music into the proper 
format for recording. . . .

Backer: But I'm not really a producer in 
the studio sense of the word. I supply occa
sional input and overview on certain situa
tions, but basically I more or less act as a 
generator of the deal and as a middleman be
tween the artist and the company. 1 try to em
ploy my background—as an executive at Im
pulse Records for three and a half years—to 
aid the artist on that level, so that once the 
album is delivered to the company, my role 
continues in an advisory capacity in all facets 
of the company operation in the release of 
the product.

In the studio, I bring in different producers 
where it’s necessary. Where the Breckers are 
concerned, there's nobody who could do the 
job better than themselves. Michael Cuscuna 
does Anthony’s LPs, Ben Sidran did Jon Hen
dricks’; here, it’s a matter of thinking about 
who would be the most sensitive person to do 
the job, and who has the best ability to bring 
the music into today’s marketplace.

Mitchell: Are you planning, in the future, 
to move into any other areas of music?

Backer: I think that everything I'm likely 
to do will be jazz textured. We’re still build
ing and still growing—myself and Arista — 
and there’s a lot of hope and activity for the 
music in all its forms. db

1776-1976 continued from page 41

brates the new century by hosting, in 
January, the Ragtime Championship 
of the World Competition.

1900—In New Orleans, Jelly Roll Morton, 
age 15, plays his first (and maybe 
anybody’s first) piano gig in a jazz 
combo.

1902—According to his own later state
ment in down beat (August. 1938), 
Jelly Roll invents jazz.

1917—In New York, Henry Ragas plays 
piano for the first jazz band re
cording.

1920—Teenager Lillian Hardin joins the 
heretofore all-male King Oliver 
band.

1921—In Harlem, Fats Waller, age 15. in
troduces jazz to the pipe organ, a 
Wurlitzer $10,000 theater grand.

1932—In New York, Art Tatum begins his 
redefinition of jazz piano playing.

1935—First appearance of the Hammond 
organ. (Rotating magnetic genera
tors.)

1939—In New York. Albert Ammons. Pete 
Johnson, and Meade Lux Lewis, put 
together their unique boogie piano 
trio to record Boogie-Woogie Prayer.

(Thanks to John Hammond!)
1940—In Harlem, Bud Powell begins his 

top-bop career.
1946—First appearance, of Harold Rhodes’ 

electric piano. (Vibrating rods and 
electric pickup.)

1976—Eubie Blake stops playing on Feb
ruary 7 long enough to cut his 93rd 
birthday cake.

—dr. william I. fowler

Angry Squire: Jazz weekends.
Barbara's: Jazz Thurs. thru Mon.
Boomer's: Cedar Walton Quartet w/George 

Coleman, Sam Jones & Billy Higgins (2/25-28); 
Bill Barron Quartet (3/1-2).

Rates: one insertion S1 35 per word ($20. minimum), three 
insertions $1.25 per word; seven insertions $1.20 per 
word; 13 insertions $1.15 per word; 22 times $1.05 per 
word. Payment must accompany copy except when 
placed by accredited advertising agency. Word count: 
count each word, symbol or number in body copy and 
company name; street address or post office box as one 
word; city, state. & zip code as two words. First words set 
in bold caps at no extra charge. Nc illustration or db box 
number permitted All copy subject to publisher’s ap
proval All adverlisers must supply publisher with perma
nent address and telephone number. Deadline for copy 
and payment; eight weeks prior to cover date, down 
beat/Classified. 222 W. Adams St., Chicago. IL 60606

_ _____________ BOOKS_______________
JAZZ FAKE BOOK—1.002 dynamite tunes by greatest 
stars. All styles $19 95 Money back guarantee. IMPERI
AL CREATIONS. Box 66-D, New York City. 10022.

HOW TO WIN AUDITIONS—A manual for the musician 
who wants to work Send S7 95 to: Palmer Products. Dept 
9. Box 256. Ann Arbor. Ml 48107

CADENCE MAGAZINE: Monthly, Jazz. Blues. News. Re
views, Interviews. Loaded! Sample $1 P.O Box 5B. Ox
bow. NY 13671 Fantastic.

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 BASS LINES by Dan Piskow Written for the Rock 
player interested in learning Bass lines to standards and 
blues. $8.00. Dan Piskow, 1134 Oakdale Dr.. Smyrna, GA 
30080

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

JAZZ GUITARISTS ENCYCLOPEDIA. Ideas. Runs. Pro
gressions. S4 25 9383 Goldengate Ave.. Orangevale. CA 
95662.

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

DIAL-A-DISCOUNT. All Musical Instruments. Call (513) 
222-8386. Bernie's Music Center.

30% to 50% DISCOUNT! Any Model: Guitar Amp. Drum. 
Banjo. Dobro! Warehouse. D-88, Box 11449, Fort Worth. 
TX 76109

______________LIGHTING______________ 
LARGEST MUSICIAN'S HANDBOOK. Dimmers, Spots, 
Color Synthesizers. Foot & minimanual controls, Strobo
scopes, Fog. Kaleidoscopes. . Send $3.00 shipping: 
Roctronics, 22-DB Wendell, Cambridge, MA 02138.

MISCELLANEOUS
CHARLIE PARKER T-SHIRTS! Also Ellington, Coltrane. 
Billie Holiday. Mangione. Lester Young. Original designs, 
satisfaction guaranteed S-M-L-XL, $5.00. BIRD LIVES. 
P.O. Box 4583. Boulder. CO 803C2.

DATES GALORE! Meet exciting singles—anywhere. For 
free application, call DATELINE, toll-free anytime (800) 
451-3245

Bradley's: Jimmy Rowles.
Bottom Line: Brecker Brothers (3/4-7); Mose 

Allison & Wee Willie Dixon (3/11-14).
Broady's: Jazz most of the week.
Capitol Theatre (Passaic, N.J.): Uriah Heep 

(3/12).
Churchill's: Duke Jordan (Mon, thru Wed. & 

Sun.); Al Haig Duo (Thurs. thru Sat.).
Cleo’s: Harold Dumont sings.
Eddie Condon’s: Red Balaban & Cats (nightly); 

guest sitter-in (Tues.); Soprano Summit (2/29); Al 
Cohn and Zoot Sims (Sun. early in March).

Cookery: Joe Turner (thru 3/1); Dolly Dawn 
(starting 3/2); Dick Hyman (Sun.); Chuck Folds 
(Sat. aft.).

Gaslight Club: Sam Ulano Quartet.
Gerald's (Cambria Heights, Queens): Jazz 

weekends.
Gregory's: Hal Galper & Lynn Crane (Mon. thru 

Sat., 6-9 pm); Galper & Victor Gaskin (Mon. & 
Tues. 9:30 pm); Brooks Kerr w/Sonny Greer & 
Russell Procope (Wed. thru Sun., 9:30 pm); War
ren Chaisson & Chuck Wayne (Sun., 4:30 pm).

Gulliver's (West Paterson, N.J.): Joe Newman 
Quartet (2/27-28): Mike Jordan & Tony Lombar
dozzi (3/1).

OLD DOWN BEATS and Metronomes bought and sold R 
Fitzner: 1942 S. East Ave.. Berwyn. IL 60402.

PROFESSIONAL SERVICES
MUSICIANS REFERRAL SERVICE. "Musicians looking for
Musicians " Call 24 hours. (214) 690-0828 or (800) 527- 
6180, toll-free

****★**★★★★★*★**
* MUSICIANS!!
* PROFESSIONAL MUSICIANS' REFERRAL *

(a «ubS'dtary of Boyd Hunt Enterprises)4- is the LARGEST national registry of individual 4c 
musicians seeking groups ... and groups seeking 
new members. CALL TODAY! *

♦ (612) 825-6848 or (800) 328-8660 —Toll Free *
ko<d where prohibited by law.

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

OLDER JAZZ, SWING LPs—lowest prices. Monthly lists 
OC's. soundtracks, auctions! RECORDS, Box 11380. 
Whittier. CA 90609

FREE JAZZ AUCTION LIST: 10". 1 2", LP s and 45 s. Elm
wood Record Sales Box 10232. Elmwood. CT 06110.

JAZZ AND BLUES COLLECTORS—Many Out of Print 
LP s. 45's. Free List. Crazy Rhythms, 4 Newman Ave . 
Verona. NJ 07044.

BROADCASTS, CONCERTS, 1930's 4-. Reasonable rates.
List Tapes, Box 324, Newtonville, MA 02160.

JAZZ AND NOSTALGIA COLLECTORS. Blues, swing, ra
dio, vaude, T V . Big Bands. Also Rare out-of-print Lp's and 
tapes Free catalog. Department D, P.D.Q. Promotions, 
Inc , 14853 N.E 20th Avenue, North Miami, FL 33181.

JAZZ LPS. Many out-of-print 30d for list. Craig Record
ing, P.O. Box 943. 700 W Mam, El Dorado. AR 71730.

JAZZ LPs: Out-of-print and contemporary (at discount 
prices) Also hundreds of pre-war blues and jazz 78s. 
Doug Soroff, Box 506. Rt 3. Goodlettsville, TN 37072.

FREE AUCTION LIST: Collection of over 250 LPs: 1950 s 
Jazz. Moore. Box 8197. Portland, OR 97207.

WHERE TO STUDY
DRUM INSTRUCTION. Innovative! Revolutionary! Results 
within six weeks! Better than the local teacher! Instruction 
available in Manhattan or through tape home study. Not for 
beginners Send $1.00 for information to the Stanley 
Spector School of Drumming. 200 W 58th St., Dept. 370. 
New York., NY 10019. Phone: (212) 246-5661.

SCHOOL OF CONTEMPORARY MUSIC (Striving to build 
a new way). Jazz-Classical-Rock Full or part-time study 
Monthly enrollment—professional diploma. APPROVED 
FOR VETS Jeffrey D. Furst. Director, 2001 Beacon St., 
Brookline. MA 02146. (617) 734-7174.

HOME STUDY courses in modern theory, arranging, and 
composition for beginners and advanced Personal faculty 
attention. Applied Music School. 505 W. Hillsborough. 
Tampa. FL 33603

ATTENTION BRASS PLAYERS. The Stevens-Costello 
Embouchure Clinic is offering a correspondence course 
relating to your personal embouchure problems and limi
tations Write Stevens-Costello Embouchure Clinic. 1 576 
Broadway. NYC 10036 ROY STEVENS mouthpieces 
trumpet, trombone, fluegelhorn, now available Mail Order 
only.
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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.

S15.00 
□ 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 pps., spiral bound.
.......................................................$15.00
□ Jazz Styles & Analysis: Alto Sax by 
Harry Miedema, edited by David Baker 
(1st Ed. 1975) 104 pps. spiral bound.
.......................................................$12.50

Free Catalog — Free Postage

NEW SOUNDS IN MODERN MUSIC 
315 W. 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 ol Improvisation—Stuart $15 00
□ Eddie Bert (Trombone Method) $5 00
□ Frank Metis (Rhythm Computer) $10.95
□ David Baker (Contemporary Techniques for the 

Trombone Vo 1. 2. $15.00 each Complete $25 00
□ Geo. TremblayDefinitiveCycle 1 2 ToneRow S15 OO
□ Encyclopedia of Progressive Duets $7 50
□ Encyclopedia of Duets—Jazz Phrasing $7 50
□ Barney Kessel (The Guitar) $15.00
□ Colin-Brolles (Art of Trumpet Playing) 3 50
□ Rick Wald (Guide to Creative Jazz Improvisation; 

$4.95
□ Van Alexander (First Chart) 112 pages $6 95
□ Gordon Delamont (Modern Harmonic Techniques) 

Vol 1. 2—each $15.00
O 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) S14 00
□ Russell (Lydian Chromatic Concept) $26.50
O Branch (How to Play Clubs & Shows) $22 50
□ Encyclopedia of Rhythms & Jazz Patterns $15 00
□ 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) $15.00
□ Complete Encyclopedia of Chords $12 50
□ Frank Skinner (Underscore) $6 95
□ Williams (Complete Trumpet Method) $9 00
□ Dr. Chas. Colin (Lip Flexibilities) complete $6.00 □ 

Trumpet or Trombone. Vol 1—2—3. each $2 95
□ Colin-Schaeffer (Encyclopedia of Scales) $12 50
□ Dr. Chas. Colin (Complete Trumpet Method)

Revised and Augmented Edition $15.00
□ Slonlmsky (Thesaurus of Scales) $25.00 

. Ernest W. Williams (Best of Williams) $9 00
O Dan Rlclgllano (Popular Jazz Harmony) $9 95
□ Dr. Donald S. Reinhardt (Pivot System for all cup 

instruments) Augmented Edition $25.00
□ Stuart's Encyclopedia of Modern Jazz $12 50
□ Dr. Deutsch (Trpt. Pedal to Triple Hi C) $15.00
□ Dr. Maury Deutsch (Improvisational Concepts and 

Jazz Patterns) $15.00
□ Fake Book for the Club Date Musician $7 50
O Hank Mancini (Sound & Scores) $15.00
□ O. Nelson (Patterns for Improvisation) $8 00
□ Nelson's Advanced Duet (6 bks in one) $7 50
□ Capozzoli (Encyclopedia Around The Drums) $7 95
n Aaron Harris (Advance Trumpet Studies) $6.00
□ Dr. Charles Colin (The Brass Player) $7 50
□ Ulano (Professional Drummer—592 pps) $37.50
□ Jerome Callet (Trumpet Yoga) $15.00

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

Hopper’s: Gerry Mulligan Sextet (thru 3/6).
Jazzmania Society: Concerts Sat. & Sun. at 3 

pm.
Jim Smith’s Village Corner: Lance Hayward 

(Mon., Tues., Thurs., thru Sat): Jim Roberts 
(Wed.): Jane Valentine sings with Hayward (Sun ).

Jimmy Ryan’s: Roy Eldridge (Mon. thru Sat.); 
Max Kaminsky (Sun.).

Ladies Fort: Concerts Sat. & Sun. at 4 pm.
Le Petit Cafe (Sherry Netherland Hotel): Hank 

Jones (from 7:30 pm).
Mikell's: Jazz all week.
Other End: Music all week: jazz, pop, rock.
Rainbow Room: Sy Oliver Band.
Sonny's Place (Seaford, L.L): Ray Alexander 

(Feb. 27-8): Buddy Tate (3/5-6).
Stryker's: Jazz nightly.
Surf Maid: Jim Roberts (Sun. & Mon.) w/Joe 

Lee Wilson (Mon.); Nina Sheldon (Tues. & Wed.): 
JoAnn Brackeen (Thurs. thru Sat ).

Sweet Basil: Jazz all week.
Tangerine: Ellis Larkins & Wilbur Little.
Three Sisters (West Paterson, N.J.): Jazz Con

spiracy (Sun.): Bill Pesas Trio w. Andrea Boufill 
vocals (Mon.); Aliens (Tues.); Segue (Wed.); The 
North Jersey Jazz Quartet (Thurs.): guests (Fri. & 
Sat.).

Village Vanguard: Heath Brothers: Jimmy. Per
cy w/Stanley Cowell (2/26-29); Dave Liebman 
Lookout Farm (starts 3/2).

West Boondock: Piano solos or duos all week.
West End Cafe: Franc Williams Swing Four 

w/Eddie Durham. Ram Ramirez & Shelton Gary 
(Mon. & Tues.): The Warren Courtw/Earle Warren. 
Dill Jones & Taft Jordan (Wed.); Swing to Bop 
Quintet w/Ed Lewis (Thurs. & Fri.); Paul Quin- 
ichette, Sammy Price & Harold Ashby (Sat. & 
Sun.).

Willy’s: Jazz all week.
Environ: New sounds (Wed. & Sat.).
Avery Fisher Hall: Patti Smith (3/24).
New York University (Loeb Student Center): 

Highlights In Jazz presents “Accent on Percus
sion” w/Tony Williams & Ray Barretto, others 
(3/17).______________________________________

PHILADELPHIA
Foxhole: Grachan Moncur Quintet (2/27-28); 

David Murray Trio (3/5-6); Art Ensemble of Chi
cago (3/13-14); Marvin Hannibal Peterson (3/19- 
20).

Delmar Lounge: Milt Buckner Duo (Wed. thru 
Sun. in Feb.); Al Grey and the Count Basie All
Stars w/Jimmy Forrest (3/5-7, 12-15).

Grendel's Lair: Jazz every Mon.
Bijou Cafe: Music nightly, call PE5-4444 for 

details.
Painted Bride: Jean Snowden Trio (3/1): Ron 

Thomas (3/8); Le Grand Prix w/Philly Joe Jones & 
Jymie Merritt (3/15); New Art Quartet (3/22): Free 
Spirit (3/29).

Charley's Playboy Lounge: Jazz every Mon., 
Thurs. thru Sat.; Sat. Matinee. 4-7.

Academy of Music: Two Generations ol Bru
beck w/Paul Desmond (2/29).

Gert’s Lounge: Tony Williams Trio (Fri -Sun.); 
Jam sessidn (Mon., 6-11 pm).

Spectrum: David Bowie (3/15-16): Electric 
Light Orchestra (3/22).

Tower Theatre: Michael Murphy (2/27); Super
tramp (3/7); Leo Kottke (3/19): Patti Smith 
(3/27).

Trey's: Jazz Fri. thru Sun.

BOSTON
Cafe Jean-Paul: Bob Dawson 3 (Fri.-Sat.).
Emmanuel Church Jazz Celebrations: (Sun

6 pm) Ronnie Gill and the Manny Williams 3 
(2/15).

Jazz Workshop: Call 267-1300
Michael’s: Charles Bechler 4 with Jim Cameron 

(2/25-26): Mistral (2/27-28).
Papillon: Jeff Richmond 2 (Sun.); Lenny Hoch- 

man 3 (Wed.): Stu Balcolm/Mitch Coodley 
(Thurs.).

Paul's Mall: Millie Jackson (3/1-7).
Pooh's Pub: Steve Winfield Group (2/25-29).

Scotch & Sirloin: Yankee Rhythm Kings (Sun
day jams, 4-8:30).

Union Oyster House (Fish Pier): Al Vega 3 
(Tues.-Sun.).

Wally's: Janet Jones 3 (Weekends, open jams 
Sun. 4-8).

Whimsey: Ray Santisi (solo piano during week
day luncheons. 12-2). Dave McKenna (solo piano 
during Sun. buffet brunch).

The Winery: Joe Hunt 5 w/reedman Ed Fiorenzo 
and trumpeter Jeff Stout (Mon.).

Zachary's Lounge (Colonnade Hotel): Maggi 
Scott 3 w/Terry Keef and Keith Copeland (nightly).

Berklee College: Recitals (8:15 pm, recital 
hall): Barry Voth (2/23); Septet de Funk (3/2); 
John Bavicchi Composer's Workshop (3/4); Mike 
Cameron (3/10). Concerts (8 pm, performance 
center): Bicentennial History ol Jazz by the Tony 
Texeira Faculty Big Band with narrator/trumpeter 
Ray Copeland (2/26): Percussive Jazz (3/8)

Boston University Celebrity Series (Symphony 
Hall): Original Brubeck/Desmond 4 (2/27).

Elks Lounge (New Bedford): Mac Chrupcala's 5 
w/reedman Diamond Centofanti and trumpet Jeff 
Stout (Sun., 4-8).

The Old Meadows (Framingham): Greg Hop- 
kins/Wayne Naus Big Band (Mon.).

Reflections (Cambridge): Kemp Harris (2/27- 
29); Ricardo Peixoto & Cal Drake (3/5-7).

The Bonfire (Westboro): George Pearson 
w/Howie Jefferson (Tues.-Sun.).

Yankee Doodle (Braintree): Don Alessi 3 
(Tues.-Sat.); others (Sun.-Mon.).

Jazzline (presented by Jazz Coalition and 
WBUR): 617-262-1300.

ST. LOUIS
Bel-Air Hilton: Ahmad Jamal (2/17);
Powell Symphony Hall: Cleo Laine (3/24);
Barn Dinner Theater: Dave Brubeck (3/15).
Fontbonne College: The music of Richard Rod

ney Bennett.
Kiel Auditorium: David Bowie (3/5);
Orphanage: Jazz every weekend.
Upstream: Con Alma (every weekend).
Mr. Connor's Jazz House: Kenny Gooch (week

ends. occasional week nights).
KCLC (89FM): Kaleidoscope Weekend—con

temporary music without labels.
KWMU (90.7 FM): What Is This Jazz? (Fridays, 

7-11 pm w/James Michael); Big Band Bash 
(Saturdays, 5-8 pm); Jazz Freeway (8 pm-1 am 
w/Charles Menees).

LOS ANGELES
Concerts At The Sea: Willie Bobo (2/24-29): 

Stan Kenton (3/1): Eddie Harris (3/2-21).
Lighthouse: Sonny Terry & Brownie McGhee 

(2/24-29).
Concerts At The Grove: Stan Kenton & Anita 

O'Day (2/28).
U.C.L.A. (Royce Hall): Gary Burton (2/27)
Parisian Room: Arthur Prysock (2/10-29).
Etc. Club: Maxine Weldon (2/24-3/24).
The Cellar: Milcho Leviev plays Debussy on 

Fender Rhodes (3/1): Transfusion (3/8).
Sundowner (Van Nuys): Les De Merle Quintet 

(Wed.-Sat.).
Dontes: Jazz all week; details 769-1566.
Memory Lane: O.C. Smith & Jack Wilson Trio.
Irish Knight (Toluca Lake): Midgets ol Jazz 

(nightly).
Baked Potato: Lee Ritenour (Tues.); Don Randi 

(Wed.-Sat.); Harry Edison (Sun.).
Total Experience: Top soul groups.
Studio Cafe: Vince Wallace Quintet (Tues.- 

Sat.); Sunday Jams (12-5 P.M.).
Hungry Joe’s: Dave Pike Quartet (Tues.-Sat.); 

Various artists (Sun.); Orange County Rhythm Ma
chine (Mon.).

Rudolph's Fine Arts Center: John Carter En
semble (Sun. 3-5 P.M.).

Pasta House: Salsa.
Club Virginia: Salsa
Radio: KBCA (Dennis Smith—10 A.M.-1 2 noon, 

daily). KMET (Jimmy Witherspoon—Midnight-2 
A.M., Sat.): KCRW (Alan John— 7-11 P.M., Mon.).
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One of our237mouthpieces is 
probably just right for you. 
If not, we’ll make one that is.

You shouldn’t have to 
settle for a mouthpiece that’s 
only almost right. That’s why 
Bach gives you 237 standard models 
to choose from. Chances are there’s one that 
gives you the ideal combination of cup, rim, 
bore and other critical dimensions.

But we don’t stop there.
We realize some musicians require a 

mouthpiece so special that even Bach may 
not make it. One that will make that upper 
register come just a little easier. Or give you 
more staying power. Or maybe just feel 
better. That’s why Bach wall make a special 
custom mouthpiece to give you exactly what 
you’re looking for.

If you’re not completely satisfied with 
your current mouthpiece, talk to your Bach
NOTE: Only genuine Bach mouthpieces bear the full inscription “Vincent 
Bach Corp .' together with the model number, on the outside of the cup.

dealer about our stan
dard models. And if you still 

can’t find your 
mouthpiece, send us the coupon. 
We’ll get in touch with you for 
die infomiation we need to 
make a special Bach to fit you.

Elkhart, Indiana

Vincent Bach
P.O. Box 310
Elkhart, Indiana 46514
Attn: Lloyd Fillio

Name

Address

State Zip



Beaver Harris
(Roswell Rudd) 

15" diameter

say —

John R Guerin 
(L.A. Express) 

13” diameter

Johnny Sciarrino
(Wayne Newton) 

14” diameter

Billy Kreutzman
(The Grateful Dead) 

14” diameter

Larrie Londin
(Nashville Recording Artist) 

15” diameter

In answer to overwhelming demand from hard rock 
drummers AvedisZildjian craftsmen are now match
ing special heavy weight tops and bottoms.

First with the finest in cymbal sounds since 1623

AVEDIS ZILDJIAN COMPANY P.O. Box 198 Accord, MA02018


	with even greater authority than the most famous

	sax player you can name.

	KING.

	Slingerland

	Percussion Profiles:

	Drum Co. 6633 N. Milwaukee Ave.

	Niles, Illinois 60648



	Mium nsnn

	own »ear

	the first chorus

	LETS -YOU PLAY IN

	□ 88 Keys

	FULL KEYBOARD

	□ Touch Response LOUDZT=soft

	□ Unitized Construction

	Stable Regulation

	and Tuning

	□ The PIANO for the Pro



	Baldwin


	GEORGE DUKE

	MU-TRON III

	OH “THE AURA WILL PREVAIL” ■ BASF/MPS RECORDS

	discords

	Headed For Mars

	V Combo Sensibility

	Hurrah For Sun

	Lee’s Legacy

	LeRoi And Ralph, Cont.


	MONTREUX TURNS 10

	SATCH HONORED TWICE


	potpourri

	NeuFReleases'

	Big Wind At Astrodome

	Buffalo Bizness

	Storyville Rises From Ashes

	FINAL BAR


	A





	INE [OHE CHRONICLES

	Q

	four ways to get someone in the music business to listen to your song.

	The sure way is the 1976 American Song Festival

	McCOY TYNER

	MIKE GIBBS

	JOHN LEWIS

	GIL SCOTT-HERON

	AND BRIAN JACKSON



	BILL EVANS:

	The Source of Keyboard Greatness

	THE CATALOG:

	From Fantasy Records

	Accompanist to:

	TONY BENNETT/ BILL EVANS

	GROVER

	WASHINGTON, JR.

	LOUIS BELLSON

	BRASS FEVER




	Get serious

	The Sensation of Sound!

	Computone Inc.

	★ ★

	CEDAR WALTON

	DON ELLIOTT

	SUPER Albums

	SUBSCRIBE NOW

	of (JoWf»^e°r



	When you join Ludwig's Spotlight Revolution you re in good company.

	BILL EVANS

	WILLIE BRYANT/

	JIMMIE LUNCEFORD

	ALBERT AYLER

	Our pal George...

	Manufacturers of high fidelity components, microphones, sound systems and related circuitry.

	KENNY WHEELER

	HARVIE

	SWARTZ


	caught...

	MOTHER NECESSITY

	BIG BAND

	RICHIE KAMUCA MUNDELL LOWE

	CHARLES SULLIVAN

	DAVID MURRAY TRIO

	★ QO1VXVO

	down beat Subscriber Service

	CHANGE OF ADDRESS

	DYNAMITE!

	I // //I // // II / vy-l // ,// l-AZ // 11/

	Johnnieheqnn Tenches Jazz

	IT HAPPENED

	1976 SUMMER JAZZ CLINICS


	MORE GOODIES!

	Jazz & New Fake Books

	Different Drummers

	A

	JAZZ AIDS


	Eight by David Baker...






	One of our237mouthpieces is probably just right for you. If not, we’ll make one that is.

	Vincent Bach





