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

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

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

With over 75 years’ experience perfecting the 
most desirable mechanical and musical character
istics of the trombone — slide action, projection, 
an even response in all registers, tone coloring — we 
welcome comparison without qualification.

We’re that sure of our design, our engineering, 
our craftsmanship. So sure, in fact, we encourage

instruments fail to live up 
to the King tradition of 
excellence.

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

Listen, please.

you to tell us if any of our

with even
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33999 Curtis Boulevard, Eastlake, Ohio 44094

Exclusive Distributors of King Instruments and Accessories. Benge Trumpets/Cornets. DeFord Flutes, and Manhasset Music Stands



EXPERIENCE THE UNEXPECTED

® HOHNER LIMITED EDITION GUITARS 
Test pick one today!
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• Rim Shots Drummer Andrew Cyrille 
recently released a new record “Celebra
tion” on the IPS Records Label.
Chicago-based Jake Jerger has joined 
Ludwig’s Educational Clinician Roster. 
His clinic specialty will include drum-out- 
fit and percussion ensemble.

•The Spotlight The6th International 
Symposium in Eau Claire. Wisconsin. July 
24-30, 1977, is accepting applications. 
Write to: Richard W. Wolf. University of 
Wisconsin. 610 Langdon Street. Madison. 
Wisconsin 53706. Faculty members in
clude twelve top artists and educators in 
all areas of percussion.

•Trappings — Reader Response.
The tuning of the drum set has brought 
much reader response. Each drum should 
be pitched in relation to the others for a 
wide variance of tone color. Snare drums 
should be the highest pitch (with snares 
off), followed by the smaller mounted tom
toms, floor tom-tom and bass drum. As 
each drum is played, the total effect should 
be a gradual drop in tone evenly between 
each drum. Tom-toms and bass drums are 
generally tuned with the batter head looser 
than the other vibrating head. Muffling 
must also be considered to avoid one drum 
ringing too long which will produce an 
overall imbalance between the drums of 
the set. The above guideline is generally 
accepted as standard among most drum
mers.

• Pro’s Forum —Friedman / Samuels 
Mallet Duo.

Special effect for the mallet player 
might include the following:
Bending Notes — this is accomplished 
by placing a hard rubber mallet (Musser 
M-3) into the node immediately after 
striking the bar with a vibe mallet. 
Draw the rubber mallet towards the 
bar's end, thus creating a noticeable 
change in pitch on the same bar.
Mouth Vibrato—this is an effect that 
works only in the high registers of the 
instrument. After striking a bar, place 
your mouth about 1/2 inch above the 
bar. By varying the speed by which you 
open and close your mouth, you create 
a vibrato.

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 Beat:

___ ___® upujiq
Ludwig Industries

1728 North Damen Avenue. Chicago, II. 60647
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14 Urbie Green: "Studio Slidemaster,” by Herb Nolan. Chances are you’ve heard 
Urbie countless times during the last two decades, his immaculate trombone 
spicing up an otherwise unmemorable arrangement. Here he provides a candid 
glimpse at the life of a sessionman.

16 Azar Lawrence: "Moving Into Tomorrow," by Len Lyons. Having established himself 
as one of the brightest new reedmen, Azar discourses on his work with McCoy 
and his plans for the future.

18 Eje Thelin: "Trials And Tribulations Of A Swedish Trombonist," by Lars Westin. 
Some American expatriates have found a welcome home in Sweden. But all is not 
rosy in Swedish jazzland, as trombonist Thelin asserts in this look at jazz on the 
other side of the ocean.

20 Record Reviews: Anthony Braxton; The Crusaders; Paul Desmond; Sam Rivers; 
Santana; Albert King; Ramsey Lewis; Steely Dan; Joanne Brackeen; Chet Atkins 
and Les Paul; Red Rodney; Waxing On—Charlie Parker; Lester Young; Billie 
Holiday; Jazz At The Philharmonic; Dizzy Gillespie; Bud Powell.

35 Blindfold Test: Michal Urbaniak and Urszula Dudziak.
36 Profile: Leo Smith, by Bob Ness. Al Jarreau, by Lee Underwood.
39 Caught: Bob Marley and the Wailers, by Ray Townley; The Left Bank Jazz Society 

of D.C. Festival ’76, by Bill Bennett.
42 How To Aim Toward Artistry In Brass, by Harvey Phillips via Dr. William L. Fowler.
43 Workshop: Dave Baker’s Sonata For Tuba And String Quartet, for Harvey Phillips.
49 Perspective: Claude Nobs: Chef de Festival, by Len Lyons.
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PICK UPAN ARP AXXE IN SEPTEMBER.
DRIVE OFF WITH A FREE ANVIL ROAD CASE.

I

Get a low-priced, professional quality ARP synthesizer.
And a free ANVIL road case—worth $150 retail.

It’s a sound investment, without the carrying charge.
Now through midnight, September 30th, at your ARP dealer. /.



Hot sound, cool performance

Uibes vs. transistors.
Musicians and engineers 

have been debating which is 
best ever since the introduction 
of the first transistor amp.

While many musicians agreed " 
that tubes had a warmer sound, 
nobody could ever deny the 
convenience of transistor amps 
which were less susceptible to 
breakage and required little or 
no maintenance.

So it all boiled down to this: 
tubes had the sound, and transistors 
had the reliability. But 
nobody could satisfactorily 
combine the best of both worlds.

Until now.
The Breakthrough.

Working closely with top 
professional musicians, the engineers 
at Yamaha found a way to capture the 
warmth and gentle overload 
characteristics of vacuum tubes using 
lightweight, solid-state FET technology. 
The result is a transistor amp that puts out a 
sound so hot that it's winning over even the 
strongest tube supporters.
Warmth of tubes combined with FET reliability 

and tonal flexibility.
Technically speaking, the reason for tube's 

pleasant sound was that they emphasized the 
even order harmonics (especially the second 
harmonic, the octave). 
This emphasis imparts a 
pleasing choral character 
to the human ear. In other 
words, it sounds good.

The Yamaha sound en
gineers devised a way to 
get their FET circuit design 
to emphasize the same 
even order harmonics as tubes. And It makes the 
critical difference in the Yamaha sound.

i It means when you hit a Yamaha amp hard, 
M especially with some added distortion dialed in, 

you get the natural distortion you’d get with a 
tube amp. But if you need a clean sound, you get 
a cleaner one than with tubes or conventional 
bipolar transistor amps.

Yamaha amps are designed to give you the 
ultimate versatility that a professional musician 
needs. A centered, defined tone that’s never 
mushy, with plenty of sustain and punch.

« YAMAHA

® YAMAHA

®YAMAW<
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Features that put you in complete control.
Each feature on every Yamaha amp has been 

engineered to give you complete control.
Take distortion. Every amp (except the B5O-115), 

has a continuously variable distortion control. 
Whether you want to dial in just a little natural
sounding distortion for extra sustain, 
or advance the control for loads 
of harmonic generation, you’re 
in command.

Take our bright control. It’s a rotary 
control, not just a switch, and it 
allows you to dial in precisely the 
right amount of extra transient attack 
you want. A little for some picking

BRIGHT di£
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Because speakers are one of

them ourselves to insure perfecl
compatibility within the amp’s 
components. That’s part of the

No wonder more and more people are picki 
up on Yamaha for hot sound and flexibility.

Loudspeakers—we wouldn’t trust just anyone 
to make them.

secret of the Yamaha sound, and 
why few other manufacturers can

the most important parts of any 
amp. So, unlike most guitar 
amplifier manufacturers, we md

I 3S1YAMAHA

ing
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emphasis, or enough to crack every note wide open!
We also believe an amp should really work for 

the artist, not against him, so our amps feature sep
arate wide-range Bass, Middle and Treble controls 
which allow exact shaping of the entire tonal spec
trum. (That Middle Control is something special, 
because you can use it to partially modify either 
the Bass or Treble settings, giving even more flexi-
bility to the tone controls.) 

The Guitar amps also
feature Accutronics 
Reverb, the widest, 
most precise range of 
tremolo available, and 
Yamaha’s exclusive 
foot-switched Pre-Set

ppe-set VOUJM^
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Volume system for instan
taneous volume changes without affecting the tone.

match our loudspeakers’ quality. For 
maximum efficiency and linearity, we 
precision wind each speaker using only 
flat, edgewound wire. Speaker cones 
are fabricated with exacting rigidity 
according to size, power range, and 

designated acoustic properties, and then 
suspended into frames tough enough to maintain 
critical alignment under the severest conditions. 
Before it leaves the factory, every loudspeaker is 
extensively tested, labeled with the model’s 
frequency response curve, rms and peak power 
capacity, and stamped with its own serial 
number. This extra care in manufacturing is just 
one reason why Yamaha loudspeakers are setting 
new standards in the industry. Just compare our 
loudspeakers to the competition and you’ll see 
what we mean.

14 Models to choose from.
In nearly every conceivable speaker and 

enclosure combination that a serious musician 
will ever need. Check them out at your local 
Vnmnhn Them nnmnnrp nc fonhirA fnr Yamaha dealer. Then compare us, feature for
feature, sound for sound, with any of the other 
amps you’ve seen or heard.

We think your next amp will be a Yamaha.

©YAMAHA
Box 6600, Buena Park, CA 90620



Looking for a Natural Sound?

You just found it!!
... a Barcus-Berry transducer. Wide dynamic range 

... no feedback ... spit-proof.
For use with all brass instruments.

For detailed information and prices, write to: 

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

the first chorus
By Charles Suber

' X'his month many of our readers will be go
ing back to school. Others will be learning, 
practicing, and performing their music in a 
less academic but nonetheless serious envi
ronment. All our readers, in one way or anoth
er, will be beginning or enlarging on their mu
sic careers. On that subject we offer these 
comments and suggestions.

In this issue, Urbic Green, the consummate 
trombonist, is uncharacteristically loquacious 
about the joys and pitfalls of a studio career. 
He also gives some valuable clinical advice on 
how to play jazz trombone.

Farther down the scale, Harvey Phillips, the 
world’s most celebrated tuba player, gives his 
tips on how to make the best use of your tal
ents. Accompanying this How To feature is an 
excerpt from the Sonata For Tuba And String 
Quartet, written for Phillips by David Baker, a 
colleague of his at Indiana University. (See 
page 42 for the announcement of Baker’s lat
est books, A Jazz Improvisation Method For 
Strings: Vol. I, Violin And Viola; Vol. II, Cello 
And Bass Viol.)

We also recommend the articles on the ca
reers of Leo Smith, the trumpet player and 
composer associated with the A.A.C.M.; Al 
Jarreau, the exciting young vocalist/songwrit- 
er; Azar Lawrence, the rapidly rising jazz reed 
player; and Eje Thelin, the very talented 
Swedish jazz trombonist and bandleader who 
explains how difficult it is to establish a jazz 
career in his native country.

Outside of this and other issues of db, we 
suggest the following items relating to music 
careers.

Careers In Music is a new 132 page book 
published by the American Music Confer
ence, the educational arm of the music indus
try, under a grant from the CBS Foundation. 
Copies of the limited first printing are SI.00 
each, plus 50c postage. (Future printings will 
be at S2.50.) Write the A.M.C. at 150 East 
Huron St., Chicago, 111., 60611.

The NARAS Institute, the educational arm 
of the Recording Academy, is co-sponsoring 
four seminars this month (October) on “The 
Recording Arts And Sciences And The Busi
ness Of Music.’’ The two day seminars will be 
held in Boston, Chicago, Miami, and New 
York. For details, contact James Progris, Di
rector, NARAS Institute, University of 
Miami, Coral Gables, Fla. Progris can also 
supply details on the Institute’s accreditations 
program, as well as a list of schools that offer 
business of music courses.

The reader response to the Music Handbook 
’76, down beat’s 21st annual yearbook, has 
been very favorable. Many schools are order
ing copies for their libraries and school guid
ance counselors are recommending it to any
one interested in a career in music. The Hand
book includes the most recent edition of A 
Guide To College Jazz Studies, as well as the 
career guide, with salary ranges, accompanied 
by many How To articles on preparing for ca
reers. The price is $1.95 from our Chicago of
fices.

Be sure and do your bit in boosting the ca
reers of your favorite musicians by voting (only 
once) in this year’s Readers Poll. Read the vot
ing instructions on page 24 and use the tear- 
out-and-mail ballot enclosed in this issue.

Next issue spotlights arrangers and com
posers, particularly Chick Corea and Alec 
Wilder, plus other notables. db



Ding instead of clunk. "This instrument 
vibrates when you play . . . you can 
actually feel the note . . . it's alive."

Urbie Green wanted a trombone 
that was perfect in every detail.

“I need a trombone that is very complete, one 
that will play all over with a good sound, intona
tion. With this new instrument you have a trom
bone that’s as perfectly in tune as possible... so 
you don’t have to pinch and squeeze your lips.

Solid nickel- 
silver slide.
"Most brass 

slides need weeks 
to break in . . . 
this feels great 

right now."

Curved brace. ) 
"Gives a more natural k' 

feel for the fingers."

“Main thing is an instrument you’re comfortable 
with ... in the kind of work you’re doing and 
your own individual way of playing it. Others 
can make little alterations on request. . . we’ve 
already made them, right here.”

Chrome-plated neck rest. “No more 
green necks and shirts from brass."

Streamlined slide 
guard. "We took off 
the little bumper. . . 
this is stronger, 
lighter, and makes 
the horn a little 
shorter."

Smooth braces.
"They’re all nice and 

smooth. No more little 
lumps to put calluses 

on your hands.”

Long or short tuning 
slide. "Long is 

standard, short one 
if you want it... no 

more trips to the 
repair shop to have 

it worked on."

Closer grip. "And this smaller bar 
on the slide makes for a seventh 
position that’s not so far away."

Larger water hole, 
curved key. "It won't 
grab anything while 
you’re playing . . . 
and it empties in one 
squirt instead 
of several shakes."

So we 
made it.

The new Urbie Green 
Martin Trombone

comfortable and lightweight as possible. 
Balance without a big. awkward ball 
on the end."

The new Urbie Green Martin 
trombone. Custom-made for Urbie 
Green. Available for those who 
want the best. For more informa
tion write to Leblanc, 7019 
Thirtieth Avenue, Kenosha, 
Wisconsin 53140.

® Qllurtin
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d Septuagenarian Opinion

It is a reviewer’s privilege to criticize liner 
notes, but if he accuses their author of hyper
bole he should beware of indulging in it 
himself, as John McDonough does in his 
review of The Ellington Suites (db, 8/12). He 
says that my notes “express amazement” that 
Ellington was in his seventies when he wrote 
Uwis. I did no such thing. What I said, in 
easily verifiable fact, was that the piece 
“shows how imaginative and adventurous 
Ellington remained in his seventies.” That is a 
legitimate expression of opinion, not of 
amazement, and not hyperbole.

When Quincy Jones or Henry Mancini 
writes something of comparable worth, as 
McDonough believes they are capable of

New finishes 
from libes

Giróme 
Butchefblock 
Black

THE CF MARTIN ORGANISATION NAZARETH PA 18064

doing, I trust he will promptly let me know. 
Stanley Dance Rowayton, Conn.

Fine Legacy
You may be interested to know that I have a 

collection of your magazine dating back to 
1940. My late husband saved all his db issues, 
with the exception of a few that were lost 
when he was overseas during World War II. 
My 20 year old son is now an avid reader of 
db and saves all issues.
Mrs. Sam M. Lane San Angelo, Tex.

That Old Growing Mist
The growing mist which is blurring the 

distinction between types of music has been 
the subject of a mass of praise in recent years.

White 
Agote 
Buckskin

It is generally accepted that the breaking 
down of barriers in music is a positive thing. 
We should like to express our disagreement 
with such a viewpoint in respect to jazz and 
rock. We feel very strongly that jazz music is 
in imminent danger of extinction.

The jazz/rock merger has (resulted) in the 
swallowing of the former by the latter. It is like 
the merger of two magazines, for a time the 
larger will keep the smaller’s name on the 
cover in tiny print until it disappears 
completely, having been "integrated”; 
eventually we only have one point of view 
foisted upon us.

It is not now that matters so much—we 
shall not be robbed of Sonny Rollins, Cecil 
Taylor, Charles Mingus, Ornette Coleman, 
Thelonious Monk, etc.. . . However, the heirs 
to their music, the really talented ones, have 
not emerged because jazz music has become 
the victim of a Trojan horse filled with John 
McLaughlins, Chick Coreas, Herbie 
Hancocks.. .. They have led the young 
musicians into a world of funk and pop.... It 
seems to us that they have left us with a 
glorious past and no future. We hope that we 
are proved wrong.
Graham and Monica Lloyd London, Eng.

Critical Ballyhoo
The recent poll by your international critics 

(db, 8/12) was outstanding for its obvious 
omissions. Where was the magnificent playing 
talent, the superior composing, or arranging 
ability of Thad Jones recognized? And where 
in hell was the trombone artistry of Jim Pugh 
mentioned? Nowhere! To ignore the 
contributions of these two giants in a world of 
moneygrabbing midgets is blatant stupidity.

Thanks to Thad and Jim and others like 
them who are seldom appreciated in print, 
jazz will continue to grow—in spite of the 
critics!
Bill Swanson Grand Rapids, Mich.

The critics of the 24th jazz critics poll must 
be the crustiest in the world. Hey man, this is 
the new age, when improvisation is being 
taken over by more of a soulful feeling in jazz.

The reason 1 say this is that one of the more 
soulful sax men to come along in recent years, 
Grover Washington, Jr., is not listed in alto, 
tenor or soprano sax categories....

I am really mad. What the hell do Japanese 
know about jazz? Why did they participate in 
this poll?

Another fantastic virtuoso is Eric Gale, one 
fine guitar player. Both Gale and Washington 
have given me joy in recent years and it is 
appalling that these men are not listed or even 
considered.
Gordon Strachan Austin, Tex.

All Ear, No Body
Is it the editorial policy of db to regard 

“contemporary" music as a cerebral 
experience only?

To the musical empiricist, down beat only 
listens with its brain’s ears, ignoring the body- 
as-a-whole as a legitimate receptor of musical 
tones. You leave your readers with a 
fragmented, half full, half empty 
understanding of modern music. “Jazz,” by 
definition, animates ... the entire human 
organism. ... As musical politicians, your 
only support is for those carrying the banner 
of “mental” music.
R. McKenzie Lambourne New Harmony, Ind.

'own beat



Rahsaan Rolls On
NEW YORK—Rahsaan Roland 

Kirk, multi-reed threat, racon
teur, miracle worker, was back 
on the New York stage recently. 
After suffering a stroke that 
paralyzed his right side and 
beating odds that would have 
leveled lesser men, Rahsaan has 
used self-devised as well as 
medically approved therapy to 
forge his way back to his music.

His initial appearance was at a 
club in Newark, N.J., called 
Sparky J’s (db, 6/17). Following 
a Newport Jazz Festival jam ses
sion, he has begun the grueling 
task of concerts. His appear
ance at the Beacon Theatre was 
the first of a series of jazz and 
latin gigs that will be presented.

Rahsaan played tenor with his 
one good hand, supporting the 
horn with the other. Full finger 
dexterity has not returned to his 
right hand. But one hand for him 
is better than two for most oth
ers. He is used to playing in this 
manner because he often plays 
two or more horns at once. His 
This Masquerade was a gem of 
imagination and humor, as he 
bent and slurred his way through

Crawdaddy
NEW YORK—Crawdaddy, a 

New Orleans-style restaurant, 
celebrated its first birthday re
cently with jazz and jambalaya. 
Both were distributed free to the 
passing crowd in a grand out
door festival during the noon-2 
p.m. lunch break. On the band
stand was Sammy Price, Craw
daddy's regular pianist, and 
guests Jo Jones, Paul Quini- 
chette, Buddy Tate, Doc Cheat
ham, Scoville Brown, Johnny 
Letman, Miles Matthews, Sugar

the Leon Russell tune currently 
on the charts via guitarist 
George Benson.

Kirk's instrumentation was as 
diverse as ever: flute with nasal 
voiceover, kazoo, reed trumpet, 
harmonica, and two reeds at 
once for the first time since the 
stroke. The tunes were familiar 
to the small but overpoweringly 
responsive audience, Con Alma 
and Theme For The Eulipions 
among them.

Mongo Santamaria, the head
liner of the show, came on later 
(almost midnight) and played a 
long set including Afro Blue, with 
Rahsaan on tenor and Roger 
Rosenberg tripling on soprano, 
alto and baritone. Rosenberg is 
featured prominently with 
Mongo’s band and takes the ma
jor solo choruses on such crowd 
pleasers as Mambo Mongo. 
Mongo, by the way, is taking 
more conga solos than ever be
fore, much to the pleasure of his 
audiences and fans.

A third act, Time Machine III, 
lead off the concert. They are 
new, with some sharp charts and 
fine soloists.

Marks One
Blue and Roy Eldridge. Little 
Jazz received a Harlem Jazz 
Festival Society Award along 
with Vice Pres. Jonah Jones, 
who did not play.

A minute of silence was ob
served for Bobby Hackett, who 
recently passed away. Jonah 
played Just A Closer Walk With 
Thee followed by When The 
Saints Go Marching In, which in 
turn was followed by a second 
line made up of anyone wishing 
to participate.

Ella Fitzgerald receives her National Music Award from Vito Pas- 
cucci, chairman of the American Music Conference and president 
of G. LeBlanc Corp.

potpourri
Pittsburgh’s oldest currently phis Underground. Isaac Hayes 

operating jazz house, the placed two LPs in the second 
venerable Crawford Grill, will be five, Quincy Jones had three in 
closed for the remainder of the the top twenty, and Deodato and 
summer for vacation and Grover Washington each had 
remodeling. The Grill closed in two.
grand style recently with Sonny 
Stitt, backed by Pittsburgh jazz 
veterans Frank Cunimondo, 
Mike Taylor and Roger Hum
phries. The Grill will resume with 
a fall schedule (te be an-
nounced) starting September 9.

Warner Brothers is filming live 
performances of six of their acts 
for a 40 minute film to be dis
tributed for promotional services 
throughout Europe and the

’ Orient.

The jazz ensemble from the Marian McPartland will be re- 
Umversity of Nevada at Los united with Joe Morello for the 
Vegas took second place in col- first time in 20 years on an up- 
legiate big band competition coming live recording gig set for 
during the Montreux Jazz Gulliver's in Paterson, New Jer- 
Festival. Sey. The session will be re-

• leased on Halcyon.
Santana's Amigos is the num- •

ber one album in Italy. Rumors abQund that severa|
• major record companies are

In a special Bicentennial issue, readying yet another price hike. 
Billboard magazine recently _
named the top jazz albums of the 
last 20 years, based on sales. Guitarist Joe Beck has signed 
Bitches Brew was number one, with Polydor. In addition to re
followed by Black Byrd, Body cording, Beck will also produce 
Heat, Sweetnighter, and Mem- for the label. db

Mercer Memorial
NEW YORK—When lyricist/ 

singer Johnny Mercer passed 
away on June 25, Bill Harbach of 
ASCAP decided that a proper 
memorial would be the fitting 
farewell to his friend. So on a re
cent summer morning, 600 Mer- 
cerites filled Irving Berlin’s Music 
Box Theatre with cheers and ap
plause in recognition of Mercer’s 
accomplishments.

“Keep it light and warm,” were 
the instructions given to emcee 
William B. Williams. Surrounding 
him in the bow of a grand piano 
on the bare stage were Margaret 
Whiting, Harold Arlen, Alec 
Wilder, Mel Torme and Al Hib
bler. Each had a vignette or two 
about the man. There was such 
genuine warmth transmitted that 
it seemed to be a parlor reminis
cence, with Johnny right there. 
His lyrics leapt out and grabbed 
the throat, causing quite a few 

chokeups.
Ms. Whiting, whose father, 

Richard, wrote with Mercer, 
started the proceedings. I'm An 
Old Cowhand, written for Bing 
Crosby, was delivered after Bing 
spoke on film from London; Too 
Marvelous For Words, written 
with Whiting, and My Shining 
Hour, with Arlen, were inter
spersed with some childhood 
memories.

Jimmy Rowles delivered 
Frazier The Lion with the humor it 
deserved, while Wilder stated, 
“He made me feel safe in a scary 
world.”

Hibbler had the honor of per
forming Blues In The Night, while 
Torme sat at the piano for an all 
but forgotten WWII ditty, Swing 
Shift Jamboree, about a couple 
who meet on an aircraft assem
bly line. (Ever try to rhyme with 
cockpit and fuselage? They are 

forced and they are funny.)
Mel then did something that 

few lyrics can stand: he read 
them as poetry. He took Rimsky- 
Korsakov’s Song Of India and 
spoke the Mercer words. Then he 
sang another classical tune with 
Mercer lyrics, Glow Worm, and 
closed with a beautiful rendition 
of the Rowles/Mercer Morning 
Star.

Two diverse speakers con
cluded the service. Actor Cliff 
Robertson and newsman Carl 
Rowen had never met Johnny 
Mercer. Both were touched by 
his feelings and moved by his 
passing. Robertson dramatized 
One For My Baby and Days Of 
Wine And Roses, two pathos
laden songs dealing with alcohol 
and love.

Rowen's column in the New 
York Post the day after Johnny 
passed away had so moved the 

organizers of the memorial that 
they asked him to read it. Carl 
was forced to take two encore 
bows amid wild applause.

Earlier, Dinah Shore stated on 
film what we all feel about some
one who has left a legacy. Duke 
Ellington, George Gershwin, 
Louis Armstrong, Cole Porter and 
now Johnny Mercer are never 
spoken of in the past tense. They 
are giants; how could they be 
otherwise? How can you say 
Duke was great when he is still 
with us? Mercer wrote the lyrics 
to Duke’s Satin Doll, and, as 
Dinah said, “He will be with me; 
every time I sing.”

Later that afternoon, Mercer 
was toasted by Richard Sudha - 
ter and a group made up of Bucky 
Pizzarelli, Major Holley and Bob 
Rosengarden, part of an outdo' 
concert series called "Musicr 
A City Afternoon.”

October



Hodeir At Harvard
CAMBRIDGE, MASS.—Andre 

Hodeir, noted French composer, 
critic and writer on jazz, taught in 
the United States for the first 
time this summer. Harvard Uni
versity invited him to teach two 
jazz courses in Cambridge. Mr. 
Hodeir, who had spent time in 
New York in 1958 and 1962, 
taught a select group of students 
in jazz composing and arranging, 
plus a general class in the evolu
tion of the jazz orchestra.

Hodeir is a graduate of the Na
tional Conservatory of Paris and 
has been a professional violinist 
and film score composer. He has 
led an experimental jazz group 
entitled Jazz Groupe de Paris 
(recorded on Savoy), was editor 
of Jazz Hot magazine (1947-50), 
has recorded his significant jazz 
opera, Anna Livia Plurabelle, on 
Phillips, and has had his music 
performed by musicians such as

NeuTReleases'
The latest from A&M's Horizon 

line includes Closeness, Charlie 
Haden; Wave Of Dreams, Sonny 
Fortune; Brown Rice, Don Cher
ry; And Friends, Mel Lewis; 
Commitment, Jim Hall; 25th 
Anniversary Reunion Concert, 
Dave Brubeck, Paul Desmond, 
Eugene Wright, and Joe Morel
lo; and Look Softly, Jimmy 
Owens. •

Abdul Rahim Ibrahim (Doug 
Carn) writes to inform us he has 
started his own label, along with 
Al Hall, George Harper, and Bob 
Frazier. The label is called Tab- 
liki. A new album is forthcoming.

•
Fresh ABC vinyl includes A 

Banquet In Blues, John Mayall; 
Genuine Cowhide, Delbert 
McClintock; The Legendary Per
fect Album, Christine McVie; 
and Crosswords, Larry Hosford.

•
New goodies from Pablo high

light helpings from Dizzy Gilles
pie and Machito, Oscar Peter
son and Joe Pass, Dom Um Ro- 
mao, Mike Longo, and Count 
Basie.

•
Fantasy's reissue series con

tinues with six from Prestige and 
six from Milestone. Prestige 
winners are Messages, Hank 
Mobley; Green Haze, Miles 
Davis; Altology, Phil Woods; 
House Of Byrd, Donald Byrd; 
Early Bones, J. J. Johnson/Kai 
Winding/Bennie Green; and One 
And Two, Mal Waldron. The 
Milestoners are In Person, The
lonious Monk; Spring Leaves, 
Bill Evans; Skins, Mongo Santa
maria; The Toughest Tenors,

hnny Griffin/Lockjaw Davis;

Django Reinhardt, Don Byas, the 
Modern Jazz Quartet, James 
Moody, Kenny Clarke and various 
European orchestras. He is cur
rently editor of Panarama de la 
Musique in France. Hodeir’s 
music combines European struc
ture and form with jazz elements 
and incorporates what he calls 
"stimulated improvisation” into 
many of his scores.

Hodeir’s texts—Towards Jazz, 
Worlds Of Jazz and Since De
bussy—have been translated 
into English and his Jazz—Evolu
tion And Essence is one of the 
most respected books on jazz 
aesthetics.

Harvard's jazz program began 
last year with guest lecturist 
John Lewis of the Modem Jazz 
Quartet. Thomas Everett, trom
bonist and director of bands at 
Harvard, assisted both Lewis and 
Hodeir during their lectures.

The All-Star Sessions, Elmo 
Hope; and But Beautiful, Kenny 
Dorham.

Inner City adds are Saxo
phone Improvisations/Series F„ 
Anthony Braxton; Sonata Eroti
ca, Jean-Luc Ponty; and a 1973 
violin collaboration by Ponty and 
Stephane Grappelli.

•
Among recent Bethlehem 

vinyl is Turning Point, John Col
trane; Yardbird Suite, Bob Dor- 
ough; and The Bethlehem Years, 
Dexter Gordon.

•
The newly-formed West Coast 

label Pausa has issued Gerry 
Mulligan Meets Enrico Intra and 
Thad Jones/Mel Lewis And 
Manuel De Sica.

•
RCA has released a new one 

by the Toshiko Akiyoshi/Lew 
Tabackin Big Band entitled 
Tales Of A Courtesan.

•
Recent winners from Muse in

clude Bird Gets The Worm, Cecil 
Payne; Slow Down Baby, Richie 
Boger; Rope-A-Dope, Lester 
Bowie; a reissue of Raindrops, 
Steve Kuhn; and Love Dance, 
Woody Shaw.

Atlantic additions are Coming 
Out, Manhattan Transfer; Plays 
With Feeling, Willis Jackson; 
River High, River Low. Les Mc
Cann; School Days, Stanley 
Clarke; Not A Word On It, Pete 
Carr; the debut disc by Dee Dee 
Bridgewater; Let's Stick To
gether, Bryan Ferry; and Mystic 
Dragons, Blue Magic. db

JAZZLINE BENEFIT

Hubert Laws gets his db plaque, as Bobbi Humphrey, Freddie 
Hubbard, A. J. Smith and friends look on

NEW YORK—If you were to dial 212-421 -3592 you would get a re
cording. So what's so unusual about that when we have dial-a- 
prayer, dial-a-joke, dial-a-baby-sitter and even dial-a-mugger in this 
town? The above number is likewise peculiar to the Apple in that it 
will tell you what’s happening, where, when, and sometimes for how 
much. JAZZLINE, partially sponsored by Jazz Interactions, also puts 
out a printed list delineating the goings-on in New York. Funds for 
the continuance of this vital service have become such that a bene
fit was recently given to allow it to carry on.

Art D'lugoff, who contributes many Monday nights to worthy 
causes, once again opened his Village Gate and Top of The Gate 
clubs to Julie Coryell, the producer of an affair that featured her hus
band, guitarist Larry, and a host of others. At the upstairs room, Larry 
was featured in a series of duets with Miroslav Vitous, Joe Beck (all 
acoustic instrumentation was used here), and downstairs with his 
own Eleventh House and an all star conclusion.

In between we heard from Jeremy Steig and Eddie Gomez in an 
unusual coupling, with Steig using echoplex and wah wah, while 
Gomez played it straight with bridge pickup only. The most exciting 
moments came from a new Latin-jazz group called Seguida. They 
mixed tempi, segueing from mambo to bossa to hustle. It all worked 
especially well, owing to the fine musicianship of this 11 -piece en
semble.

The jam session held in the cavernous lower club included Cor
yell, Lenny White, Beck, John Lee, Dave Liebman, Al DiMeola, Onaje 
Allan Gumbs and Ray Mantilla. Contrasting sounds could be heard 
upstairs with the acoustic guitars of Gaby Diederich and Brian 
Keane holding forth.

Freddie Hubbard presented Hubert Laws with the latter’s 1975 
down beat Critics Poll award.

Laser Light Warning
The following comes to us 

courtesy of Dr. Leon Goldman, 
director of the laser laboratory at 
the University of Cincinnati Medi
cal Center:

With the increasing popularity 
of laser light displays at band 
concerts, there is apparently lit
tle concern about the potential 
hazards of this fascinating light 
for the musicians and also for the 
audience. The high-power lasers 
used in these displays are 
hazardous for the eyes. In the 
semi-darkness of most of the 
concert areas, the pupils of the 
eyes are opened wide and the 
possible impact of the laser 
beam on the eyes is increased. If 
certain powers are reached and 
certain areas of the eyes are 
contacted, burns can result in
side the eye, with effect on the 
vision. If the impacts are around 
the periphery of the eye, the 

burns may not be perceived.
Each band using these high- 

output laser systems, especially 
the argon lasers, should have a 
definite program as regards the 
safety, both for the musicians 
and for the audience. This can be 
developed through the manufac
turer, whose responsibility it is 
to outline a safety program, or to 
representatives of the local ra
diation divisions of the local 
health departments, or to the 
Federal Government. The State 
radiation officials are becoming 
more aware of this problem, and 
if a safety program is not consid
ered and planned for and ap
proved, it is possible that laser 
displays will not be permitted by 
local authorities.

With planned safety programs 
in advance, the beautiful light 
patterns are safe for the musi
cians and for the audience.

i.own beat



Santana calls it his rainbow.
• F

ikson catalog, send $1.75 for postage and handling to: Norlin Music-Advertising, 7373 N. Cicero Ave., Lincolnwood. Illinois 60646. For the new Gi

calls it his rainbow.
We call it the L6-S.

Actually, it’s the Gibson L6-S.
But he’s got a point. Because the L6-S lets you color your 

sound any way you want with tone and mid-range control and a 
six-position sound switch. From pretty and warm to funky and 
hard—and anything in between—the choice is yours.

The L6-S also has two incredibly powerful pickups mounted in 
its solid maple body for exceptional sensitivity and sustain. And 
the body itself is designed to give you complete access to 24 
frets of the quickest, easiest action you ever laid your hands on.

Creem Magazine called it “The kind
of guitar that musicians ten years from 
now will dream about owning? Santana

9 Another Quality T 
Product from Norlin



STUDIO SLIDEMASTER

URBIE
BREER
by Herb Nolan

^^obile, Alabama. It sounds slow and 

easy with humid summer nights laying on the 
gulf city like a damp cloth, and azaleas 
blooming around aging, white-pillar remnants 
of the South’s architectural fling with the 
Greek Revival.

It’s where Urbie Green comes from, and 
though he left for the road and bands at 16, 
there’s still that relaxed, mellow demeanor 
stemming from the rural country life around 
Mobile.

Green is a young looking 50 and reminds 
you a little of Pat Boone; he has a quiet way 
bordering on shyness that had to come from 
the South, not New York City, where he does 
most of his work these days.

“There were some fine dixieland players 
down there,” he remembers, “one musician in 
particular who was a great influence was a 
cornet player named Bill Lagman. He played 
somewhat like Bix Beiderbecke; he had a real 
nice jazz attitude, he wasn’t flashy or any
thing, he was just trying to play good music. 
He got me off to what I consider a nice start.” 
(Until his death earlier this year, Lagman was 
the number one band leader in Mobile, and 
he’d been holding down that spot since 
Green’s high school days.)

Then there was the radio and records, the 
sound of the big bands, Tommy Dorsey at 
first, then others . . . and trombone players 
Jack Teagarden, Lawrence Brown, J. C. Hig
ginbotham, Jack Jenning, and Trummy 
Young. And oh yes, two older brothers who 
played the trombone.

But before the trombone there was the 
piano: Urbie Green was one of five children 
and his mother began teaching the kids the 
piano at a tender age. She didn’t know a lot 
about music—she played by ear—but she 
knew a few fundamental things about reading. 
“It was enough to get us started,” said Green. 
“We practiced by playing the sheet music for 
the popular songs of the day because we didn’t 
have practice books. That’s probably why I 
never got to be very good on the piano. But it 
did develop my harmonic sense, I guess.

“I’m all for any instrumentalist getting a 
good legitimate background in music if it is 
possible,” continued Green, who recalled that 
when he was in school jazz was a dirty word 
“except to those of us who loved it.”

“It wasn’t possible to get much music back
ground down in Mobile, I really learned more 
after I got on the road playing with bands. Be
fore that 1 used to practice just sitting around 
trying to improvise or by copying records. But 
if I were to listen to myself play—as an out
sider—I think I would hear people other than 
trombonists, guys like Dizzy Gillespie and 
14 □ down beat

Charlie Parker; I think they had a lot to do 
with shaping the way 1 am trying to play. I 
used to listen to Lester Young a great deal, 
too, but during the late '40s I discovered 
Charlie Parker. I’d known about Dizzy, but 
Charlie Parker kind of came out of nowhere 
for me—there was nothing like him around. I 
tried to devise some techniques that would 
permit me to express those kinds of groups of 
notes.

“The trombone is a weird instrument, it’s 
not like any other instrument, and you have to 
figure out a lot of sneaky ways to do things; 
you have that slide to work with, there are no 
valves or keys, so you have to figure out how 
to get around and articulate certain types of 
phrases. The tongue is involved a lot more 
than on other instruments, and if you don’t 
tongue a lot of notes you’ll get a slide from 
one note to another instead of a separated 
sound.”

Urbie Green was trying to explain what is 
often so difficult to articulate—his develop
ment as a musician, especially a musician 
playing improvisational music. Music, of 
course, is a nonverbal art form that is tech
nical, emotional, and often very personal. De
scribing it is like trying to fill your pockets 
with smoke.

In the early 1950s, Green emerged in the 
context of Woody Herman’s Third Herd as 
one of the most influential trombone players 
around, combining articulate speed—fast 
clusters of notes—with a beautiful, full warm 
sound. It was a sound that became a classic 
model for young players learning the instru
ment. It still is.

Sound? Green continued to probe his play
ing, turning it over and over as if he hadn’t 
thought about examining it for a long time.

SELECTED GREEN 
DISCOGRAPHY
21 TROMBONES—Project III S-5014
21 TROMBONES—VOL. II—Project III S-5024 
BEIN' GREEN—Project III S-5066
BIG BEAUTIFUL BAND—Project III S-5087
GREEN POWER—Project III S-5052

“There are so many things involved, the con
dition of your lip and so forth, but I think the 
first thing you have to have is an idea about 
what you want to sound like—you have to 
know something about the sound you like 
before you can produce it.

“I think another thing that was very impor
tant for me was singers—good singers. 1 liked 
their vibrato—it varies from one musician to 
another, from no vibrato to fast and medium 
vibrato. For example, I like Perry Como’s vi
brato a lot, it’s not too fast or too slow it’s nice 
and even.

“Louis Armstrong is one of my favorite 
vocalists,” added Green after a pause. “It 
wasn’t just the sound of his voice but the music 
he was making with it; he had as natural a 
phrasing as anybody I ever heard. I like to 
hear a jazz musician who has a good interpre
tation of the melody, rather than just his im
provisational ability. I think it’s important to 
have a good understanding of the melody of a 
song. When I’m playing a melody I like to 
play it as if it could be sung the same way as I 
was playing the lyrics."

In pursuit of a better sound and control over 
his instrument. Green spent about a year at the 
request of the LaBlanc company designing a 
Martin trombone. (The previous night work
ing with a trio in a new Chicago night club, he 
had started trying it out. It felt good, he 
thought.)

“It was a perfect situation,” he said about 
being asked to design a horn, “because I had 
been looking for something a little larger than 
what I had been playing. It was also a good 
opportunity to try out some ideas I had. The 
instrument (model 4501) has a 500 bore, not 
too big, not too small, and it’s made of very 
light metal so it feels comfortable to hold. I 
also experimented with lead pipes in an effort 
to produce the best kind of tone you could 
come up with along with response and intona
tion.”

Green has also been experimenting with 
mouthpieces for the past six years, and now 
uses a Jet Tone made by Bill Ratzenburger. 
“He made several different depths—a medium 
depth cup, one deeper and one shallower—but



all of them have the same rim. Most of the 
time I play the medium, but if I’ve been off for 
a few days I use the shallower one until my lip 
gets back to where I want it. The deeper cup 
always gives you a nicer low tone with a little 
rounder sound, while the shallow cup makes 
the high notes come out easier. Actually, it 
doesn’t hurt my lip to change mouthpieces be
cause they all have the same rim.” Green ad
mits that he’d never been inclined to fool 
around with mouthpieces until he got in
volved with Jet Tone. Before that he’d been 
using an old King 28.

Urbie Green says that he doesn’t consider 
himself a full time jazz player. He likes to 
spend time—as much as possible—with his 
family on their small Pennsylvania farm. He 
also does a lot of studio work and school 
clinics.

“One of the things the kids seem concerned 
about is how you get into the studios. I really 
don’t want to encourage them to go all out for 
that because I didn’t want to get into them in 
the first place. I just kind of stumbled into it, 
it wasn’t my ambition to be a studio player, 
but it’s not as bad as I thought it would be.

“The way I work, I’m able to come and go 
as I please and keep a lot of other things 
going. But so many people get tied up there 
and you never hear from them again—they 
stop thinking about music. It’s so easy to get 
lazy.

“It’s great to play with those guys,” said 
Green turning positive, “in the sense that you 
go into a date and there are no problems, they 
just play it down; it’s in tune and there are very 
few takes. In the studio you are not necessarily 
concerned about being yourself, you just do

Urbie has also added a little electronics to 
his playing to break up the routine. The device 
is called an “octave voice” and it produces a 
sound an octave lower, along with the natural 
note being played. “I don’t use it all the time, 
maybe one number out of a set. I don’t like to 
make too big a deal out of it, but it breaks up 
the monotony a little bit. When you are the 
only horn you don’t want to bore people to 
death with the trombone sound all night. A lot 
of people hate that electronic device, but if 
you don’t overdo it it’s okay.”

A local music writer hadn’t cared for it too 
much and said so in print. “It’s just a little 
toy,” responded Green in defensive irritation. 
“I’m not crazy about it myself—it’s just kind 
of fun. You have to have some fun with music; 
some people I think get a little too serious 
about it. I still love the spirit of a good old 
dixieland band myself, and I’d like to see 
more of that spirit in contemporary music. I 
don’t mean sounding like a dixieland band, 
but the attitude of having fun—I like to have 
fun when I play. You can’t get anymore har
monic than the great classical writers anyway; 
you might get your emotions going a little 
more, so far as harmonies go. I’m not the most 
thoroughly schooled musician in the world, 
but I haven’t heard any new notes in years and 
years. It’s the attitude and spirit and emotion 
you play with that are very very important.”

His voice drifted off as if looking for a 
place to rest. “I guess there are some true art
ists who don’t care whether the audience re
sponds or not,” he said finally, “but then you 
might as well play in your own house and not 
let anybody hear it.

“I mean I’m a real jazz fan, from Louis 

them went out and started their own groups so 
they’d get a chance to play more. I remember 
with Woody’s band my featured number was 
Skylark, and with Gene Krupa’s band I had one 
on My Silent Love—that was my big spot dur
ing the night—but playing the same tune each 
night was kind of rough.”

Urbie eventually went on and formed his 
own bands and worked in others, often as an 
addition to Count Basie’s trombone section; 
he led Tommy Dorsey’s band for an en
gagement at the River Boat in New York City; 
he recently joined Woody again to accompany 
Frank Sinatra. Over the years he has made 
about 30 records.

He has just signed a new recording contract 
with Creed Taylor’s CTI records. He had been 
associated with Taylor years before when 
Creed was an a&r man for ABC Paramoun: 
and Bethlehem, and later worked CTI dates as 
a sideman on albums by Stanley Turrentine 
and others. Dave Matthews, yet another 
Woody Herman graduate, will be doing the 
writing for Green’s new CTI recordings.

“We’ll be doing a variety of things, like 
some old standards with a new twist or some 
new tunes. It’s hard to put a label on the 
music—trombone music, I guess. If you call it 
jazz, that word means so many different things 
to different people; it seems like we need a 
new term or something, but then I’ve been sav
ing that for 20 years.” Urbie smiled a short, 
easy smile. “Some say jazz and it means rag
time or dixieland, and some people say jazz 
and it means avant garde or the Benny Good
man swing era. I wouldn’t mind at all being 
put in a jazz/rock or disco setting if it is good 
musically. I’m sure that anything Dave Mat-

‘Tm not the most thoroughly schooled musician in the world, but I haven’t heard any new notes in years 
and years. It's the attitude and spirit and emotion you play with that are very important.”

what they ask as well as you can. I think it’s 
good to have to do something you wouldn’t 
choose to do because playing jazz all the time 
can be harmful in certain respects. The reason 
is you are playing only what you want to play 
rather than something written, and you can 
get lazy ignoring written music. If you play 
only what you feel like playing it becomes 
more difficult to play what you have to play.

“I think I could just be doing nothing but 
solo work—playing jazz—but then I’d be 
traveling all the time and that’s no way to 
raise a family. I enjoy playing clubs,” he add
ed, “that’s why I still do it, it’s fun and it sort 
of keeps me in shape in that area of music. 
There’s very little jazz involved in studio 
work, there might be a jazz interpretation or a 
jazz rock element, but very little solo work. 
It’s mostly very simple music, nothing too dif
ficult, but then every once in a while along 
comes something rough and you have to be 
ready.”

These days Green has been traveling alone 
(without a band) when he goes out, often tak
ing his family with him, and picking up the 
rhythm section wherever he is working. 
Usually there are no arrangements. “We just 
hope we start and end together and something 
interesting happens along the way. It’s easier 
to move around without an organized group, 
especially when you are not doing that all of 
the time. Of course, there’s nothing like hav
ing your own band in some respects, but then 
playing with different people you don’t fall 
into set routines and patterns. If things are too 
organized you might lose something.”

Armstrong to Miles and Freddie Hubbard and 
Dizzy—who is one of my real champs—but 1 
can’t say I enjoy any of the new people more 
than the old ones—I like them all. I don’t see 
anything better about new music or anything 
better about old music. We’re getting real 
deep here,” he said with a self-conscious sud
denness, letting the subject slip away.

Over the 30 years or so that Urbie Green 
has been a professional musician, big bands 
have been an important part of his music; he’s 
played in them and led them, and two of the 
most stimulating experiences have been his as
sociations with Gene Krupa’s band and 
Woody’s Third Herd. He joined Krupa in 
1947 and stayed for four years, then went to 
Woody Herman and stayed another three 
years.

“I was one of those guys who used to join a 
band and stay for awhile,” said Green. “It 
doesn’t seem like musicians do that much 
nowadays. I enjoyed both those bands in dif
ferent ways. Gene’s band was more arranged, 
while Woody had a lot of head arrangements 
going. There was a time when Gene’s band 
was really very good, he had some fine players 
like Don Fagerquist on trumpet—an excellent 
jazz player—Al Porcino, playing some lead 
and all the high notes, and Charlie Kennedy. 
It was a good solid band with good arrange
ments. There were four trombones too, which 
w'as nice.

“The only trouble with the big band was 
you had 15 guys sitting up there all night long 
waiting to play a solo, you had to wait too 
long between solos. I guess that’s why a lot of 

thews is involved with would have some good 
musical quality to it.

“I enjoy different kinds of settings instead 
of just one thing; I like tunes with good chord 
progressions to them and I also like just plain 
old basic blues. I think variety is nice: to play 
straightahead jazz all night could get a little 
tiresome, like playing bossa novas all night 
might get a little boring, or jazz/rock all night 
There is a tendency with some groups around 
today to sound like they are playing the same 
tune all night; they do a tune and then go into 
another one and it may be different but the 
sound ends up the same. It’s nice to change the 
mood and the pacing. There’s not much differ
ence in playing Perdido, then going to Shiny 
Silk Stockings and Take The A Train. The same 
thing applies to rock material, many groups 
when they play a ballad can’t just leave it a 
ballad. They have to double it up and before 
you know it, it’s just like the tune they played 
before. I think pacing a program is very im
portant, whether in a club or while making an 
album.”

Green suddenly remembered another thing 
that kids in schools ask him about. “One of 
the hardest questions I get is ‘How do you play 
jazz?’ It’s a difficult question and I don’t think 
1 have come up with a good answer yet. I think 
it has to do a lot with listening to other people 
and mostly playing by ear, as far as I’m con
cerned. It doesn’t hurt to get as much harmony 
and theory as you can, but I think basically it 
still is playing by ear, playing sounds that you 
hear rather than something that comes from a 
mathematical formula.” dh
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Moving
AZAR
LAWRENCE
by Len Lyons

AAAien the young reedman, Azar Law

rence, last played on the West Coast with Mc
Coy Tyner’s band, a local critic claimed that 
Lawrence’s saxophone style owed more to 
John Coltrane than his musical identity could 
bear. If true, the failing was natural enough 
for a fledgling artist and understandable on 
other grounds as well. Not only was Col
trane’s influence a predominant one during 
Azar’s formative years, but the two bands he 
traveled with after leaving his Los Angeles 
home were led by Trane’s erstwhile col
leagues, Elvin Jones and McCoy Tyner. He 
could have resisted Coltrane’s influence only 
by resisting the very genre he was working in.

In any case, with the release of his new 
Prestige album, People Moving, it will no 
longer be said—at least not for the foreseeable 
future—that the sound of Coltrane echos too 
conspicuously through Lawrence’s playing. 
For one thing, Lawrence plays less tenor than 
alto, his first reed instrument. And in contrast 
to his extended soloing in Tyner’s group. People 
Moving uses a heavily charted format 
packed with backup horns, voices, and syn
thesizer effects. Lawrence also recruited Skip 
Scarborough to arrange and produce the 
album; and although Scarborough’s Midas 
touch hadn’t yet been revealed when he first 
played his music for Azar, his tune, Lover, Let 
Me Be Lonely, has since turned to gold for 
Earth, Wind & Fire and his Can’t Hide Love is 
still on the charts. Lawrence calls the album 
“a sample” of the music he wants to present 
theatrically, somewhere between the styles of 
Marvin Gaye and Sun Ra. Certainly People 
Moving, with its personnel of “crossover” 
musicians (Paul Jackson, Harvey Mason, Pa
trice Rushen, to name a few) takes a buckshot 
approach, aiming simultaneously at the jazz, 
soul, and pop markets. Azar, in fact, stated 
that he was aiming at a “universal” audience.

Though it may seem that Azar has made a 
complete stylistic turnabout, he is quick to 
point out that it is simply another zig or zag in 
the zig-zag progress of his career. “This is a 
change of direction only in the eyes of those 
who have watched me for a short period of 
time,” he said. “I’ve played a lot of different 
types of music. McCoy’s was only one—one of 
the highest. But I’ve played with Miles (a Car
negie Hall concert, recorded but not yet re
leased), the Horace Tapscott big band, the 
Watts 103rd Street Band, War, Ike and Tina 
Turner—although that was very brief. To 
work in L.A. you have to play the music—all 
kinds of music. If you have a family to sup
port, like I did, you play with the rock and 
roll bands, too. I worked at Candy Finch’s af
ter hours club from 2-6 a.m. for SI5.”

Lawrence’s roots seem to be multiple, and 
although the public eye focused on only one 
of them during his three years with Tyner, 
Azar hasn’t severed himself from the others.
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There seems, too, to have been an evolution 
in his public personality. The intense, if not 
frantic, aura of energy that surrounded him 
during his apprenticeship with McCoy has 
given way to a more measured, relaxed, confi
dent manner. “I seem to be finding some bal
ance in my life,” he agreed, “but I’m still 
searching for more.”

♦ ♦ ♦ ♦

Lyons: Before we get into these new de
velopments, I think it would be important to 
know which musicians were strong, early in
fluences on you.

Lawrence: Well, Coltrane—needless to 
say. Yusef Lateef. Sonny Rollins. And Eddie 
Harris. That’s who I opened up to first; he was 
my first idol. Most of the listening I did was 
with the drummer, Reggie Golson (Benny 
Golson’s son), who came to L.A. from New 
York with an abundance of records. I didn’t 
even have a sound system. By the way, Reggie 
and Elvin Jones were very close, which is the 
way I got into Elvin’s group. Anyhow, Reggie 
and I used to go back to my house after school 
and play because my mother (Imogene Law
rence, a piano teacher) had a piano, and my 
parents would let us play all night. A brother 
named Michael Stanton, who plays piano on 
every track of People Moving, was there, too, 
and in a way he was responsible for everything 
I understood about playing with a pianist be
fore I left L.A. He’s with Chico Hamilton

SELECTED LAWRENCE 
DISCOGRAPHY
as a leader
BRIDGE INTO THE NEW AGE—Prestige 

P-10086
SUMMER SOLSTICE—Prestige P-10097 
PEOPLE MOVING—Prestige P-10099

with McCoy Tyner
ENLIGHTENMENT—Milestone M-55001 
SAMA LA YUCA—Milestone M-9056 
ATLANTIS—Milestone M-55002

with Woody Shaw
MOONTRANE—Muse 5058

with Elvin Jones
NEW AGENDA—Vanguard USP 79362 

now. Another piano player, Herbie Baker, 
who got killed since in a car accident, was in
credible at 17. Freddie Hubbard was trying to 
hire him then; McCoy’s heard of him, too. He 
was responsible for a lot of what I learned.

Black Arthur (Arthur Blythe) should be add
ed to the list. We’d get together and he’d 
show me chords, scale things, how to get 
around the instrument. He was in the Horace 
Tapscott band while 1 was playing with them, 
and just being around a musician of his caliber 
who was playing my instrument was a vehicle 
for transferring the knowledge. It was an in
spirational thing, the same as if I were playing 
next to Sonny Rollins in a band, or anyone on 
that level.

Lyons: How did Reggie Golson get you 
into Elvin’s band, and what did you learn 
from working with Elvin?

Lawrence: Reggie called me up one day 
and wanted me to go to the airport with him— 
said there might be a gig in it, so 1 went. He 
wouldn’t tell me who we were picking up, but 
we got there and Elvin came walking off the 
plane. Right away Reggie started telling El
vin, “Hey, he’s a good tenor player. Azar’s a 
good tenor player.” So we moved Elvin and 
his drums up to a hotel in Hollywood, and 
Reggie tells him one more time, “This is a 
good tenor player here.” Elvin said, “Yeah, he 
might be playing with me if he wants to.” 
“Shit,” I said, “You know I want to now. Tell 
me when and where. I’ll be there.” He said 
he’d come back to town to get me, but I’d 
heard that one before.

A few months later, I got a call from Elvin, 
who had just come into town. We met, and I 
think we were right across from Nair’s Drum 
Shop when he introduces me to someone as 
his new tenor player. He hadn’t even heard me 
yet. When I finally auditioned I was so ner
vous I stumbled over the things I was reading, 
and Elvin says, “You better sharpen up your 
eyes, baby.” Afterwards, I thanked him for 
letting me try out, like I was sure I didn’t 
make it, you know. “Shit, you with me ain’t 
you?” he says, and we became best of friends.

Elvin is a master of musical forms. He 
orchestrates while he plays. If you don’t know 



exactly where you are—if you don’t have a 
strong sense of form, you’ll get lost. Pretty 
soon, you’ll feel like you’re out there in the 
ocean. I also got a chance to play some good 
music that a lot of younger cats don’t get to 
play—the standards and so on. I couldn’t have 
handled McCoy as long as I was able to if 
Elvin hadn’t laid down the foundation for me.

Lyons: How did the switch from Elvin’s 
band to McCoy’s occur?

Lawrence: I went down to catch McCoy at 
the Vanguard, and Alphonse Mouzon, who was 
with McCoy then, offered to introduce me to 
him. I’d met him before through Reggie, but 
Alphonse said, “You haven’t met him til 
you’ve met him in New York.” Okay, cool. He 
invited me to come down another time and sit 
in, which I did. After we did one tune, I just 
packed up again, like with Elvin, McCoy 
caught me on the way out and asked me if I 
liked playing music. “It’s my life, brother,” I 
told him. Some time later, he called me, Elvin 
was off at the time, and I went. We did Mon
treux first, I’d been with him for only two 
weeks, and he wrote some of the music hours 
before. We practiced it once, then again at the 
sound check, and then we played the gig.

Lyons: That became the Enlightenment 
album?

Lawrence: Yeah, I didn’t like my perform
ance on it in some areas, but the album came 
off well as a whole.

Lyons: What did you learn from working 
with McCoy?

Lawrence: McCoy was the next level after 
Elvin, and I learned so much I haven’t really 
been able to put it into practice yet. I’m still 

'Tm open to change—whatever's conducive to expressing 
what the times dictate. That's my job as a musician. The music 
is a tool. Raising the consciousness of the people through 
music is the task I have."
learning what I’ve learned. I guess the big 
thing is the maturity of my sound. Tone, ideas, 
melodic content, hearing something and 
working on it to develop it. I was coming out 
of the same harmonic thing, but McCoy was 
one of the founders of that thing, so I was 
learning how to do it for real. All the different 
colors and textures he can get. If there’s such a 
thing as every chord being played, during one 
week McCoy’s played them all. I just tried to 
hear what was happening and be in tune with 
it. I approached it as our music, even though I 
know the brother was writing it. I just felt it 
was from the Creator, and I think he felt the 
same way.

Lyons: How did your work with McCoy 
terminate?

Lawrence: Well, I had been doing some of 
my own band things along the way, keeping 
him informed of what I was doing. I wasn’t 
planning on being with him for the rest of my 
life, and I knew he didn’t want me with him 
the rest of my life. So we had a basic under
standing of what would happen eventually. At 
a certain point, McCoy thought it was time for 
me to do my own thing, and I felt likewise. A 
few of our differences came up when we knew 
it was going to happen, but basically, it went 
down smoothly.

Lyons: Getting into the present, what 
prompted the use of alto on People Moving?

Lawrence: I started out on alto, although 
after a few years I was hearing the tenor 
sound, so I went to it. During high school I 
played with a lot of big bands on tenor, like 
Horace Tapscott’s band. After I left Horace, I 

could read just about anything. He’s another 
one who was very important in terms of help
ing me understand my instrument. In fact it 
was in his band that McCoy first heard me, 
way before I auditioned for him. I wrote a 
tune for him, called Tapscott’s Blues, which is 
on Woody Shaw’s Moontrane album.

Anyhow, when I was playing alto—that was 
before high school—I really practiced a lot. 
Mostly the rudiments, scales and chords. No 
telephone calls. I locked myself in my aunt’s 
garage and practiced for six or eight hours. 
For a while I had a teacher, but not for long. I 
hadn’t touched the alto for a long time before 
I played it on this album. In fact I rented one.

Lyons: Do you still practice regularly?
Lawrence: Oh yes. If I miss a day, every

body knows it. That’s what’s so hard about 
staying up here in Berkeley wher.e the studio 
is. I can’t practice very long in the hotel room, 
but I can’t afford to miss a day. I practice long 
tones and scales. When I’m home (New Jer
sey), I get with Yusef Lateef and Pharoah 
Sanders to work together. Pharoah is a master 
of sound on the tenor, and he’s been very help
ful to me. He gets a true, inspiring sound on 
the instrument, which is very rare. Yusef laid 
down scales and so many things for me to 
work on that I haven’t been back to him in 
two months.

Lyons: While we’re on these technical is
sues, what kind of equipment works best for 
you? Horns, reeds, and so on?

Lawrence: Well, first of all, the way I ap
proach technique is that I want the technique 
I need to express myself. I don’t want more 
than I can handle. What I’m using for equip

ment is the H. Cuff horn—some of the time. 
He makes a very good tenor, but I also use the 
Selmer sometimes. The reeds I’m using are 
No. 5’s right now. I just rented the alto, so I 
can’t say too much about that.

Lyons: Would you call your present style 
‘crossover’ music?

Lawrence: That’s kind of jargon, a category 
for the record companies. Yes, 1 guess it’s a 
culmination of my musical experiences, if 
‘crossover’ means a blending or synthesis. But 
all the rhythms came from Africa. Who’s 
categorizing? Who’s drawing lines? It’s all 
music; that’s my approach. We want to go for
ward. We’re searching. We don’t want to lose 
any quality. 1 just want to ‘find it.’ If you don’t 
make moves, if you don’t change, how are you 
going to find anything?

Lyons: How was Skip Scarborough chosen 
to produce?

Lawrence: I met him through Ernest 
Straughter, who’s on the album and also 
worked with me in Horace Tapscott’s band. 
Skip played some of his music for me on pi
ano, The Awakening and Can’t Hide Love, 
which is just making the charts this week. I 
hadn’t heard any of the records he produced. I 
just liked the way his music sounded, and we 
seemed to be thinking alike.

Lyons: Another change from the past is 
your use of electronic instruments. When I 
asked you about them two years ago, I remem
ber your saying, ‘They’re good for those who 
like them,’ which I took to be a diplomatic 
put-down.

Lawrence: No, the statement speaks for it

self. Everything is great in its own place. At 
that time I wasn’t incorporating them into my 
sound—of course, I didn’t have a band, either; 
but I had used them before. Now, I am putting 
them into my sound. It’s a growth process. I’ve 
opened up to different things, like alto flute 
and oboe and playing alto on the album. It 
wasn’t the time for me to use them before, but 
now I am more open to electric instruments. 
In fact, before I left Los Angeles with Elvin, I 
had used electric instruments in various con
texts. So these things are not new, but they are 
a change from my first contact with the 
public.

Lyons: Do you think the acoustic period 
with McCoy will turn out to be a side trip?

Lawrence: Who’s to say? I might use the 
acoustic situation again. I’m open to change— 
whatever’s conducive to expressing what the 
times dictate. That’s my job as a musician. 
The music is a tool. Raising the consciousness 
of the people through music is the task I have. 
We’re not just on the planet to have a good 
time. The Creator has a mission for everyone. 
These electronic instruments seem to have a 
place because electricity is definitely one of 
the forces of nature. Who’s to say it’s not 
natural today?

Lyons: Considering the extended playing 
you were able to do in McCoy’s band, does 
your present format allow you enough self-ex- 
pression?

Lawrence: I think it’s compacted into a 
smaller area. The structure of the situation 
dictates a certain thing, and we’re not limited 
for what we’re doing. When Charlie Parker 
and Cannonball played with strings, they were 
basically laying down the same thing, but they 
didn’t play the same as they would in the club. 
Personally, I’m getting away from the club at
mosphere. I’d rather do concerts.

The whole approach on People Moving is 
different. The reason it’s called ‘commercial’ 
to my understanding is because the album is a 
preview of what one would actually get in a 
live concert situation. It’s a sample—that’s the 
word. If you noticed the way everything was 
placed on the record, you’ll see it can all be 
produced live. We didn’t just throw something 
together that we could only do in a studio. In 
the real presentation, I’d like to get into 
voices, dancers, lights, and so on. It’s some
thing I’ve had in mind for a long time, and this 
is the first step in that direction. I’m con
sciously drawing from Miles Davis, Marvin 
Gaye, and Sun Ra. If you see Marvin Gaye's 
show, you’ll have an idea what I’m aiming at, 
but 1 have to find my own valence. I’m draw
ing a lot from the Brazilian brothers, too.

Lyons: Is there anything we haven’t cov
ered that you’d like to talk about?

Lawrence: I’d like to say something about 
my brother, Vincent Hollier, whose illustra
tions are on my albums. He’s expressing what 
the music is about in terms of color-relation 
ships. There’s a synthesis to point out there—a 
synthesis of all the art forms. My brother is 
very expressive of the new-age music.

Lyons: What is the new-age music?
Lawrence: Well, approximately every 2000 

years there’s a new age hooked up with the 
procession of the vernal equinox. We’re mo\ 
ing into the Aquarian Age, astrologically. You 
know that song, “This is the dawning of the 
Age of Aquarius.” You can see it in the way 
people are thinking. The Aquarian thinking— 
well, I’m not defining it—but it will be an age 
of more brotherhood, people will relate more 
to communities, it’ll be a more spiritual age

db
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EJE THELIN

TRIALS and 
TRIBULATIONS 
OF A SWEDISH 
TROMBONIST
by Lars Westin

“Improvised music is the most immediate and 
direct form of art, as it is the only one in which 
the listener becomes a participant in each event. 
Due to this fact the music itself is only the 
acoustic materialization of an instant emotional 
and spiritual interaction among everyone pres
ent.”—Eje Thelin

-Although only in his late thirties, trombon

ist Eje Thelin has a long and diversified career 
behind him. He started in his early teens as 
member of a very popular dixieland group in 
Sweden. By the mid-’50s, Eje played one of 
the trombones in a quintet that was Sweden’s 
answer to J. J. & Kai. This was followed by 
stints in several well-known groups, one of 
them led by American drummer Joe Harris.

Early in the ’60s, Eje made extensive tours 
all over Europe with his own quintet which 
eventually became an international group 
with the addition of Polish bassist Roman 
Dylag and Belgian pianist Joel Vandrogen- 
broeck. Eje also played with the George Rus
sell Sextet and fronted his own quartet (with 
drummer Billy Brooks, bassist Palle Daniels
son and tenor saxist Barney Wilen) before leav
ing Sweden in 1967, due to lack of engage
ments and an overall lousy situation for jazz 
in his native country. For five years, Eje 
worked as music teacher at the university in 
Graz, Austria, with breaks for tours to Germa
ny, France, Belgium and several other coun
tries with a quartet he co-led with pianist 
Joachim Kühn. It was during this time that Eje 
started to be considered as “the trombonist” 
in Europe. Followers of db might remember 
that he topped the “new star” section on his 
instrument in a poll in 1970, a recognition 
that no other Swedish player has had since 
baritonist Lars Gullin in 1954.

During his five year stay in Austria, Eje only 
made a couple of short visits to Sweden. Late 
in 1972, however, he made a definite move 
back to Stockholm with the intention of form
ing a new group. Eje soon found out that there 
had been very few changes for the better on 
the Swedish jazz scene. To keep his group to
gether, it was necessary for him to work 
abroad. He has continued to do this since his 
new group was formed in 1973.

In his present group, Harald Svensson plays 
piano and electric keyboards. Though still in 
his early twenties, Harald is one of the most 
expressive and original talents that have come 
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up in Sweden in a long time. Bassist Bruno 
Raberg was brought right out of the Ingesund 
Music School into the group. On drums is Le
roy Lowe, a native American who has been 
living in Sweden since the late ’60s and is one 
of the most open-minded and versatile musi
cians around.

Eje Thelin has appeared with this group in 
almost every European country, as well as in 
the U.S. a few years ago. The unit’s first album 
was released last year on the Caprice label 
(which is run by the Foundation for National 
Concerts, a governmental institution), and 
was recently voted as the best Swedish jazz 
record of 1975, which gave Eje the Golden 
Disc award from Swedish jazz magazine 
Orkester Journalen.

The solid reputation Eje has, at home as 
well as abroad, should be a very secure basis 
for a career as a professional jazz musician in 
Sweden. But times are as hard as ever, he says. 
“An award like the Golden Record adds may
be another two or three jobs to the dozen or so 
that we get in Sweden during a year, but it 
doesn’t mean very much outside this country. 
In contrast to many other musicians, I refuse 
to play for the lousy money that is generally 
paid by the clubs in Stockholm, money that 
hardly takes care of beer and cabfare for the 
evening. Many of these jobs are also taken by 
amateurs who make their living elsewhere and 
who find it salutary to get away from the wife 
and kids in the evenings now and then. We 
work full time with our music and we want to 
play under acceptable circumstances and for 
decent money, conditions that are very 
seldom fullfilled in Sweden. Now and then, we 
arrange our concerts ourselves and then we co
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know, at least, that nobody else is making 
money from our music.”

The jazz scene in Sweden has been declin
ing for 15 years. There is not a single full-time 
jazz club in Stockholm, for instance, except 
for a small beer and dixieland place where 
“Happy jazz only, please” is written on the 
wall. The musician’s union hasn’t moved a 
finger for the jazz musicians, and most of 
them have therefore found membership use
less. The jazz musicians in Stockholm have 
founded their own organisation, the Federa
tion of Swedish Jazz Musicians (FSJ), but even 
that hasn’t been very effective, according to 
Eje.

“For 15 years, the jazz musicians have 
begged the city council for a place of their 
own, for rehearsals and concerts. But no! In 
1975, the Committe of Culture rented the dis
cotheque club Fasching in the center of Stock
holm for the jazz musicians to run, but only 
Sundays thru Thursdays when it wasn’t inter
esting for the club owner to keep his disco
theque open. Beside the money for the rent, 
FSJ was given only a small amount to keep the 
place going. This meant that everybody had to 
play for the door, minus a S25 fee for the door 
man. As there was no money for advertising, 
there were also very small audiences. The 
place was closed in May because there was no 
money to keep it going. During this time the 
politicians in Stockholm put up more than 
a million Swedish crowns, equal to 250, 
000 dollars, to private theatres who play mu
sicals and light operettas. I refused to play at 
Fasching because I felt that the conditions 
were unfair. 1 think the jazz musicians are dig
ging their own graves when they accept such



Congratulations., 
and all that jazz.

Atlantic, Atco and Nemperor Records salute 
their winners in Down Beat’s 24th Jazz Critics Poll.

Modern Jazz Quartet "The Last Concert”RECORD OF THE YEAR
Charles MingusCOMPOSER OF THE YEAR AND BEST COMBO
Jan HammerELECTRIC PIANO AND SYNTHESIZER
Yusef LateefFLUTE

Jean-Luc PontyVIOLIN
Charles MingusACOUSTIC BASS
Stanley ClarkeELECTRIC BASS
Ray BarrettoPERCUSSION
Sarah VaughanFEMALE SINGER

Dee Dee BridgewaterNEW COMING SINGER
Manhattan TransferVOCAL GROUP

Blue MagicNEW COMING GROUP
Aretha FranklinSOUL R&B ARTIST

© 1976 Atlantic Recoidng Corp. o AWornif Communications Co.



ANTHONY BRAXTON
CREATIVE ORCHESTRA MUSIC 1976— 

Arista AL 4080: Six tracks, three to a side, titled with 
Braxton’s unreproducible schematics.

Personnel: Braxton, alto sax, contrabass clarinet, 
clarinet, soprano sax, flute; Roscoe Mitchell, alto 
sax, soprano sax, bass sax; Seldon Powell, alto sax, 
clarinet, flute; Ronald Bridgewater, tenor sax, clari
net; Bruce Johnstone, baritone sax, bass clarinet; 
Kenny Wheeler, Leo Smith (also conductor side one, 
tracks one and three, side two, track two), Cecil 
Bridgewater, Jon Faddis (also piccolo trumpet), 
trumpets; George Lewis, Garrett List, trombones; 
Jack Jeffers, Earl McIntyre, bass trombones; Jona
than Dorn, tuba; Muhal Richard Abrams, piano, con
ductor (side two, track three); Frederick Rzewski, 
piano (side one, track two); Richard Teitelbaum, syn
thesizer (side one, track two); Dave Holland, bass, 
cello; Warren Smith (also bass marimba), Barry Alt
schul, Philip Wilson, percussion; Karl Berger, vibes, 
percussion.

★ ★ ★ ★ ★

IN THE TRADITION, VOLUME 2—Steeple- 
Chase SCS-1045: What's New; Duet; Body And Soul; 
Donna Lee; My Funny Valentine; Half Nelson.

Personnel: Braxton, alto sax, contrabass clarinet; 
Tete Montoliu, piano; Niels-Henning Orsted Peder
sen, bass; Albert “Tootie” Heath, drums.

* ★ V2

Listen to this music first, a few times with
out even looking at the notes. Once you’re 
aware that the music can be dug and re
sponded to on a very basic level for its rich
ness of color, emotional directness (!), and 
technical subtlety, then it might be worth
while to go back and figure out how Braxton 
regards its structural content and develop
ment.

In point of fact, Braxton’s three Arista al
bums are the best he’s recorded, and Creative 
Orchestra Music 1976 should give the lie to 
those detractors who choose to evaluate his 
work in their own backyards, rather than on 
Anthony’s own musical terms. I find that his 
music now breathes more easily and naturally 
within its varying disciplines and self-imposed 
constraints. Generation Sound’s superior re
cording job has made crystal clear Braxton’s 
skilled ear for resonances, as well as his un
canny knack for placement of sound against 
sound, sound against silence, silence against 
silence. Finally, the compositions and impro
vised ensembles are rhythmically more re
laxed (in terms of facility and reflex, not tem
po), and consequently more convincing.

As an example, most of Braxton’s previous 
“open-ended,” texturally-oriented, small 
group improvisations have examined the 
structure of individual sounds, occasionally in 
chance confluence, set on a silent landscape. 
The two such pieces here are different, or 
rather, more. Using the larger ensemble as a 
broader palette, Braxton attends more to a 
regulated pulse that has definite temporal pre
cision. The first improvisation breathes liter- 
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ally, as reed sighs (presumably from the com
poser and Roscoe Mitchell) are echoed by 
Teitelbaum’s synthesizer winds. The second of 
the two sets a tinkly piano, chimes, and 
marimbas together as a constant lightener of a 
deep, somber tone created by heavy, slow, fu
nereal ensemble passages. There are three 
wonderful duets here too: Braxton’s flute with 
Abrams, shad(ow)ed by Holland; Holland’s 
cello with List; and a Zen Braxton-Mitchell 
conversation on contrabass and bass saxes. 
The variety is unprecedented.

Braxton’s use of Roscoe Mitchell is most ef
fective, however, on the closing composition, 
designed especially to feature the two reed
men. The complex format is uncommon for 
Mitchell, but his utterly personal sound—such 
an influence on Braxton’s stylistic formation 
—is adapted effortlessly, without loss of iden
tity. In this respect, Braxton has learned 
Duke’s greatest lesson, to paint with, as Gil 
Evans would say, the “personal wave forms” 
of his players.

Other debts to Ellington are more tangible 
in the dynamics and reed scoring of the al
bums opener, a dense, direct swinger, and the 
middle piece on side two. Braxton notes that 
the latter uses “the traditional vamp (as) a 
propellsion (sic) device,” which I take to 
mean that the rhythm section walks conven
tionally under soloist Wheeler, abetted by 
droning ensemble interpolations. Subsequent
ly, Abrams joins Holland and Warren Smith 
to create a purely exquisite filigree in their ac
companying figure to an unfortunate Braxton 
contrabass sax solo—the only awkward, un
comfortable moment on two sides.

I saved the best for last, the “parade” piece 
that closes side one. It’s the most obviously 
spectacular from a programmatic standpoint, 
but beneath the shock value of its humor lies, 
as always, skillfully executed, seriously com
posed music. The opening sequence is taken a 
little too fast for marching, but it’s vibrant. 
The ensemble then paints itself into a rhyth
mic pattern which launches Leo Smith’s 
screwy flight into the upper register, breaking 
out of the rigor. Braxton gets his clarinet say, 
over some staccato triplets and ensemble 
chord commentary, before the last parade, a 
true march, on top of which that master main
stream technician, Faddis, sings gaily with 
piccolo trumpet.

Unfortunately, such spirit and energy is 
only to be found on one track of the second 
volume—the outtakes—of Braxton’s fill-in for 
Dexter Gordon two years ago in Copenhagen. 
That cut is What’s New, an aggressive perform
ance which features Braxton’s alto as a de
scendant of Parker via Dolphy and little of 
the much-touted Konitz influence. But it’s 
Braxton’s alto that we’re hearing, still his 
main axe; his fluent, logical lines are spoken 
with an ironically hot and dry tone. Though 
Montoliu, a dextrous Powellian, occasionally 
sounds slightly intimidated by the altoist’s 
phrasing, the rhythm section ( a magnificent 
one for any date) generally kicks it out, fear
lessly mainstream. There’s also a fair My Fun
ny Valentine, actually phrased the way Miles 
might.

The rest of the date is of little value, except 
to collectors. It includes part of an unsatisfac
tory take of Half Nelson, an inconsequential 
Braxton-Pedersen duet to the “outside,” and a 
dreadful contrabass clarinet reading of Donna 
Lee. Crossing somewhere between a growl and 
a mutter, Braxton’s sound here reminds me of 
the voice of Arte Johnson’s dirty old man 

character who used to mash Ruth Buzzi’s 
dowdy spinster on Laugh-In. The comedy here 
is unintentional, however, and I wonder if 
Braxton is happy with this performance’s total 
lack of definition. While I’m not as sour about 
his contrabass work in general as even some 
of his ardent fans, this track and the afore
mentioned Arista sax solo suggest that there 
are reasons why the contrabass instruments 
are not appropriate for solo, though they still 
add to the textural range.

One hopes that the In The Tradition discs 
will offer more to the listener than the mere 
realization, “Gee, he can play bebop.” There 
are lessons to be gleaned about the assimila
tion of one language into a new one, for in
stance, and how a certain melodic logic in 
jazz has remained constant through various 
mutations of form and style. But Volume Two 
doesn’t address these concerns terribly coher
ently. Stick to Volume One. Present in What's 
New, however, is the same vitality that perme
ates! Creative Orchestra Music 1976, a spirit 
unique to those who have achieved new-found 
fluency in languages of their own creation. 
This is Braxton’s least specific, but perhaps 
most significant tic to a jazz tradition of 
serious progress and innovation. —mitchell

THE CRUSADERS
THOSE SOUTHERN KNIGHTS—ABC 

BTSD-6024: Spiral: Keep That Same Old Feeling; My 
Mama Told Me So; 'Til The Sun Shines; And Then 
There Was The Blues; Serenity; Feeling Funky.

Personnel: Wayne Henderson, trombone, vocals; 
Wilton Felder, tenor sax, vocals; Joe Sample, key
boards; “Stix” Hooper, drums, percussion; Larry 
Carlton, guitar; Robert “Pops” Popwell, bass, vocals; 
Arthur Adams, guitar.

* * * 1/2

The Crusaders, by now a household word in 
the recording business, have weathered 
through a number of stylistic transitions with
out ever losing their basic musical signature. 
From hard-bop through a disappointing 
though necessary pop-jazz phase, up to today’s 
juicy amalgam of rock, r&b and jazz, they 
have always retained a sharp-edged Texas gos
pel fundamentalism that has often been imi
tated but never duplicated. While These South
ern Knights offers few Crusader surprises, it is 
a further honing of their current, more serious, 
style of instrumental innovation begun with 
the inclusion of guitarist Larry Carlton two 
years ago.

The tunes, divided evenly among all the 
members of the group with Sample grabbing 
the additional one, are melodically and har
monically stronger than those appearing on 
last year’s Chain Reaction. And the addition of 
pleasing vocals on two tunes helps reduce the 
sense of instrumental overkill. Finally, the 
music is goosed along by the presence of bass
ist “Pops” Popwell, now a permanent member 
of the band. In the improvement category, 
Sample has got to rate at the top. He has often 
employed cliched gospel chords and phrases 
in many of his electric piano solos. On 
Knights, Sample never succumbs to the obvi
ous, as he reveals lines and phrases hitherto 
not heard from him. His angular comping on 
Popwell’s brief Funky Feeling is especially re
freshing, reminding one of Hancock’s distinc
tive chording.

Though the music is well recorded, and 
Carlton, Sample and Hooper literally burn on 
their axes, the album does not represent a ma
jor step forward for the Crusaders. Felder, 
though at times emotionally provocative (And 
Then There Was The Blues), is by-and-large a
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popular music. The group special
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mainstream country, blues and Ca
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Minneapolis Star
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predictable and ultimately limited player on 
his instrument. Henderson makes himself felt 
both in the chorus lines and in his occasional 
solo, but his is finally a muted involvement. 
Those Southern Knights most certainly will not 
disappoint any Crusader fan and might even 
gain them more followers. But aside from the 
catchy Keep That Same Old Feeling, Knights 
contains little of great memory. —townley

PAUL DESMOND
THE PAUL DESMOND QUARTET LIVE— 

Horizon SP-850: Wendy; Wave; Things Ain’t What 
They Used To Be; Nancy; Manha De Carnival; Here's 
That Rainy Day; My Funny Valentine; Take Five.

Personnel: Desmond, alto sax; Ed Bickert, electric 
guitar; Don Thompson, acoustic bass; Jerry Fuller, 
drums.

★ ★ ★ ★

Paul Desmond is helping keep alive an im
portant strain of American improvised music 
that while not quite an endangered species is 
nonetheless under assault from hyper-elec
tronics, monochordal tunes and synthetically 
processed funk. Eschewing these and other au 
courant fetishes, Desmond continues to probe 
the infinite world of the standard tune. In 
doing so, he employs an almost classical ap
proach centered on such time honored aesthe
tic principles as proportion, balance and 
grace.

In this new two-disk venture, Desmond is 
assisted by three Canadians who are among 
the most sensitive accompanists on the scene. 
Guitarist Ed Bickert, who played so brilliant
ly on Pure Desmond (CTI 6059) again demon
strates an understated eloquence matched 
only by masters such as Jim Hall. Filling out 
the foursome with impressive clan are bassist 
Don Thompson and drummer Jerry Fuller.

The quartet’s sophisticated and witty con
versational prowess is focused most intensely 
on Desmond’s wistful Wendy, Jobim’s undu
lating Wave and Rodgers and Hart’s melan
choly My Funny Valentine. In Ellington’s 
Things Ain't What They Used To Be, Desmond 
takes on a more hurried, tougher edge until he 
suddenly seems to realize that he, by his own 
admission, is “the world’s slowest alto play
er.” Overall, the album succeeds in capturing 
the always potent but delicate chemistry of 
musicians improvising before a live audience. 
The clientele of Toronto’s Bourbon Street was 
obviously a stimulating catalyst.

My only reservation concerns those few 
segments that are so relaxed they tend toward 
somnolence. Perhaps it is only Desmond’s ef
fort to achieve the sound of a dry martini. The 
altoist, with olive in cheek no doubt, com
ments in the liner notes that “there are mo
ments on these records which could justifiably 
be said to sound like three dry martinis.” Per
haps a splash of vermouth is all that’s needed.

—berg

SAM RIVERS
SIZZLE—Impulse ASD 9316: Dawn; Flare; 

Flame; Scud.
Personnel: Rivers, tenor and soprano saxes, flute, 

piano; Ted Dunbar, guitar; Dave Holland, bass, 
cello; Barry Altschul, drums; Warren Smith, drums, 
vibes, tympani.

Here, as on most Rivers albums, there is a 
sense of surrealistic energy that permeates 
throughout. He is a skilled composer of 
racehorse tempos who, like the Pollyanna at 
dockside who Hirts with the sailor yet never 
succumbs, toys around with the trappings of 
quasi-atonality yet never quite makes the 
break. At times, therefore, it is tempting to 

wish for a definition of direction, or a bold 
step towards the abstract concepts he teases us 
with yet never delivers.

In place of an innovative musical plank, we 
have a noncommittal, versatile musician who 
frequently gets lost in the maze of his own 
confines. Take Scud, for instance. There is the 
familiar tenor attack, an approach which in
creases both in speed and emotional intensity 
with each passing bar. Soon it turns into a 
wailing, roaring statement, yet just when 
things are picking up, there is a pause and he 
winds down. Then before you know it, there’s 
an ambivalent and inconclusive coda. What 
are we to make of this? Is a little birdie tap
ping him on the shoulder and saying “enough 
time in the playpen?” That would be quite un
fortunate, for given his virtuosity on many in
struments, more could be expected.

While he fails on tenor, he gives us some 
creditable moments on other instruments. 
After an introductory dreamcloud cello 
melody by Dave Holland, Rivers directs his 
flute in pleasant. Steigian directions, an ap
proach he has often shunned in favor of more 
chaotic postures. He gets passing marks on the 
soprano sax-rendered Flare, and plaudits for 
his somewhat deaccclerated chop block chor
dal piano modes on Flame, sounding like Ty
ner without the pyrotechnics. On this slice, as 
on the others, Holland shines.

Then there is Barry Altschul, one of the 
great drummers of our day. His usual muted 
pose would be inappropriate in this rather 
busy setting, but he lives up to the handyman 
role through liberal doses of timely bashing 
and rolling. Near the coda on Dawn, he proves 
this by frantically pounding behind Rivers’ 
slightly deranged flute.

All together, however, there are too many 
nagging little doubts throughout. Despite the 
aforementioned fine licks, there is an occa
sional feeling of incompleteness and lack of 
purpose beyond a cultivation of frantic chic. 
Ideas are too often aborted before bearing full 
fruit. If it were not for the rhythmic sensuality 
little substance would be present. —shaw

SANTANA
AMIGOS—Columbia PC 33576: Dance Sister 

Dance; Take Me With You; Let Me; Gitano; Tell Me 
Are You Tired; Europa (Earth's Cry Heaven’s Smile); 
Let It Shine.

Personnel: Devadip Carlos Santana, guitars, back
ground vocals, percussion, congas, jurro; Tom Coster, 
acoustic piano, electric piano, Hammond organ, syn
thesizers, Clavinet, background vocals; Ndugu Leon 
Chancier, drums, timbales, remo roto-toms, percus
sion, congas, background vocals; Armando Perazo, 
congas, bongos, background vocals, vocals (track 4); 
David Brown, bass; Greg Walker, lead vocals.

★ ★ ★ ★
The cover’s a give-away, a guaranteed stand

out among new releases, recalling the 
simpler, more naive blacklight era of the 
late ’60s. The spirit of San Francisco incar
nate, and after ail, if we still have room in our 
hearts for Country Joe McDonald and the re
formed Fish or Jefferson Starship, why not 
Santana?

Ah yes, why not; it makes a lot more musi
cal sense in the long run. Carlos Santana has 
been the only significant Fillmore refugee to 
evince continuous and considerable musical 
growth in the ’70s (the Dead have yet, really, 
to make it past Aoxomoxoa), venturing into 
extended jazz forays, embracing the progres
sive and loving spirit of John Coltrane in col
laborations with John McLaughlin and Alice 
Coltrane, and even going so far as to renounce 
“worldly” music in a db interview of a couple
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of years back, a development stemming from 
his adherence to Sri Chinmoy’s teachings. But, 
as we’ve been told, Carlos is “back on earth,” 
making worldly, classically funky Santana 
music once more, although still a disciple of 
Sri Chinmoy. Amigos is the album many San
tana fans have hoped for since Santana HI, 
and is an undeniably secular venture.

Or is it so secular? Resoundingly, Amigos 
drives home an important point, one that 
shares company with Return To Forever’s 
communication theme: if music fails to make 
its listeners feel, to raise their spirit, so to 
speak, or move their bodies, is it more spir
itual than music that fulfills those needs? Ob
viously, Carlos has come to believe the answer 
is no, and in his reply, he offers music of affir
mation, music with a clarity of purpose, un
like Borboletta, which floundered self-con
sciously for direction.

Amigos has all of Santana’s familiar post
psychedelia, pre-fusion elements, the com
plex, tightly integrated rhythmic layers, the 
stinging, joyous riffs, and catchy, irresistible 
hooks, plus an agile, rousing vocalist to boot 
in Greg Walker, who is more interested in 
melody and expression than lyrical content. 
(A fortunate trait, given the quality of lyrics.) 
To a greater degree than in any previous San
tana band, the emphasis here is on funk, with 
Dance Sister Dance, Let Me, and the lovely Let 
It Shine being the obvious favorites. Yet it is a 
more diverse brand of funk than is presently 
the norm, one that affords the musicians room 
for improvisation and progressive statements, 
such as Carlos’ beautiful, extended solo on 
Europa (this album’s Samba Pa Ti) and Tom 
Coster’s brief free-form excursion at the end 
of Tell Me Are You Tired.

Carlos’ guitar playing is as incisive and elo
quent as ever, and. in spite of an effort to vary 
his tone and play off to the side, it remains the 
signature of his and the band’s music. Yes, 
Amigos feels good, a truly infectious musical 
experience, but as one who feels this band’s 
best albums were Caravanserai and Welcome, 1 
can’t help but miss some of that wild-eyed ex
citement with which Carlos greeted the chal
lenge of new forms. —gilmore

ALBERT KING
TRUCKLOAD OF LOVIN’—Utopia BUL 

1-1387: Cold Women With Warm Hearts; Gonna 
Make It Somehow; Sensation, Communication Togeth
er; I'm Your Mate; Truckload Of Lovin’; Hold Hands 
With One Another; Cadillac Assembly Line; Nobody 
Wants A Loser.

Personnel: King, lead vocals, guitars; Joe Sample, 
Bert de Coteaux, and Jerry Peters, keyboards; Wa Wa 
Watson, Billy Fender, and Greg Poree, guitars; 
Charles Rainey and Henry Davis, bass; James Gad
son, drums; King Erisson, congas; Lani Groves, Max
ine Willard, Denice Williams, Julia Tillman, Dec Er
vin, and Jeanie Arnold, backing vocals.

Even if this giant of a bluesman sang off-key 
and played out of tune on every track (he does 
the opposite, and at least as good as ever be
fore), the choice of material alone would call 
for a three-star rating here. What a joy to hear 
King applying his mammoth torque wrench of 
musical ability to such tracks as Cadillac As
sembly Line and Nobody Wants A Loser—at 
the precise moment when your ears have be
come narcotized with the avalanche of Lo- 
boto-Rock! Albert and company work ex
ceedingly well together on song after song, 
exemplified by his sparse, piercing single
string phrases and growling, innuendo-filled 
vocals on I'm Your Mate.

Without exception, the players here work 
beautifully behind King; the passes and bot-
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down beat/RPB, 222 W. Adams St., 
Chicago, IL 60606.

VOTING RULES:
1. Vote once only. Ballots must 

be postmarked before midnight 
Oct. 10.

2. Use official ballot only. Please 
type or print.

3. Jazzman and Rock/Blues Mu
sician of the year: Vote for the art
ist who, in your opinion, has con
tributed most to jazz/rock/blues in 
1976.

4. Hall of Fame: Vote for the art
ist—living or dead—who in your 
opinion has made the greatest con
tribution to contemporary music. 
The following previous winners are 
not eligible: Cannonball Adderley, 
Louis Armstrong, Count Basie, Sid
ney Bechet, Bix Beiderbecke, Clif
ford Brown, Charlie Christian, Or
nette Coleman, John Coltrane, Miles 
Davis, Eric Dolphy, Roy Eldridge, 
Duke Ellington, Dizzy Gillespie, Ben
ny Goodman, Coleman Hawkins, 
Fletcher Henderson, Jimi Hendrix, 
Earl Hines, Johnny Hodges, Billie 
Holiday, Stan Kenton, Gene Krupa, 
Glenn Miller, Charles Mingus, 
Thelonious Monk, Wes Montgomery, 
Jelly Roll Morton, King Oliver, 
Charlie Parker, Bud Powell, Django 
Reinhardt, Buddy Rich, Sonny 
Rollins, Pee Wee Russell, Bessie 
Smith, Billy Strayhorn, Art Tatum, 
Cecil Taylor, Jack Teagarden, Fats 
Waller, Ben Webster, and Lester 
Young.

5. Miscellaneous Instruments: 
Instruments not having their own 
category, with these exceptions, 
valve trombone, included in trom
bone category; cornet and fluegel
horn, included in the trumpet cate
gory.

6. Jazz and Rock/Blues Albums 
of the Year: Select only LPs issued 
during the last 1 2 months. Do not 
vote for singles. Include full album 
title and artist's name. If your 
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volume number.

7. Make only one selection in 
each category.
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toms are functional, tasty, and right to the 
point—especially that of drummer James 
Gadson, whose high-hat flirtations and excep
tional right footwork are a study for any aspir
ing blues drummer.

Vocally, King has never been in better form 
than on the salacious titletune, when he hap
pily snorts, “I’ve got a truckload of lovin’/And 
I’ve gotta have a place to park..This, chil- 
lun, is proof that the blues are not a beaten-to- 
death idiom, with no space left to go. Not 
when someone like Albert King is showing 
this much vitality, spontaneity, and sheer 
heartfelt energy.

The only drawbacks (and they are slight 
ones at the most) are the overly lush string ar
rangements that Coteaux has chosen in places; 
at their best they enhance, but in some other 
instances they’re like putting Sears fake mag 
hubcaps on your new Volvo station wagon.

In the past, when Albert King has said 
“blues power’’ he has meant it, and this LP is 
no exception. Heaven and Zeulah both help 
the flash/rock or plodding “fusion” act that 
has to follow this guy—on stage or turntable.

—pettigrew

RAMSEY LEWIS
SALONGO—Columbia PC 34173: Slick; Aufu 

Oodu; Rubato; Salongo; Brazilica; Nicole; Seventh 
Fold.

Personnel: Lewis, acoustic and electric pianos; 
Derf Reklaw Raheem, flute, percussion, vocals; 
Byron Gregop-, acoustic and electric guitars; Jimmy 
Bryant, Clavinet; Ron Harris, electric bass; Steve 
Cobb, drums, vocals; Tang, vocals.

Session personnel (in alphabetical order): George 
Bohanon, Oscar Brashear, Garnett Brown, Bobby 
Bryant, Larry Dunn, Janice Gower, Fred Jackson, 
Jon Lind, Harvey Mason, Al McKay, Mtume, Ndugu, 
Jerry Peters, Jerome Richardson. Jorge Strunz, Ernie 
Watts, Verdinc White, Martin Yarbrough.

* * 1/2

Ramsey Lewis has skillfully hammered his 
way through a parade of musical fads for some 
20-odd years. Ramsey’s drummer during his 
In Crowd period, Earth. Wind & Fire’s Mau
rice White, has now become his mentor. 
White put Lewis back on the map two years 
ago with his treatment of the Sun Goddess LP. 
But since then, faltering ideas, an unreliable 
touring group, and plummeting record sales 
have quickened Lewis’ resettlement amid the 
pack.

Salongo once again carries White’s EW&F 
shield of funky gloss, with smooth vocals 
flowing in and out of heavy rhythms and taste
ful horn arrangements. While the title cut, 
written by guitarist Gregory, is a Zaire expres
sion, “We come together to create something 
beautiful out of love,” the LP’s first tune, Slick, 
is a more apt description of the music con
tained within. It also offers some of the al
bum’s brightest moments with its rapid fire 
double-time patterns.

The musical offering is surprisingly light on 
African motifs, especially since the jacket 
claims Olatunji as a research assistant. Instru
mentally, bassist Ron Harris, saxophonist 
Don Myrick and utility infielder Derk Rek
law Raheem standout. Harris’ thick, plucked 
bass lines anchor the gliding Brazilica and 
they also form the unifying center for the exit 
on Seventh Fold, while Myrick’s two solos on 
side two lend the proceedings some badly 
needed fire. Raheem’s tune, Aufu Oodu, is the 
most unusual of the bunch, with the vocals 
seemingly electronically filtered and his own 
bird-like flute stating the melody down the 
middle.

Lewis’ own playing is indelibly his—soft, 

simple vamps highlight the rhythmic base of 
the tune. But I always will prefer Ahmad 
Jamal’s somewhat similar technique: his 
chops are superior and his chordings more in
triguing. But it doesn’t really matter, for Lewis 
plays as little as is possible. In all, a typical 
Lewis disc: pleasing but forgettable.

—townley

STEELY DAN
THE ROYAL SCAM—ABC 931: Kid Charle

magne; The Caves Of Altamira; Sign In Stranger; The 
Fez; Green Earrings; Haitian Divorce; Everything You 
Did; The Royal Scam.

Personnel: Donald Fagen, keyboards and lead 
vocals; Victor Feldman, keyboards and percussion; 
Paul Griffin, Don Grolnick, keyboards; Walter Beck
er, guitar and bass; Larry Carlton, Dennis Dias, Dean 
Parks, Elliot Randall, guitars; Chuck Ramey, Rick 
Marotta, Bernard Purdie, drums; Gary Coleman, per
cussion; Chuck Findley, Bob Findley, Slydc Hyde, 
Jim Horn, Plas Johnson, John Klcmmer, horns; 
Venetta Fields, Clydie King, Sherlie Matthews, 
Michael McDonald, Tim Schmit, back-up vocals.

Over the course of five albums, Steely Dan 
have turned from being shrewd shapers of 
fetching hits to becoming insular craftsmen of 
arcane concepts, a motion widely regarded as 
a sophisticated progression, but just as often 
interpreted as illusory' aberration. In any case, 
their musical constructions have become 
more complex, and their lyrical imagery more 
frugal, culminating in the Haiku-disco exer
cise, Green Earrings, on their latest album, 
The Royal Scam. The Dan have also become a 
pared conceptual unit, from six members to 
the present creative nucleus of Donald Fagen 
and Walter Becker (songwriters and resident 
auteurs), who are happier in the aloofness of 
the studio than the vulnerability of the stage. 
In that light, Royal Scam is their most reveal
ing album to date.

And what does it reveal? In their typical, in
scrutable narrative style, Becker and Fagen 
depict a scenario overrun with escapees and 
murderers, derelicts and deceivers, without 
aligning their own sympathies. Whether they 
relate their tales in the first or third person, 
one doesn’t feel that the Dan get any closer to 
the lonely adulteress of Haitian Divorce than 
they do the jealous lover of Everything You 
Did. They remain equitable in their distaste 
and temperate in their emotions.

That same calculated approach carries over 
to their arrangements, where Becker, Fagen, 
and an army of studio musicians have left 
nothing to chance. The volatile rhythm sec
tions and restrained horn and guitar passages 
merge to give the album a unified design, 
which also tends to render the texture too 
samey, closer to disco than rock. Fagen’s 
graphic vocals—as unique and adaptive as 
Dylan at his best—are left to carry the 
melodic weight, inevitably and impressively 
commanding the focus of every performance.

But for this listener, Steely Dan, for the first 
time, inspire reservation more than awe. Royal 
Scam lacks the drive of Countdown To Ecstasy 
and the affability of Pretzel Logic (their best 
albums). When 1 want to hear accounts of 
moral and emotional degeneracy, ones that 
will move me, I turn to the first-hand accounts 
of Lou Reed and Neil Young, not the cunning 
pedantry of Donald Fagen and Walter Becker. 
Steely Dan may be the Jerry Brown of rock, 
just as coolly ambitious and studiedly humor
less, and, for all my misgivings, just as deserv
ing of our serious attention. Look cynical and 
never smile; people will admire you every 
time. —gilmore

Tony Williams has been 
called the world's most cre
ative drummer. His force
fulness and energy led him 
to be one of the ground
breakers of progressive 
rock. "Million Dollar Legs',' 
the new album from 
The New Tony Williams 
Lifetime, features the 
hard-driving bass of 
Tony Newton, the stinging 
guitar work of Alan Holds
worth, and the funky, jazzy 
keyboard of Allan Pasqua.

Arranged and conducted, 
by Jack Nitzsche, "Million 
Dollar Legs" shows off 
each member at his best, 
and maybe that's why Tony 
is smiling.
Get your hands on 

"Million Dollar Legs?
You'll never let go. 
On Columbia Records 
and Tapes.
Produced by Bruce Botnick.
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INTRODUCING 
THE DIGGER 

LITTLE 
P. A. SYSTEM

It’s fine to have small PA systems because 
they cost less, but most little PA systems are 
too little. It’s always been hard to find a small 
system that didn’t fall short on power, short on 
flexibility and short on the “pro” features you 
find on the bigger PA’s.
Until now.
Introducing The Big Little One from Kustom. 
The Kustom V-PA. Dual inputs into four 
channels. Individual gain, high-and-low EQ 
and reverb on each channel. Plus master 
reverb and volume and auxiliary input/output. 
130 RMS Watts into 4 Ohms. Frequency 
response ± 1dB from 50Hz to 18KHz. 0.5% 
THD at full power. And it’s compatible with a 
variety of Kustom speaker systems.
We handcraft the V-PA with the same Kustom 
care that goes into the big stuff. Just because 
we sell you the small stuff doesn’t mean we

sell you short. Except for the 
size, the only small 

thing about 
our small 
PA is the 
price. Test 
the Kustom 
V-PA at your 
Kustom 
dealer.

JOANNE BRACKEEN
SNOOZE—Choice CRS 1009; Nefertiti; Circles; C- 

Sri; Zulu; Sixate; Old Devil Moon; Snooze.
Personnel: Brackeen, piano; Cecil McBee, bass; 

Billy Hart, drums.

★ ★ ★ ★ ★

Snooze marks the recording debut of pianist 
Joanne Brackeen. While reflecting her play
ing experiences with Joe Henderson and Art 
Blakey, and the new school of keyboardists 
(e.g., McCoy Tyner, Cecil Taylor, Herbie 
Hancock, et. al.), Brackeen demonstrates a 
strong, powerful style that, though related to 
the above, is all her own. Brackeen, joined by 
Cecil McBee’s inventive, propulsive bass and 
Billy Hart’s crisp, sizzling percussive back- 
drops, offers here an intense, challenging set.

Supported by a superb technical facility 
which allows her to fully express her inner 
musical visions, Brackeen’s approach includes 
provocative shifts between cascading single
note lines and dense two-handed chordal 
slabs; long complex breathtaking runs and 
terse pointillistic clusters; and forceful fortis
simo arcs and delicate pianissimo arabesques. 
Brackeen, while maintaining a metrically 
based flow that constantly swings, tantalizes 
the pulse by surging slightly ahead or lagging 
a bit behind.

Nefertiti opens with Brackeen’s introspec
tive, rubato statement before segueing into a 
medium tempo exploration of Wayne Short
er’s chordal markers. With Miles Davis’ Cir
cles, Brackeen floats through alternating 
light/sunny and dark/brooding triple metered 
atmospheres. C-Sri is the keyboardist's har
monically embellished, up-tempo 12-bar 
blues in C. Joanne’s Zulu features fiery pianis- 
tics and an engaging, free-form dialogue. 
After an attention-grabbing, stop-start open
ing vamp, the pianist’s Sixate slides into a roll
ing 6/8 magic carpet ride. Scraping away the 
encrustations of nostalgia, Brackeen success
fully revives Burton Lane’s Old Devil Moon. 
Another Brackeen 6/8 sketch is the dream
like Snooze, whose spell is snapped by the 
ringing of a phone.

The electric, laser-like performances add 
up to the announcement of a highly original 
and accomplished young talent. Undoubtedly, 
the pianistic voice of Joanne Brackeen will be 
a major force in the evolving currents of con
temporary music. —berg

When sound is everything.. . i WSlOlIt'
Chonure. Kansas 66720

CHET ATKINS AND 
LES PAUL

CHESTER & LESTER—RCA APL1-1167: It’s 
Been A Long Time; Medley: Moonglow/Picnic; 
Caravan; It Had To Be You; Out Of Nowhere; Avalon; 
Birth Of The Blues; Someday Sweetheart; Deed I Do; 
Lover Come Back To Me.

Personnel: Atkins and Paul, lead guitars; Henry 
Strzelecki or Bob Moore, bass; Paul Tandell, Ray 
Edenton, or Bobby Thompson, rhythm guitar, Randy 
Goodrum, piano.

From the popular point of view, “superses
sions” are meetings of personalities, not 
talents, who trade riffs based upon a common 
musical disposition. Such affairs are only ran
domly meritorious, because the principals are 
too prone to lengthy displays of technical 
prowess and too shy of the substantive 
vocabularies necessary to nourishing rapport. 
While the concourse of musical diversity has 
fared best in the company of jazz musicians, 
enough notable examples abound in the coun
try and rock idioms to justify the generic ap
plication of the concept.
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REVO
LUTION

ARY
ROTO-

TDMthe new

... at better music stores 
everywhere

GIARDINELLI’S 
“PRO SHOP”

• THE WORLD'S LARGEST SELECTION IN 
STOCK OF PROFESSIONAL BRASS AND 
WOODWIND INSTRUMENTS.

• TRUMPETS IN ALL KEYS.

• TROMBONES IN ALL BORES.

• FRENCH HORNS. CLARINETS. SAXES. 
FLUTES—ETC.

• OVER 3000 NEW INSTRUMENTS IN STOCK 
TO SELECT FROM.

COME, CALL OR WRITE FOR THE 
INSTRUMENT YOU WANT, 
AND MENTION THIS AD.

FREE CATALOG 
Specify Instrument

GIARDINELLI BAND INSTR. CO.
151 W. 46th Street

New York, New York 10036
212 / 575-5959

Unique Gifts for Music Enthusiasts FREE2 COLOR 
CATALOG!

New Selection of
QUALITY & UNIQUE GIFT ITEMS 

Specially Chosen and Handcrafted for
Musicians, Music Students & Music Enthusiasts

Unusual Figurines, Mugs, Metal Sculpture, Sta
tionery, Notes and Greeting Cards, Tote Bags, 
Paperweights, Desk Pen Sets, Plaques, Puzzles, 
Stained and Leaded Glass,Earrings,Charms, Pen
dants, Music Boxes, Christmas Ornaments, Cards 
and Paper Goods and much more.
Request your Gift* Mufeica
Free Catalog Now: Dept. D, P.O. Box 16099

Seattle. Wa. 98136

One would be hardpressed to find musi
cians possessing attitudes more manifold or 
talents more virtuoso than those of electric 
guitarists Les Paul and Chet Atkins, and 
equally hardpressed to categorize their styles. 
Is Chester & Lester a country, jazz, rock, or 
“pop” album? In truth, it’s a little of all of 
those (I know retailers who have had heated 
arguments about where to file the record) and 
much more than any of them: it is a vivid one- 
volume history of the electric guitar, a 
bonafide “supersession,” regardless of how 
superfluous the term has become. Chester & 
Lester would be significant alone for marking 
Les Paul’s return to the record scene (his first 
appearance in ten years), although its musical 
caliber fully balances its historical import.

Paul’s fluent, witty lexicon has changed lit
tle over the years; he still brandishes a crisp, 
staccato lead style, adorned with his charac
teristic vibrato and offset by descending, glis- 
sando runs on the turnarounds. By contrast, 
Atkins has gradually refashioned his tech
nique over the course of his career; he is, to
day, a more assured, “cooler” musician with 
an innate flair for jazz scales and phrasings. 
Where Chet’s solos are melodically complex 
and meticulously architected, Les’ extem
porisations are virtuously simple and 
refreshingly ingenious.

Together, they interact with a richness and 
joviality rare to jam sessions. In It’s Been A 
Long Time and Lover Come Back To Me, At
kins and Paul spin potent countermelodies 
and eloquent embellishments, while such big
band standards as Caravan and Avalon are 
newly-driven with rockabilly rhythms (re
minding one that Chet was the guitarist for 
many of Elvis’ early RCA sessions). 
Throughout, the rhythm section’s versatility is 
simply staggering.

Every person who claims an affinity for the 
guitar, musicians and listeners alike, should 
make Chester & Lester required listening. 
Along with Jeff Beck’s Wired, it defines the 
profile of the modern guitarist. —gilmore

RED RODNEY
THE RED TORNADO—Muse MR 5088; For 

Dizzy; I Can't Get Started; Red Bird; The Red Tornado; 
Nos Duis Ga Tarde; The Red Blues.

Personnel: Rodney, trumpet; Bill Watrous, trom
bone; George Young, tenor sax, flute; Roland Hanna, 
piano; Sam Jones, bass; Billy Higgins, drums.

★ ★ ★ ★ Ya
The odyssey of 49-year-old trumpeter Rob

ert Chudnik, better known to the music world 
as Red Rodney, is the stuff from which Holly
wood movies are made. In the ’40s there were 
gigs with the bands of Jimmy Dorsey, Les 
Brown, Claude Thornhill, Gene Krupa and 
Woody Herman. There was also an unforget
table stint with Charlie Parker during which 
Chudnik was dubbed “Albino Red” in order 
to pass as black so that Parker’s group could 
work Jim Crow jobs that otherwise prohibited 
integrated bands. Problems with drugs, sev
eral successful years as a society bandleader in 
Philly, and lucrative gigs in Las Vegas are but 
a few other chapters in Rodney’s career. To
day, events are starting to fall in place for this 
exponent of bop. He’s playing the music he 
loves, is getting work, and is again back in the 
studio.

Red has said that jazz is a happy music 
which must have a good swinging beat. That 
outlook, along with his thorough schooling in 
the lexicon of bop, infuses the performances 
included in The Red Tornado. Putting together 
a solid front line and an equally solid rhythm

Produced by Bob James

On Columbia Records & Tapes

Freddie Hubbard 
every minute.
On “Windjammer,” Freddie 
Hubbard and arranger/conduc- 
tor/producer Bob James have 
recaptured the brilliant sound of 
their previous collaborations ... 
with one exception.

Instead of long solos by each 
member of the all-star ensem
ble, the award-winning pure 
trumpet of Freddie Hubbard is 
the star throughout.

It's a stunningtour-de-force, 
and a Hubbard fanatic's delight.

“Windjammer.” The most 
Freddie Hubbard album ever.

including: 
Rock Me Arms 

Dream Weaver/NeoTerra (New Land) 
Feelings/Touch Me Baby
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section, Red has selected a balanced set of 
tunes which amply reflect the leader’s buoyant 
positivism.

Hard-core bop is neatly represented by 
George Young’s evershifting For Dizzy and 
Rodney’s swirling The Red Tornado, Red’s 
homage to Parker’s Ko-Ko. I Can’t Get Started 
features Red’s smoky, slightly cornetish col
ored lyricism, while Red Bird is a modal 
sketch alternating between Dm and Ebm in 
the manner of Miles’ So What and Trane’s Im
pressions. The up-tempo bossa backdrop on 
Nos Duis Ga Tarde provokes a lively string of 
loose but taut meditations, whereas Rodney’s 
The Red Blues returns the sextet to arching 
blazing boppish arrows. In spite of a few 
rough spots, overall, the music is ebullient and 
infectious.

Deserving of special mention is George 
Young. His big-tone tenoring, silvery flute 
work, and For Dizzy composition mark him as 
an important new voice on the contemporary 
scene. —berg

WAXING
ON....

To the growing ranks of reissuedom, we can 
now add Verve—or, more accurately, Poly- 
dor, which is repackaging many of the re
cordings that originally appeared on the 
Verve label. (Polydor has chosen to retain the 
older company’s name and identifying trade
mark, much as Arista did with the recent 
Savoy reissues, thus allowing these albums to 
gain marketable prestige from their historic 

parentage.) And Verve, in the ’50s and early 
'60s—a period in which all this material’s 
original Verve issuance is safely nestled— 
meant Norman Granz and the wide variety of 
jazz artists and sessions he produced.

There is no doubt that Granz was a pioneer 
in jazz entrepreneurship (and his recent suc
cess with his own Pablo label indicates the 
longevity of his approach). Justly famed for 
his Jazz At The Philharmonic jam sessions in 
L.A., Granz in 1944 made history with the 
first "live” recording of a jazz concert (which 
was also the first JATP concert). It’s now 
preserved on the JATP twofer in this series. 
His recordings were released on a number of 
labels, including Mercury and his own Clef 
and Norgran labels, until 1957, when his en
tire catalog was transferred to Verve. That 
collection is the source .from which this first 
batch of Verve reissues is drawn.

Granz wasn’t perfect. His sessions often 
grouped musicians from his recording “sta
ble,” and some of the pairings—Charlie 
Parker and Buddy Rich beingthe most celebrat
ed example—were strange, to say the least. 
By the middle and late ’50s, Granz had be
come adept at producing the relatively simple 
“blowing session” — like the Gillespie set 
here — which filled a record with perhaps 
four tunes featuring extended soloing in well- 
worn frameworks. It’s a method which ac
counts in part for today’s overwhelming 
deluge of LPs on Pablo. But Granz hit his 
stride often, as do the Verve reissues. Cleanly, 
professionally—almost slickly—packaged, 
each twofer presents discographically noted 
material, with liner notes of surprisingly con
sistent quality, and the remastering, under the 
watchful eye of series producer Robert Hur

witz, has resulted in clear, crisp sound. Since 
we are rating, at least in part, the repackaging 
of music which has been previously issued, all 
these considerations bear upon the success of 
the series.

Charlie Parker is at the top of the heap; 
indeed, the inclusion of a Bird twofer in a 
reissue series has become almost obligatory 
whenever the possibility exists. In the case of 
the Verves, it’s quite appropriate, since 
Parker’s work for Granz included the record
ings with strings and the 1950 reunion session 
with Dizzy Gillespie. The former made a new, 
larger audience aware of the self-destructive 
genius in their midst, while the latter, featur
ing Thelonious Monk, bassist Curly Russell 
and Rich on drums, proved to be a mid-sized 
landmark, for the more initiated listener, 
along Bird’s torturous career. The master 
takes of the Gillespie date, plus half of the 
pieces with strings, are included here, along 
with a 1950 quartet session (featuring Star 
Eyes) and some 1949 tracks that provide one 
of the earliest looks at Kenny Dorham. These 
tunes still bustle with the cutting-edge inten
sity of Parker’s classics on Savoy, while the 
latter tracks display less raw urgency but show
case Bird’s increasing maturity and successful 
forays into romanticism. Chris Albertson 
takes an unusual and thoughtful approach in 
his incisive, inclusive liner essay, and the 
album is an important addition to any fledg
ling Bird collection.

Parker’s one-time idol, Lester Young—who 
is also enjoying a rash of reissuance—is 
featured in two contexts in the second Verve 
twofer. Opening the album is a 1956 date that 
features one of the finest rhythm sections one 
can imagine: Teddy Wilson, Gene Ramey on 

I TAKE QUALITY PERSONALLY.
BECAUSE YOU DO

serious musician is 
totally involved with the 

quality of his performance, I 
settle for nothing less than total involve

ment with the quality of my products. No reed, 
mouthpiece or ligature bearing my name will ever 

reach you without my supervision. I make this kind of 
personal commitment to you and your music.
And give you my best.
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bass, and Young’s bandmate from the Basie 
days, drummer Jo Jones. Both the dates in
cluded here offer Pres in a relaxed, sometimes 
buoyantly swinging mood; but these tracks 
from ’56 tend to bog down in the trademarks 
of Young’s style. Lacking some—but certainly 
not all—of the vitality of previous years, his 
milky tone and fantasyworld phrasing provide 
only selected moments, rather than whole per
formances, of real genius. The rest of the 
album, a 1952 setting starring Oscar Peterson 
and a marvelously sympathetic Barney Kessel, 
placed Pres in a more aggressive milieu, and 
he generally responded with heat, relative 
complexity and even brilliance. Pres, as liner 
annotator Ira Gitler points out, was not dead 
and gone in his declining years, although he 
was a changed man; it’s all here to hear. What 
is valuable in any case is the opportunity to 
hear Young stretch out beyond the three- 
minute limit, as he does in almost every case.

Oscar Peterson was one of the earliest mem
bers of the Granz “stable,” and he is again in 
action on each of four dates comprising the 
Billie Holiday twofer. Like her erstwhile 
friend Lester, Lady Day is supposed to have 
suffered so dreadfully in the last part of her 
life that her records of the period can serve 
only as shadows of past greatness. But this 
new compilation is one of the strongest tools 
with which to defuse the myth. Between 1952 
and 1954, featuring a variety of obbligato
spinning hornmen (tenorists Flip Phillips and 
Paul Quinichette, trumpeter Charlie Shavers), 
Billie recorded many of the songs already as
sociated with her for Granz, and these per
formances slip off the turntable with 
assurance, grace and an uncanny talent under 
unearthly control. Jazz, among other things, is 
the translation of a performer’s personal ex
perience into music, and Billie by this time 
had plenty to draw upon. Later, her voice 
would go and the horror stories be borne out; 
but here, she is between the sweet swing styl
ings of her youth and the dissolution of the 
end, giving these tunes a unique impact. In 
some ways, this was her prime. The notes, by 
Billie’s biographer Linda Kuehl, give a solid 
explanation of her life and the background of 
these sessions, but Ms. Kuehl’s musical obser
vations are a bit suspect, and her carping 
about Peterson’s unsuitability as an accom
panist is not supported by the evidence on 
wax.

Billie appears elsewhere on the Verve 
series, taking up an entire side of the JATP 
twofer with her 1946 concert at L.A.’s 
Embassy Theatre. It’s a superb set, with 
Billie’s Blues, Strange Fruit and Body And Soul, 
capturing the singer when her voice was pret
tier and her dramatic phrasing not quite so 
blockbusting as on her later records. The 
other three sides of this album recreate the 
trailblazing 1944 concert, the first on disc, 
and are a glorious reminder of how much pure 
fun jazz can be. Illinois Jacquet, who is start
ing to gain recognition as an important link in 
the saxophone’s development, is growlingly 
alive with his big-toned swagger and crowd
delighting sax shrieks, while tenorist Jack 
McVea provides contrast with his more 
orthodox improvising. The concert also 
featured a young J. J. Johnson, the vibrant 
trumpet work of the little-known Shorty 
Sherock and, in the rhythm section, two key
board players who consistently brighten every 
track—pianist Nat King Cole and guitarist 
Les Paul. Both would achieve fame in other 
ways—Cole as a singer, Paul as the inventor of 

the solid-body guitar—but their work here is 
nothing short of brilliant. And their chase se
quence on the simple-titled Blues must have 
been worth the price of admission by itself.

While the Dizzy Gillespie twofer offers 
some bountiful rewards—as a date that assem
bles Diz, Sonnys Rollins and Stitt and drum
mer Charlie Persip would almost have to— 
there are some problems and some questions. 
One problem is the length of performance. As 
mentioned before, these 1957 dates—featur
ing each tenorist on two quintet pieces, then 
both Sonnys on another four tracks—are in a 
“blowing session” format that once in a while 
drags on a little too long. One question is why 
Rollins was tapped to solo on two vehicles 
better suited to Stitt, and vice versa; Stitt’s 
pedestrian bop cliches on the otherwise 
fascinating Haute Mon’ pull down the whole 
performance, whereas they would have fit 
more easily into Sumphin’, which stars 
Rollins. Still, there are pleasant surprises, 
such as the ferocious tenor exchange on The 
Eternal Triangle, as Rollins’ modernizing 
perspective whips Stitt into one of the top per
formances of his life. Rollins is terrific 
throughout, as is pianist Ray Bryant, sparkling 
in his solos and comping. Bryant’s brother 
Tom was the bassist, Persip plays with billow
ing, if a bit heavy-handed, drive, and Diz 
takes the wraps off for some slashing solos of 
his own. But not enough for me. These records 
are caught between the giant achievements of 
bop and the tremendously mature excitement 
of Dizzy’s recent Pablo recordings, and they 
suffer somewhat in the comparisons.

Finally, to close out a series that opened 
with Charlie Parker, the long-awaited and 
much-needed Bud Powell reissue. It’s titled 
The Genius Of.. . and it’s an understatement. 
These are trios done between 1949 and 1950, 
featuring Max Roach, Ray Brown, Curly 
Russell—their names are their reputations— 
and featuring Tempus Fugit, an astounding 
Cherokee, Tea For Two, and solos from 1951: 
Parisian Thoroughfare, Hallucinations, The 
Fruit. Powell is often considered to have 
transferred Parker’s style to the piano, a 
generalization with its truths and flaws. In the 
sense that he became the archetypal bopper 
on his instrument, Powell was indeed Bird on 
ivory, but the complexity of his textures and 
voicing—oft overlooked in light of his blind
ing speed and bludgeoning power—added new 
dimensions, and his mind worked in im
provisational patterns as distinct from 
Parker’s as the men themselves were different. 
These are classics, essential to an understand
ing of the bop era as well as the development 
of jazz piano. More important, they’re some of 
the best piano tracks you’ll ever hear, some of 
them the most frightening. Gary Giddins’ 
notes are the best of the series. Bud lives, too.

—tesser

Charlie Parker, The Verve Years 
(1948-1950) (Verve VE-2-2501): 
★ ★ ★ ★ ★

Lester Young, Pres And Teddy And 
Oscar (Verve VE-2-2502): ****

Billie Holiday, The First Verve Ses
sions (Verve VE-2-2 503): 
★ ★ ★ ★ ★

Jazz At The Philharmonic, The 
Historic Recordings (Verve 
VE-2-2504): *★★★

Dizzy Gillespie, The Sonny 
Rollins/Sonny Stitt Sessions 
(Verve VE-2-2505): ♦***

Bud Powell, The Genius Of (Verve 
VE-2-2506): *****

HERBIE HANCOCK 
SECRETS 

including: 
Doin' It/Cantelope Island/Gentle Thoughts 

Spider/People Music

THE IMPLICATIONS 
OF THIS ALBUM 
ARE OBVIOUS.

Herbie Hancock’s albums 
have all been windows on 
the future of music. Now, 
with “Secrets,” everything 
that Herbie Hancock was 
flirting with has blossomed 
into a full-fledged love affair.

“Secrets” is destined to 
become the most played 
Herbie Hancock album in 
history. People who hear it 
want to hear it again, im
mediately. The sign of a 
true classic.
Herbie Hancock’s“Secrets.”
On Columbia Records and Tapes.

Produced by David Rubinson and Friends, Inc. and
Herbie Hancock. »"COLUMaiA," MARCASREG.©1976CBSINC ®
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Micromoog.
$695 buys you 

freedom of expression.

—;---

You may have thought of owning a Moog synthe
sizer someday. But, you may also have thought it 
costs too much, or that it’s hard to play.

Wrong. Especially now, with the advent of the 
Micromoog.

It's easy to buy. And easy to play. $695 suggested 
list. And it’s every inch a Moog. The choice of 
Chick Corea. Pat Moraz, Keith Emerson, Herbie 
Hancock and the rest of the best. With that pat
ented ‘‘fat’’ Moog sound, and all the smooth, play
able features people buy Moogs for. Plus a few 
new ones.

Like the built-in ribbon controller. Slide your fin
ger up the ribbon and the pitch slides up. Slide it 
down, the pitch slides down. And the sound snaps 
back to the key you’re playing the moment you re
lease your finger. It’s a simple little work of genius

By simply sliding your finger up and 
down the ribbon controller, you'll 
create effects that no keyboardist 
could play before.

Write us for a free copy of the 
lAOnilU Moog publication. IMOOGINATION.
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The stage temperature may drift 
but the Micromoog never drifts 
out of tune. It’s thermostated 
oscillator is continuously self 
heated at 130° F. 

that lets you dupli
cate the blues guitar 
bend, the trombone 
slide, or the violin 
vibrato, not to men
tion your own unique 
expressions.

Pitch drift is a thing 
of the past with this

A roadie’s dream, the 
Micromoog is surprisingly 
portable.

synthesizer because the 
Micromoog won’t go out 
of tune. It has an oscillator 
control circuit that main
tains itself precisely at 
130° F (55° C). No matter 
what the temperature is 
on stage.
But the Moog features 
don't stop here.
There’s “noise” control for 
making drums, cymbals, 
steam engines and thun
derstorms. Fully variable 
wave shape to get right 
down to the harmonic 
structure of sound. Rapid 
filter modulation for din
ner bells, church bells, 
tubular bells. An eight 
octave range. Built-in 
sample and hold. And a 
lot more you’ll discover 
when you visit your Moog 
dealer.
All this brings us to the 
most important point — 
freedom of expression.
And all for $695 suggested
list.

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



Urszula Dudziak- 
Michal Urbaniak 

by léonard feather

By the time Urszula Dudziak and her husband settled in the U.S. in October of 1973, their in
ternational reputation in Europe was already considerable.

Born Oct. 22, 1943 in Straconka, Poland, Dudziak studied piano at a music school in Zie- 
lona-Gora and had classical voice training in Warsaw. Playing and singing with a school jazz 
band, she was discovered at 17 by the late Christopher Komeda, who wrote the music for 
Roman Polanski's films. She and Urbaniak worked with Komeda's quintet in 1963-4; in '65 
they formed their own group.

Michal Urbaniak was born Jan. 22, 1943 in Warsaw, where he studied at the Academy Of 
Music. He visited the U.S. for eight weeks in 1962 with a hard bop group called the Wreckers.

In addition to experimenting with various electronic instruments (he with electric violin, 
Polymoog, Lyricon, etc., she with percussion synthesizer), both are gifted composers. In 
1974 they began touring this country with their own group, Fusion. Their albums, on Columbia 
and later on Arista, attest to a highly individualistic approach to electrified music. Dudziak’s 
Newborn Light on Columbia was a breakthrough in the use of the human voice via a synthe
sizer. This was the Dudziak's first blindfold test.

1. JAN GARBAREK. Spiral Dance (from Be
longing, Polydor). Garbarek, soprano sax; 
Keith Jarrett, piano/composer; Palle Dan
ielsson, bass; Jon Christensen, drums.

Urszula Dudziak: I like the theme, but the rest 
was kind of boring; I don't know, it didn't really 
move me. The saxophone sounded like Jan Garba
rek. I would be more sure if you would play a solo.

Michal Urbaniak: I would say I didn't like pro
duction—it was too sterile—there is a classical 
approach to the music. It must have been a Euro
pean production; but what I liked was the theme. It 
could have been written by Keith Jarrett, maybe by 
Dewey Redman—some of this type of music. I think 
it was Jan. Maybe Jon Christensen on drums and I 
would take a guess on Eberhard Weber on bass. 
Three stars.

Urszula: Same!

2. FLORA PURIM. Conversation (from Open 
Your Eyes, You Can Fly, Milestone). Purim, 
vocal; Hermeto Pascoal, composer; Al
phonso Johnson, acoustic bass.

Urszula: I don't remember what the name of the 
record is, but it was sure Flora Purim, and Miroslav 
playing bass.

Michal: Miroslav's writing ... is what struck me 
... a few bars. ...

Urszula: I really liked the composition. It was 
pleasant, nice; I liked it. I'm not crazy about Flora's 
singing without lyrics; I prefer it when she's sing
ing with lyrics, but I really appreciate that she’s 
doing something.

Michal: I would agree. I don't have much to add. 
It sounded nice, the rhythm was good. Everybody 
played well. I think it sheuld receive a gocd rat
ing—let’s say three and a half, fcur stars.

Urszula: Four stars.

3. JEAN-LUC PONTY. Echoes Of The Fu
ture (from Upon The Wings Of Music, At
lantic). Ponty, violectra (overdubbed).

Michal: This was very nice. It was Jean-Luc who 
did this piece, and I think he does beautiful things 
with his violins, violectras and electronics. I also 

think he’s one of the few guys who humanize elec
tronics. He's been the frontrunner of violin since 
1964, and I would give him four and a half stars for 
his performance. I think it’s very nice, very medita
tive. . . .

Feather: Did you take up viplectra after hearing 
him play it?

Michal: He told me about it existing one time 
when I was in Europe. We played tegether in Ber
lin.

Urszula: I leve seme things Jean-Luc dees, but 
this thing—I don’t know. I was kind of, you know, 
relaxed, but it didn't touch anything in me, it didn’t 
move me. I wouldn't give four and a half stars. 
Three and a half.

4. STAN GETZ AND JOAO GILBERTO. 
Izaura (from The Best Of Two Worlds, Co
lumbia). Getz, tenor sax; Gilberto, vocal, 
acoustic guitar; Heloisa (Miucha) Buarque 
de Hollanda, vocal. (Two drummers and five 
percussionists listed in overall personnel.)

Michal: Sentimental disco, '64.1 mean, it's Joao 
Gilberto, and I don't know the girl singer; of course 
I know Stan Getz. I wish the rhythm section would 
be in the '70s, not in the '60s. I don’t know when it 
was recorded. If it was recorded in the '60s it has 
more value to me. Stan Getz is beautiful as usual, 
and he's original—what I'm following in music in 
general—somebody who does something original 
and sticks to this, you know, even if it’s to me a lit
tle outdated, it's still beautiful.

If it sounds old and it's done by a person who is 
coming from this ... it's great and it will always be 
great, and I'm for it. It's difficult to rate. I would 
give four stars for Stan and the singing was very 
tasty, very musical, and I wish that the rhythm, es
pecially the drumming, would be a little more up to 
date.

Urszula: I think the same as Michal actually. I 
like this Brazilian flavor. The first time 1 heard 
Astrud Gilberto's Look Over the Rainbow, Gil 
Evans was arranging this, and I love this record ... 
I don’t know who this lady is, but I know this was 
Joao Gilberto. The singing was good. Three stars.

5. GABOR SZABO. Theme For Gabor (from 
Night Flight, Mercury). Szabo, guitar; Ritchie 
Rome, composer.

Michal: I hope I den’t have te knpw whp it was, 
and I wpuldn't like tp do a rating because it 
wouldn't be fair. What was played here was simply 
npthing, and anynne could play ... pianp, pverdub 
guitar, and use echoplex, or whatever... I mean, it 
was nothing. I don’t see the need for music like 
this. And I might be hurting somebody who can 
play, sp I dpn't knpw. It's a crazy idea, I mean I 
don't like pseudo-classical, pseudo-meditative, I 
don't know. The sound, the echoplex, the syn
thesizer in the backgreund indicates that the 
reccrd shculdn't be toe old, which makes the thing 
even worse. I can't give it a rating—it's simply put 
of context ... it’s not worth anything to me.

Urszula: Yeah. The same. I mean, I’ve heard the 
melody a thousand times. Nothing interesting no 
changes. It was kind of boring, and this is the worst 
thing that can happen te music.

6. MAHAVISHNU ORCHESTRA. In My Life 
(from Inner Worlds, Columbia). John Mc
Laughlin, 12 string acoustic guitar, backing 
vocals, co-composer; Narada Michael Wal
den, lead vocal, piano, co-composer.

Urszula: Poor singing, no rating for the singing. 
And I like the few bars the guitar played—it was 
nice. Fer the guitar I give three stars; but I didn't 
especially like the ccmpcsiticn. I wouldn’t buy 
this.

Michal: This one I happen te know, and I give 
five stars to John McLaughlin for whatever he 
does. And you can see the business input intp the 
music very clearly here, and I am net putting it 
dpwn because that's what we all have tc ccnsider, 
one way or the other. Michael Walden’s singing 
was sort of pleasant. I guess it might even be his 
tune. I den’t know, it’s out of context. I like Mike 
Walden’s drumming, and I think he's a brilliant 
singer, but it's not my cup pf tea.

I give five stars to John because I recognize him 
in that thing—he is the source of this guitar play
ing, regardless if it's electric cr accustic. By the 
way, I think the thing between acoustic and 
electric is blown up very much and unnecessarily, 
because Jchn, whether he plays acpustic or 
electric guitar, is the same John McLaughlin and 
the lines he plays are mestly the same. He's using 
seme effects electrically which he cannct use 
accustically and he uses seme acoustic things 
which he doesn't have electronically, and that's 
what electronics are to me.

7. CANNONBALL ADDERLEY. New 
Orleans Strut (from Lovers, Fantasy). Ad
derley, alto sax; Jack de Johnette, drums, 
composer; Alvin Battiste, electric clarinet; 
Alphonso Johnson, bass.

Michal: I didn’t like it from the beginning. I have 
to tell exactly what was happening te me. I recog- 
nize the gppd rhythm sectien—I like this kind pf 
rhythm sectipn. There was npthing special what- 
scever, but it was solid. It built up nicely ... beau
tiful collective improvisations on the end which I 
am a very big fan of, and I think in jazz we some
times keep forgetting nowadays that jazz used to 
be. and jazz is, very collective—I mean, some peo
ple are forgetting.

Also I think semebody was playing electric 
clarinet—I must admit that this is fantastic, and I 
wished I had cne fcr a leng time, but this is a prob
lem because I never had a clarinet and I can’t play 
a clarinet. But if I wculd be, I would be playing 
electric clarinet. When I first heard Mppg, the first 
synthesized sound, I said "Man, I wish I would play 
clarinet, because this is like the first natural syn
thesizer.”

Altcgether, it was solid, good, fine, nothing 
special except clarinet. I would give three and a 
half, four.

Urszula: I rate it three. I don’t particularly like 
jam-scunding reeprds. I prefer a different kind of 
bag.

Michal: Was it Alphonso Johnson on bass? db
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THE SAXOPHONE 
THAT TRANSCENDS 
THE STATE
OF THE ART
A singing sound that 
transcends the purely 
technical aspects of playing. 
A warmth and tonal response 
above and beyond any 
saxophone you have ever 
played. Incomparably true 
intonation. Handcrafted in 
W. Germany and the United 
States. Priced from $425 to 
two thousand dollars. Ask 
the selected music dealer in 
your area to demonstrate 
this eloquent instrument.
z-----------------------------x®

HCOUF
For the artist in every musician

1000 Industrial Parkway 
Elkhart. Indiana 46514 
Phone (219) 293-8602

WT Armstrong Company. Inc

LEO SMITH
by bob ness
At 35, Leo Smith is a trumpeter and composer 

who has been at the forefront of the New Creative 
Music since 1967 when he joined forces with the 
influential and historically important AACM in Chi
cago. Early associations there with Muhal Richard 
Abrams, Leroy Jenkins, and Anthony Braxton have 
produced a number of recordings as well as those 
under his own leadership with his New Daita Ahkri 
ensemble. Currently, he is part of the new Anthony 
Braxton quartet, along with Dave Holland and 
Philip Wilson.

Smith is also the author of a small but dense 
book/pamphlet pointing towards a further compre
hension of the music he and his colleagues create 
entitled Notes (8 Pieces) Source A New World 
Music: Creative Music, published in 1973, and 
dedicated to "the pioneers of creative music in 
America . . . [who] liberated the performer to a 
creativity of direct deliverance of a creative 
thought: music.”

The book's contents, Smith emphasizes, "are 
very important to me in terms of my concepts and 
ambitions." In it he equates creative music with 
improvisation, meaning “that the music is created 
at the moment it is performed, whether it is devel
oping a given theme or is improvisation on a given 
rhythm or sound (structures) or, in the purest form, 
when the improvisor creates without any of these 
conditions, but creates at that moment, through his 
or her wit and imagination, an arrangement of si
lence and sound and rhythm that has never before 
been heard and will never again be heard."

This kind of meandering and closely argued 
thought is also found in Smith's conversation and 
it's delivered in a soft-spoken, almost down-home 
voice which always sounds very calm—almost 
sleepy. He lives in West Haven, Conn., an easy 
drive to the Eastern music centers, but he grew up 
in a small country town called Leland, Miss. His 
stepfather was a bluesman who played guitar, 
piano, drums, and sang throughout the midwest 
and deep south. He can remember men like Little 
Milton, Elmore James, B. B. King and many other 
bluesmen of the Mississippi Delta region coming 
over to visit and to play in his family’s living room.

There was also the radio. "In Leland, I used to 
listen to the radio and hear all kinds of music— 
Harry James, Benny Goodman, and some fantastic 
pieces by Louis Armstrong who was always spo
ken of as the greatest trumpet player in the world. I 
imagine that subconsciously played a strong part

in my attraction towards the trumpet, but essen
tially I'm attracted to music. It doesn't matter that 
much whether I play the trumpet or whatever, al
though I do love the sound of the trumpet and I 
know thoroughly the whole trumpet dynasty.

"I’m attracted to music and to being able to cre
ate ideas to use to influence physical, spiritual, 
and psychic changes, as well as materialistic 
changes in the lives of those I know and those I 
may never see. I want to be able to channel music 
back towards the tradition of the musician (which 
is what John Coltrane, Albert Ayler, the AACM, and 
others were about) as somebody who didn't just 
play an instrument and send out notes in a relation
ship called art. I want to get back to the first tradi
tion of the creative musician, which was to be able 
to perform, heal, be a spokesman and leader in the 
community and to be able to channel ideas of influ
ence over great distances—and not be so cen
tered on himself and 'success.' "

During junior high school Smith moved from mel- 
lophone to french horn to trumpet and he played in 
marching bands (“One of the strongest things I re
member of the marching bands in the south is that 
they would play the marches as written and then 
improvise on them."), concert stage bands, and an 
8-10 piece creative orchestra which played 
dance tunes, some original material, and a lot of 
Ellington pieces such as Mood Indigo, Take The A 
Train, and Jeep's Blues.

After high school, Smith traveled for about a 
year with groups playing blues, r&b, and soul 
music. He then went into the army for five years (he 
took a short discharge in order to get to Europe) 
and played in post bands in the south and in Italy 
and France, and was exposed to musicians from 
different backgrounds. He feels that the army ex
perience was worth it ("even though I couldn't 
wait to get out from the first day I was in") because 
it gave him a chance to play every day and, “you 
had the time to sit and work on things, which is 
very important."

Just before he got out of the army in 1966 a sax 
player gave him Anthony Braxton's phone number 
in Chicago. Smith called him as soon as he got 
there in January, 1967, and eventually became 
part of the AACM, which is now in its 11 th year and 
what Smith calls its third period.

"The AACM is one of the most thorough organi
zations in the world. I feel that it will be looked 
upon as one of the cornerstones of its type by fu
ture generations. So many people came together 
with so many different ideas and didn't feel threat
ened or inhibited, or felt they would be robbed of 
their ideas. It also operated at a very high learning 
level. The AACM, for us, was like an open forum 
and it gave everyone a chance to work in the solo 
form, ensemble form, and orchestral form, and to 
develop these areas simultaneously. A very wide 
spectrum of creative energy was happening there. 
We had painting exhibits, theater, dance, poetry, 
plays, critical interpretations of the music, and 
historical surveys of certain periods within the 
music.”

When Smith first came into the AACM, he put to
gether a trio with Braxton and Leroy Jenkins which 
was the basis for an ensemble that existed from 
late 1967 until early 1970. The association culmi
nated in New York with Muse recordings under the 
group name, Creative Construction Company, and 
included Muhal Richard Abrams, Richard Davis, 
and Steve McCall. Their music was not always 
easily accepted and Smith remembers the big Bel
gian Festival during the summer of 1969 when’the 
people "booed and threw chunks of mud and pop 
bottles on us. And our very last live performance 
as the CCC in Paris in January of 1970 was a riot. It 
began during the first set and during the intermis
sion the intensity increased so that when we came 
out to play the second set they cut us off and 
wouldn't let us play."
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After the breakup of the CCC, Smith formed a 
group called Integral (with Henry Threadgill, Thur
mond Barker, and Lester Lashley) that lasted about 
six months and then he moved to Connecticut. “In 
late 1970, I organized a group called the New 
Daita Ahkri (‘Ahkri’ is a word representing a per
fect union) and the idea behind it was to create 
music of totally different orders and to have these 
centers of activity fluctuate in terms of involve
ment, intensity, and contribution.”

The group has gone through a few personnel 
changes and now includes Anthony Davis on piano, 
Wes Brown on bass and flute, (their album Reflec- 
tativity is on Kabell), and in March of 1975 saxo
phonist Oliver Lake became part of the group 
when he's not with his own ensemble. Percussion
ist Paul Maddox recently joined them to make it a 
quintet. "Every member of the group contributes in 
an entirely different way from each other, and this 
is true to an extreme."

Smith has mixed feelings about New York and 
living on the east coast. "New York actually refers 
not just to New York City, but to the whole north
eastern circle. In a place of such commerciality 
there's a lot of creative players and great musi
cianship, but I sometimes feel that they expose 
themselves in a mastership of craft rather than 
creatively. I think it's a good place to play and al
most all of the great ideas occurred there, but the 
players, with a few exceptions, were not born 
there. The beautiful thing about living in the east is 
that you get credit for what you do and you get 
paid. In the midwest and west you can play a lot 
but you're considered 'local.' That puts a vibration 
on the listener, the public, and they don't feel re
sponsible to come out and hear you."

On the subject of critics and criticism, Smith has 
definite views: “I feel that any form of criticism is 
not positive. 'Criticism' means 'correction' and 
that's impossible. I never have a 'bad night' be
cause I don't accept that understanding of playing. 
I consider whatever I play at whatever time to be 
my absolute all. Most of the people writing in the 

jazz magazines are what I would call buffs. Instead 
of writing record reviews, creative journalists 
might better devote time to studying the various 
periods of the music and prepare expert analyses 
of the form, structure, and aesthetics of the music.

"Instead of going to a concert and criticizing 
this player or that, write a poem or a novel section 
on that experience like James Baldwin and Rich
ard Wright have done. Although I like Martin Wil
liams' book, The Jazz Tradition, I don't think one 
white man should head an exploration into black 
music such as he is doing at the Smithsonian Insti
tute. Instead, I think there should be a federation or 
panel of, say, seven people with three being black, 
one white person from America, one Japanese, 
one Englishman, and one from somewhere else."

Smith likes to think of the music and particularly 
of the players, historically, in terms of dynasties 
and of the different instruments as royal families 
with clearly traceable lineages. “I love all trumpet 
players and I love the way they play. I know the 
characteristics of the archetypal players and how 
the different lines came along. Trumpet playing 
came from Joseph Oliver. Louis Armstrong’s early 
solos are identical in rhythmic shape and concep
tualization to Oliver's. In Oliver's bands, the trum
pet player began to take dominance in the differ
ent lines that were hooked together to make the 
ensembles. Very shortly the ensemble begins to 
break down as the essential deliverer of the music. 
Armstrong is an innovator because he saw where 
this kind of playing could go and he did it, begin
ning with early pieces like Hot Potato, Weather 
Bird, and West End Blues."

Smith’s own playing reflects this close scrutiny 
and historical awareness of what has gone on be
fore him. And the deeper the listener’s awareness, 
the more of these musical references he hears in 
Smith—to Miles, Clifford Brown, Fats Navarro, Don 
Cherry, and to all the great players of the music, 
not just the trumpet players.

"I look at the music," Smith says, "in the sense 
of a mission and I look upon traveling to other 

cities like the astronauts traveling in space, or in 
earlier times, like explorers traveling to other con
tinents to discover what new places had to offer 
and also to spread their essential wisdom," db

AL JARREAU
by lee underwood

H is name is Al Jarreau. His 1976 European tour 

included club dates and concerts in Germany, 
Switzerland, Italy, France, and Holland. He sang 
for two sold-out weeks at Ronnie Scott's Club in 
London. He taped his own TV special in Hamburg. 
His performance for Eurovision was hailed by the 
French press as "the American triumph.” Defeat
ing a host of contenders, he won the German music 
Academy’s Award for Outstanding Male Vocalist 
Of 1975.

To those who have followed his continuing rise 
to international prominence, Al Jarreau’s success 
as an improvisational vocalist and a songwriter 
more than satisfies his fan’s hopes and expecta
tions.

His 1975 debut album, We Got By, was a high
light for critics and fans alike. Lyrically, Jarreau is 
a celebrator of compassion, dignity, joy and love. 
Musically, he is a true vocalist, not just another 
pretty somebody singing a song. His melodic 
vocal improvisations are often as fast, as difficult, 
and as soaring as those of a saxophone. Incor
porating a personal, non-referential array of flute 
sounds, train sounds, whispers, squeaks, bird
calls and passion-cries, Jarreau has virtually re
invented the art of scat singing. No fly-by-night 
pop singer, Al Jarreau is possibly one of those 
very special creators who someday might well be 
come the yardstick by which others are measured.

Born March 1 2,1940 in Milwaukee, Wis., Al was 
the fifth of six children. His father, Emile Jarreau, 

La Voz Corporation, P.O. Box 487, Sun Valley, Ca. 91352

La Voz reliability is a blend of quality 
in the cane, extra years of aging, 

skill in cutting and crafting, and the 
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quality. This is how we continue to earn 
the faith of professionals everywhere.
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was a minister. His mother played the piano in 
church.

“I never got to hear my father preach in church," 
recalled Jarreau, "because the war came and he 
went to work in a munitions factory. But he 
preached at home—he preached everywhere!

“And I'm seeing that happen to me. I'm doing the 
same thing, taking up the ministry, only my pulpit is 
the barroom and . the stage. My church is the 
world.”

As a child, he sang in church, then in school 
plays, and in "ooo-shoo-be-doo” street comer 
quartets. Throughout the 1940s, he woke up in the 
morning and turned the radio to the jazz station and 
Daddy-0 Dailey, “a hip, slick, rhyming, chiming, 
fast-rap, bebop disc jockey out of Chicago." In 
high school he sang jazz standards—Laura, Lullaby 
Of Birdland, Moonlight In Vermont, etc. Les Czim- 
ber, a Hungarian pianist, introduced him to serious
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jazz vocalizing, encouraging him to improvise, to 
take chances, to stretch out.

Earning his way by singing, Jarreau graduated 
from Ripon College with a degree in psychology, 
then took his masters at the University of Iowa. 
After six months in the Army Reserve, he moved to 
San Francisco where he counseled for three years 
at the California Division of Rehabilitation.

He also worked three nights a week at the Half 
Note with George Duke’s piano trio. In 1968, he 
quit the counseling job and trekked to Los 
Angeles, where he and guitarist Julio Martinez 
landed a job at Dino's on the Sunset Strip, a gig 
that led to Rodney Dangerfield’s in New York. He 
also appeared on the David Frost show, the Mike 
Douglas show, and the Johnny Carson show.

In 1971, he left New York and went to Minneapo
lis, where he formed a rock group and began seri
ously writing his own material, including Lock All
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The Gates and Sweet Potato Pie.
When the L.A. recording factories ignored Jar

reau and his group, Al again went solo. He and 
guitarist Julio began playing weekends at a small 
North Hollywood club called the Bia Bia Cafe. 
They initially passed the hat for their earnings. 
"After two years, I was able to pay my rent and all 
expenses with two nights work a week.”

Jarreau’s big break came in January, 1975, 
when he appeared at Hollywood's Troubadour 
Club as the opening act for Les McCann. Warner 
Brothers heard him, liked him, and signed him that 
week. We Got By appeared in the summer of 1975, 
and his second album, Glow, was released in the 
summer of 1976.

After 15 years as a performer, Al Jarreau has 
finally emerged as a recording artist. "I just kept 
on doing what I do,” he said, "never getting overly 
discouraged. I was aware that when the time was 
right, I would know it. Now the time is right, so 
right, in fact, that it's scarey. It’s a total affirmation 
of the positive flow of my life."

In his music and in his conversation, Al Jarreau 
brims over with that spirit of affirmation. "Every 
thought, whether positive or negative, is creative 
thought," he said. "So it is important to think 
positively and constructively about the things you 
want to unfold in'your life.

"Proper thought is prayer. Prayer is proper 
thought. Thought and prayer are casual things. All 
the Source, God, wants from me is the highest 
good—peace, love, joy, actualizing my highest 
potential.

"I believe we are all rooted in that central core, 
that creative source of the universe—which is 
good, and which creates beautiful things. Like the 
lily, the mountain and the tree, we are all part of it. 
There are certain natural events that occur that we 
interpret negatively—floods, earthquakes, 
droughts, etc.—but these things don’t have any 
positive or negative value in themselves. It is for 
us to understand the positive flow from which they 
come.

"I think the Source wants to recreate itself. It 
wants to recreate beauty. If it didn’t, it would be at 
cross-purposes with itself. It would tend to 
destroy itself.

"Mankind, because he has thought and can 
remember and project and think, can think in a 
negative manner if he so chooses, but he can also 
turn it around and put it in a positive direction and 
make himself more beautiful and much, much 
stronger."

Al’s first large audience was at the 1976 Mon
treux Jazz Festival. Al took only pianist Tom Can
ning with him. They were to rehearse with several 
noted European studio musicians and then per
form. At the very last minute, the musicians can
celled on him.

“I had been ill," said Jarreau. "I was weak and 
feverish from heat stroke, and then, in Europe, I 
caught the flu. There I was, 10,000 miles from 
home, and sick. Then the musicians didn’t arrive, 
and my performance time was coming up. What to 
do? The best that I damn well could.” Accom
panied only by his pianist, Jarreau received three 
standing ovations during the set.

"True," he said, "there have been times when I 
have not dealt with certain truths the way I should 
have, and I have had to learn to cope with certain 
moments of neurotic negativity in my life.

"I remember one time, for example, when I was 
scared, rolling on the floor in fear... rolling on the 
floor. I was so scared, I couldn’t look at the moon. I 
was afraid of the moon. It was the first time I had 
ever confronted the profound realization of the in
evitability of death.

"You see, I don’t think any of the things we ex
perience come to us by mistake or happenstance. 
They come to us in order to get us a little bit high
er. God forbid that I should have to experience that 
ever again, but it did help me look at something I 
perhaps should have been looking at all along. 
That awareness of mortality helped me learn that 
although I will give up my body someday, my spirit 
is immortal.

"In the grand scheme of it all, there is only life. 
Alive ... alive ... living. Once I began to see that, 
it opened up another way of thinking for me. db
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caught...
... Left Bank Jazz Society: Louis Hayes, Junior Cook, the

Heaths, George Coleman ...

BOB MARLEY AND 
THE WAILERS
The Auditorium Theatre, 
Chicago
Personnel: Marley, vocals, guitar; Donald Kinsey, 
guitar; Earl (Chinna) Smith, guitar; Tyrone Downie, 
organ; Carlton (Carlie) Barrett, bass; Alvin (Seeco) 
Patterson, percussion; the I Threes (Judy Mowatt, 
Marcia Griffiths, Rita Anderson), vocals.

Once it looked like reggae music—an 
historically and culturally unique fusion of 
African rhythms, Caribbean sounds and 
American rhythm & blues—would never make 
the pop charts in the States, much less capture 
the fancy of our hype-prone youth. Then 
along came a dreadlocked Jagger who grew up 
in Trenchtown, Kingston, Jamaica, wore his 
guitar strapped over his shoulder like a semi
automatic, and followed the back-to-Africa 
religious cult known as Rastafarianism. His 
name, Bob Marley. And from all appearances 
at the Auditorium Theatre, Marley has suc
ceeded in making reggae, which has already 
passed its prime in most of the rest of the 
world, the new cult of middle-class American 
kids.

The tour was the first concert tour for the 
Wailers in America, though last winter they 
performed at a number of key showcase rooms 
across the country. Obviously the sold-out 
house (approx. 3,900) had already crowned 
their new hero beforehand as they stood and 
stomped in wild applause before Marley could 
manage a single note out of his guitar. This, 
along with a steady aroma of ganga 
throughout the auditorium, set the tone for a 
highly dramatic, energy-charged show.

Marley’s latest album, Rastaman Vibration, 
is also his most commercial, and the concert 
highlighted his subtle but definite shift toward 
rock’n’soul. The 1 Three backup singers added 
epiphonal grace to the proceedings while lead 
guitarist Donald Kinsey often broke away 
from the chicken-scratch pattern of most reg
gae guitarists to fill out the sound with some 
fine lead playing.

Meanwhile, Marley hopped around the 
stage almost as if his shoes were on fire. His 
natty locks bobbed up and down in wild 
animation and his Che Guevara costume 
brought back anachronistic memories of the 
’60s, though for Marley and the decaying 
Jamaican nation, revolution is still serious 
business. In the small confines of a club, with 
unruly Rastafarians dominating the front rows 
of tables, Marley seems larger than life, a bold 
figure who has come to charismatically lead 
his people back to Selassie land. Yet, in con
cert, he appears almost diminutive, more the 
youthful rebel than the matured revolutionary.

His concert set included such songs as 
Trenchtown Rock, with the insistent lyrics, 
“brutalize me with your music,” Roots, Rock, 
Reggae, and the politically explosive Rat 
Race. When it came time to do his famous I 
Shot The Sheriff, transformed into a hit (two 
years ago) by Eric Clapton, Marley com

Bob Marley: Rastaman Soul

pletely reversed the tone. While Clapton’s 
version was melodic and listless, almost 
devoid of strong emotion, Marley’s rendition 
was ominous and rebellious. He emphasized 
the “I” with a strong downbeat and two raised 
fingers from a clinched fist. It was Marley’s 
braggadocio anthem to revolution. For an en
core, he chose the demonstrative Get Up, 
Stand Up, something which the audience did 
in unison. —ray townley

THE LEFT BANK JAZZ 
SOCIETY OF D.C.
FESTIVAL ’76
Cramton Auditorium 
Howard University
The Louis Hayes-Junior Cook Quintet: Junior 
Cook, tenor sax; Woody Shaw, trumpet; Ronnie 
Matthews, piano; Stafford James, bass; Louis 
Hayes, drums.
The Heath Brothers: Jimmy Heath, tenor and 
soprano saxes, flute; Stanley Cowell, piano; Percy 
Heath, bass, piccolo bass; Ben Riley, drums.
The George Coleman Octet: George Coleman and 
Frank Foster, tenor saxes; Mario Rivera, baritone 
sax; Frank Strozier, alto sax; Danny Moore, 
fluegelhorn; Harold Mabern, piano; Calvin Hill, 
bass; Eddie Moore, drums.

For the past year, since the demise of Et 
Cetera, the only club in town with a full-bore 
jazz format, Washington’s jazz lovers have 
often gone hungry for live music. There are 
signs, though, that the famine may be over: 
check out the musical feast tendered by D.C.’s 
Left Bank Jazz Society on a recent balmy eve
ning. Many old friendships were renewed as 
the capitol city’s jazz community made a 
strong showing, gathering to celebrate the 
long dormant Left Bank’s return to activity. 
That return was nothing short of triumphant, 
riding high on a party atmosphere and an 
incredible roster of talent. Funding for the 
event came partially through a grant from the 
Commission for the Arts.

Opening the show was the Louis Hayes- 
Junior Cook Quintet, blasting into trumpeter 
Woody Shaw’s The Moontrane, the group, 
swinging tightly around the impeccable drum
ming of Louis Hayes. Their ensemble work 
was flawless, and each player turned in sub-

Stevens 
90t an 
Ovation

Cat Stevens' music is created 
with a passion from the heart. An 
enormously expressive musician. 
Cat's mellow lyrics are perfonned 
against a backdrop of explosive 
musical energy.

Only an Ovation acoustic elec
tric guitar offers Cat the freedom 
he needs to tell his story. Because 
only Ovation has six built-in 
pickup elements, one for each 
string, to electrify the pure acous
tic guitar sound. This allows a 
performer like Cat to move to the 
beat, and create a tempo to match 
the expression of his words. Add a 
microphone to emphasize pick 
sounds and air resonance, and you 
have an overwhelmingly full 
acoustic presence.

Cat Stevens is a creative musi
cian and dynamic performer, and 
he needs a guitar with freedom of 
expression. Ovation.

You can get a free catalog.
For a free new acoustic guitar catalog 

send to: Ovation Instruments Inc., 
New Hartford, CT. 06057

Enclose fifty cents and we'll send you a 
poster of Cat Stevens.
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Exclusive U.S.A. Distributor

‘DrUmmer's 
Drum.

CHARLES ALDEN MUSIC CO., INC.
Southwest Industrial Park, Westwood, Massachusetts 02090 
Tel: (617) 326-6040

BLACK I 
OAK 
ARKANSAS

Top rock drummer Tommy Ald
ridge relies on Sonor drums 
and accessories for consistent 
performance in the recording 
studio and on tour. Listen to 
Tommy and Black Oak Arkansas 
and you’ll know why top drum
mers throughout the world insist 
on Sonor. Send 50c for latest 
color catalog.

VOLUME 6 of A NEW APPROACH TO JAZZ IMPROVISATION— FOR ALL INSTRUMENTS

RON CARTER, KENNY BARRON, BEN RILEY & YOU PLAY 
TEN II KI JAZZ CKIGINALS by

CHARLIE PARKER
SIDE ONE: NOW’S THE TlME/YARDBIRD SUITE/CONFlRMATION/DEWEY 
SQUARE/BILLIE’S BOUNCE. SIDE TWO: DONNA LEE/MY LITTLE SUEDE 
SHOES/ORNITHOLOGY/SCRAPPLE FROM THE APPLE/THRIVING FROM A RIFF.
Book contains MELODIES and chord/scales for all songs—for all instruments. Stereo LP separa
tion is excellent. The above rhythm section provides the finest accompaniment anyone could ask 
for! Unique way to learn Charlie Parker's songs.

Play-A-Long Book & LP Record Set $8.95 plus 50d postage.
Send check or money order to:
JAMEY AEBERSOLD, 121 I D AEBERSOLD DR., NEW ALBANY, IN 47150cAs

AMERICA’S OLDEST AND LARGEST 
EXCLUSIVE PERCUSSION CENTER

■ Complete stock of famous name brand
percussion instruments and accessories ■ 

Owned and operated by Maune Lisbon —
18 Years stall percussionist CBS-WBBM Chicago

226 S Wabaah Ava. Chicago, III 60603
922-8761 922-1300

CREATNC MUSIC STUDI<@>
Woodstock, New York

FALL SESSION '76
October 18—December 13

Guiding Artists include:
ED BLACKWELL, KARL BERGER, ING RID, DAVE 
HOLLAND, KALAPARUSHA AHRAH DIFDA, BOB 
MOSES, JIMMY GIUFFRE, LEO SMITH, GARRETT 
LIST, OLIVER LAKE & others.

limited enrollment: call I write: 
CMS, P.O. Box 671, 

Woodstock, NY 12498 (914) 679-9245 

NEW YEAR’S 

INTENSIVE:

December 27 
thru 

January 5

stantial solos before the set was over. Junior 
Cook’s bright tenor was challenging 
throughout, and particularly effective on 
Monk’s Pannonica. Ronnie Matthews played 
daringly in and out of the McCoy Tyner bag, 
and bassist Stafford James provided a spell
binding interlude in the midst of Book’s Bossa. 
But it was Shaw’s trumpet that emerged as the 
most eloquent voice in this well-balanced 
quintet. Woody is a nonpareil melodist, flying 
through his solos with the fluidity of invention 
and technique that make him one of the 
strongest hornmen on the scene today.

A tough act to follow, make no mistake, 
unless the Heath brothers happen to be wait
ing in the wings. With Ben Riley sitting in for 
absent brother Albert, and the virtuoso sup
port of Stanely Cowell’s piano and mbira 
(thumb piano), the Heath’s were more than up 
to the high standards set by the opener. 
Cowell’s Maimoun provided a beautiful start
ing point for the foursome. A magnificently 
structured piece, Maimoun provides each 
player with thematic material that fits 
together just so, forming a lilting, symmetrical 
frame for solos by Cowell, Jimmy, and Percy. 
The latter’s choruses were uncharac
teristically weak, never getting beyond 
Cowell’s dominating bass theme. Next was 
Jimmy’s Project S, based on a rhythmically 
twisting theme (four bars in 4, followed by 
four in 6). The pace bellies up to twelve bar 
for solo work, where Jimmy did some heady 
tenor work, displaying the very personal 
rhythms required of a great tenor player. 
Riley’s percussive outing turned the beat in
side out and back again with narrative preci
sion. An emotional but economical reading of 
Ellington’s lush Warm Valley led into the ir
repressible ebullience of Percy’s Watergate 
Blues. The final bar came too soon for an 
aroused crowd, with the last note in Jimmy’s 
logically careening coda to his Smilin’ Billy 
Suite. This last piece, dedicated to Billy Hig
gins, is a haunting, spare example of Jimmy’s 
compositional merits.

The George Coleman Octet, solidly built 
around the twin tenors of Coleman and Basie 
veteran Frank Foster, brings a fresh sound to 
the fore; the exposure they deserve could well 
make it a popular sound as well. Synthesizing 
the cool fullness of Gil Evans and the unin
hibited group gropings of Charles Mingus, the 
group showed well on originals like Harold 
Mabern’s Waltzing Westward, and performed 
miraculously vital transformations of several 
jazz standards. On Green Dolphin Street be
comes, in their inventive hands, a study in the 
elasticity of time: Eddie Moore’s drum solo 
leads to a double-time chorus of a written 
variation on the classic theme, followed by 
another Moore solo, a quadruple-time chorus, 
a ballad statement from Mabern’s piano, and 
final release in the ensemble recapitulation of 
the theme. Body And Soul showcased a cutting 
session between Coleman and Foster: 
nobody’s a loser when two adept improvisors 
deal with such a great tune, but Coleman got 
in last licks with a pair of choruses drawing on 
Coltrane and Coleman Hawkins, respectively 
and respectfully.

The evening ended slightly prematurely; 
Shirley Scott’s trio, with Harold Vick’s sax up 
front, had been scheduled, but Shirley never 
got her mojo working because nobody could 
get her Hammond working. Despite this dis
appointment, the collective appetite of D.C.’s 
faithful seemed sated, at least for the moment.

—bill bennett
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Now Available!

A jazz improvisation method 
for strings 

violin • viola • cello • bass 
in two volumes by David Baker

HUW Til aim toward artistry in brass.
by Harvey Phillips via Dr. William L. Fowler

A JAZZ IMPROVISATION METHOD
FOR STRINGED INSTRUMENTS:
Vol. I, VIOLIN & VIOLA
by David Baker (Violin fingering suggested by 
Eric Bindman and Greg Fried; viola fingerings 
suggested by Barry Shapiro). First printing Au
gust 1976, 8 72” x 11", spiral bpund, 160 pps.
MW 11 ......................................................... $12.50

A JAZZ IMPROVISATION METHOD
FOR STRINGED INSTRUMENTS:
Vol. II, CELLO & BASS VIOL
by David Baker (bass fingerings suggested by 
Paul Berner, multiple stop fingerings by Baker 
and Mike Vandemark). First printing August 
1976, 872" x 11”, spiral bpund, 152 pps.
MW 12......................................................... $12.50

Special 2-volume price: when ordering 
bcth volumes together MW 11-12 . . . $22

David Baker developed the jazz strings im
provisation method and the accompanying 
music examples under a National Endowment 
grant to the Summer Jazz Clinics where for two 
years the material in both volumes was tested 
and played by students and educators.

Baker's current performing instrument is the 
cello, and he has composed numerous pub
lished works fer stringed instruments which 
have been performed and recorded by violinist 
Joseph Gingold, cellist Janos Starker, bassist 
Gary Karr, and many others.

Baker's jazz compositions are in just about 
everybody’s combo and big band books, and 
his jazz text books are used in schools 
throughout the world.

The Table of Contents for both volumes is 
similar except fpr transppsitipns, special tech
niques, and fingerings. The ccntents include:
• The Nature of Improvisation
• An Approach to Jazz String Playing: Contemporary 

String Players
• Nomenclature
• Scale Charts & Exercises
• Recorded & Written Examples of Scales & Modes
• Foundation Exercises for the Jazz Player
• Arpeggiated Chords (7th & 9th. etc.) with Suggested 

Fingerings
• Improvising on Tunes
• Exercises based on Specific Scales & Modes— 

Whole Tone Scale (Diminished, Diminished/Whole 
Tone and Derivatives, Blues 4 Pentatonic)

• Cycles with Chart of Cycle Movement
• Turnbacks
• The II V7 Progression (including patterns)
• Using a Thematic Referential
• Some Original Compositions for Improvisation
• Multiple Stop Charts
• Some Transcribed & Annotated Solos
• Recommended Jazz String Recordings and bibli

ography of Suggested Readings
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A hese days few brass players remain unaware of or unaffected by the work of the premiere 
tubist, Harvey Phillips, either through his worldwide performing activities in every historical 
and present-day musical style or through his extensive non-performing activities—commission
ing new works, motivating progressive projects, instigating promising ideas—and teaching solid 
principles. If anyone has unified the world of brass, he’s the one. .. . And when down beat asked 
him to share his know-how, he typically responded with much more than tips about tuba. For all 
kinds of brassists aiming high, here is Harvey’s top-notch low-down:

The level of artistic achievement attained by any musician is determined by the amount and 
utilization of time devoted to the art. And because time utilization is so important to artistic 
growth, a plan for orderly procedure is necessary: even eight or more hours practice per day 
might accomplish little or nothing if the approach is illogical, and continued practice of bad 
habits simply strengthens those habits.

Warmup should be used to assure that skills already mastered stay available for use, skills like 
full range, smooth tone, dynamics control, articulation, phrasing, rhythmic patterns, and 
melodic embellishment. A brass warmup can be of any length (five minutes or more) and should 
always commence in the middle register. Active performers (six to nine hours playing per day) 
generally will not require a lengthy warmup, for they are assuring themselves of skill-retention 
through application. But if the types of performance in which players are active do not demand 
those skills, they must be included in the warmup. And the inactive player, say one who per
forms only on weekends or less often, not only needs a much longer warmup, but also a very dis
ciplined one to avoid possible injury to the embouchure and to save something for the perform
ance.

Practice, after a warmup, should be used to improve existing skills and to acquire new ones. 
Practice time must be directed to the specific goals of what skills need most to be improved or 
acquired. It will therefore not sound good—for the most part it will sound terrible. But practice 
is not for the ears of Aunt Tillie or for the next door neighbors: it is time to be spent in what Carl 
Sandburg calls “creative loneliness.”

An accomplished player must work a minimum of one hour a day, including warmup, just to 
stay even on his instrument. To improve requires more time. And a student must work a mini
mum of two hours a day with no set maximum other than that dictated by fatigue.

Rehearsal, after a warmup, should be used to refine existing repertoire and to learn new litera
ture. Rehearsal time must not be confused with practice time. In rehearsals, as in performance, 
players must endeavor to sound their very best.

Performance, again after a warmup, should be regarded as a culmination of all the time previ
ously spent in practice and rehearsal plus all the experience gained from previous performances: 
the public deserves presentation of music at the most refined artistic level possible.

By concentrating on the specific purpose for each of these four musical activities, any mu
sician will improve.

Embouchure. Literally tons of written material has been produced describing the em
bouchure, naming and elaborating on the specific function of each facial muscle. And books 
have been published containing only pictures of brass players’ embouchures—all different. . . . 
But I recommend that the mouthpiece be placed on the embouchure in the proportion of ap
proximately two-thirds upper lip and one-third lower lip and that the mouthpiece be comfort
ably centered.

Breath Support. Since the air column goes from the lungs through the embouchure into and 
through a brass instrument, it is essential that the entire lung be used for containment of air. 
Like pouring a bucket-full of water, the lungs can best be filled from their bottom up. Control of 
breath support determines volume, pitch, tone quality, and note emphasis. And that control 
evens out the scale on brass instruments.

Articulation (attack). The most common articulation is made by the pronunciation of the syl
lable, Tu (or Too). Some variations of this articulation are: Ou, Du, Gu, Hu, Ku, and Thu, plus 
the complete range of other vowel sounds, like A, E, I, or O. The correct attitude and position of 
the tongue prior to any articulation is relaxed in the lower half of the mouth. And the correct 
placement of the tongue during any articulation is wherever it makes contact in clearly pro
nouncing whichever syllable is being used. Clear articulation further requires coordination of 
air, tongue, embouchure, and valves (or slide). So that the length of the stroke will not vary, each 
finger should be kept in contact with its appropriate valve.

General observations. To keep the abdomen relaxed and flexible for a full supply of air, a 
brass player should sit or stand erect but relaxed. It is impossible to breathe correctly slouched 
in a chair.

The control (firm corners) of the embouchure is first to go when cheeks are puffed. And with 
the control also goes the tonal center in the sound. This bad habit of puffing cheeks, while gen
erally confined to the low register, is too often found in both the middle and upper register (if 
there is any!). And the infamous “smiling method” (pulling back embouchure corners) for upper 
register playing and upward slurring is another bad habit. It results in a very thin and pinched 
sound, necessitates excessive pressure, and limits upper range. Then there is the bad habit of 
shifting the mouthpiece position up and down on the embouchure to accommodate upper and 
lower registers. Such shifting causes a player to develop separate embouchures for separate reg
isters, which in turn limits both flexibility and consistency of tone throughout the range of the 
instrument. The brass player should develop one embouchure only for the complete range, 
keeping the firm corners of that embouchure in position without pucker or smile, and using the 
hinge of the lower jaw to change the size of the oral cavity for pitch register accommodation— 
open for low register, normal for middle register, and close for upper register. And the player 



should select a mouthpiece suitable for middle register playing, for that is where about 90% of a 
performer’s total note production is located (I call it the “cash register,” because brass players 
earn most of their livelihood in music right there, although bonuses can be earned from time to 
time from special high or low notes).

None of these observations means that the instrument should be held rigidly, stiffly. But when 
motion between instrument and player does occur, the instrument itself should do the moving, 
not the player’s head. Moving the head up and down while playing tends to alter or choke the 
flow of air.

And finally, brass players can constantly check for all their good and bad habits by putting a 
mirror in their practice rooms. Playing an instrument well is the natural consequence of com
mitment, proper guidance, study, and hard work. db

UU workshop

Dave Baker’s Sonata for Tuba and String Quartet 
for Harvey Phillips

AXight now is an exciting time for tuba players! Ever since the First International Tuba Sym
posium at Indiana University in 1973, composers, turned on by and tuned in to the tuba, have 
been turning out a deluge of solo and ensemble works for the instrument. Perhaps more than any 
other brass instrumentalist, the tubist currently must be familiar with just about every con
ceivable style of music. To illustrate one such style, here is the second movement of David 
Baker’s Sonata For Tuba And String Quartet, a modern work both challenging and rewarding.

(Ed. note: The complete four-movement work performed by Harvey Phillips and the Composers 
String Quartet is available on Crest Records.)
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I riCLIN continued from page 18

miserable arrangements from the politicians.”
There must be better ways to force the 

cultural department to accept jazz and impro
vised music as a form of art, and to give it the 
same financial support as they give to other 
forms of music, says Eje. The subservience of 
the musicians hasn’t yielded much of a result.

“Maybe we should act in a more militant 
manner. Then they might be more inclined to 
listen to us; they would have to come to us in
stead of avoiding us when we try to contact 
them to tell them about our situation, our 
needs and demands. But for that, we need a 
stronger solidarity between the musicians, 
awareness and a well-planned program to 
fight for.”

Another problem with Sweden is that the 
jazz scene has become very isolated. "There 
are very few guest appearances by foreign jazz

Details, Details, Details
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musicians and groups, and very little contact 
with what’s happening in the other European 
countries. I’m talking about contemporary 
musicians and groups now, and not about the 
packages brought here by people like Norman 
Granz and George Wein. What about all the 
marvelous European musicians? No way! No 
attention is given to them by concert ar
rangers, club owners or critics, even if they by 
chance happen to be here and play for the 
door at Fasching. Sweden has become a gold 
mine for has-been musicians from America. 
Just look at our so-called jazz festivals! And 
the critics in Stockholm are raving about 
records by Clark Terry, Joe Pass and what 
have you, while a lot of exciting things are 
happening right around the corner.”

Eje Thelin has, as you may have noticed, 
many complaints about the jazz scene in 
Sweden. Still, he intends to stay in Stockholm. 
“I have too many things that keep me here.

Slingerland 
Drums

The details make 
the difference.

For one thing, my son. For another, despite 
the cultural problems, the general political 
climate in Sweden agrees with me. Relatively 
speaking, it’s more liberal, the foreign policy 
is more moral and social system more just 
than other countries in which I have lived and 
worked. There are many things in Sweden 
which I would like to see changed, but in gen
eral the Swedish government is moving in the 
right direction, and it functions with honesty. 
Honesty is very important to me. I have to be 
honest in music, be honest to the people that 
I’m playing for and to my fellow musicians. 
There is no room for compromise. Honesty is 
an important quality in music and a condition 
that has to be fullfilled if you want to reach 
out, to communicate with people. I think we 
keep this quality very high in the group. Some
times when we play, the communication is so 
strong and sincere that you feel good vibra
tions from it for several days. To be open and 
honest is not only important for communica
tion among the musicians. It also opens a di
rect channel between the audience and the 
musicians. Improvised music is the most im
mediate and direct form of art, as it is the only 
one in which the listener becomes a partici
pant in each event. Due to this fact, the music 
itself is only the materialization of an instant 
emotional and spiritual interaction among ev
eryone present.”

To be honest in music, you have to develop 
an instrumental technique that gives you 
freedom to express precisely what you want. 
Eje is constantly working on his own techni
cal development, and the results, so far, are 
amazing. Eje is one of the most technically 
advanced trombone players in the world, 
moving faster and within a wider range than 
most of his colleagues, using a superb control 
of overtones and a large spectrum of different 
sound possibilities. During a studio recording 
with Eje a couple of years ago, I shuddered 
when I suddenly heard a whole trombone sec
tion out there as Eje stood playing in solitary 
majesty. Afterwards, Eje showed me how he 
could play three or four notes at the same time 
and even provide a further extension by sing
ing through the mouthpiece.

“The trombone is an instrument with great 
possibilities,” explains Eje. “It can be devel
oped very far where technique is concerned, 
and I have only just started to go into its un
known areas. There is very much that can be 
done beyond its traditional limits. But tech
nique cannot stand by itself. It, like the 
language, is only a tool for expressing what’s 
inside. There are musicians with a highly de
veloped technique who still do not play good 
music. Maybe they just have nothing to say, or 
maybe they aren’t honest in their playing. 
There are also some truly great, strongly ex
pressive musicians who play with a rather lim
ited technique. The important thing is that 
you have enough command of the instrument 
to play what you think.”

In discussing European musicians and 
groups, Eje says: “That’s another thing about 
honesty, accepting who you are and where you 
come from. That is a thing that has been grow
ing among European musicians during the last 
decade or so, adding a new quality to their 
music. Europeans have always used American 
jazz as a model for their own playing, but to
day many of us are free from that complex. Of 
course, the influence from America is strong 
and almost all of us have gotten into this mu
sic from listening to American jazz. But we 
also have our native musical traditions as 
parts of us, folk music as well as classical mu- co
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lenge. It’s also a promise. 
Here is what you should 
do: mail the card. We’ll 
take it from there.
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sic. And the world of jazz is getting smaller 
and bigger at the same time, smaller because 
different countries aren’t so far from each oth
er nowadays and bigger because we now have 
a music scene in the western world that takes 
interest in what’s being played in Asia, the 
Orient, Africa, South America and what have 
you. The influences come from everywhere 
and mix with American jazz and our own tra
ditions. During recent years, a lot of European 
musicians have come up with their own, truly 
original music. Earlier, we had our own imita
tions of Coltrane, Ornette and J. J. Johnson— 
and I wasn’t free from that myself when I was 
a kid. But today I really feel sad when I hear 
people stand up and play somebody else’s 
phrases, tunes, sounds.... I mean, what’s the 
use? 1 could play all those swing or dixieland 
or bebop phrases as well as anybody, but 
that’s not me. That was somebody else’s music 
in another time and another place.”

The old Eje Thelin Quintet of the ’60s was 
one of the most recognized and influential Eu
ropean groups. But today, Eje’s music has out
grown bebop and other American influences 
present during that period. The compositions 
played are originals by Eje, with a few tunes 
borrowed from musician-friends like British 
reedman John Surman. The themes sometimes 
work as signals on freely improvised sets. 
They do play tunes, and they also have varied 
underlying rhythmic patterns, sometimes 
several different rhythms simultaneously. But 
the music of the Eje Thelin group evolves to a 
great extent from spontaneous creativity. This 
is made possible by the highly developed 
communication in the group and by its musi
cal flexibility.

Each man is a soloist in his own right—this is 
not a trombone with a piano trio. And, though 
the music is entirely their own, there is at 
times some funky blues popping up, or some 
other thing that you recognize from else
where. “But that’s a natural thing,” explains 
Eje. “Those things are also parts of ourselves, 
of our backgrounds and experiences. Our 
backgrounds are quite different; both Harald 
and Bruno have classical training and experi
ences from rock music, Leroy has played 
blues and gospel music as well as different 
kinds of jazz and I myself have walked right 
through jazz history. But we don’t copy music 
that was created by others, everybody has his 
own personal expression and doesn’t imitate 
anyone.”

The quartet works intensively in periods. In 
between, Eje sits right at the phone in his 
Stockholm apartment, trying to make up new 
tours for the group. This year, they have al
ready played concerts in West Germany, Aus
tria, Switzerland and Yugoslavia. Late this 
autumn they will tour the U.S. and maybe also 
visit Japan. And they have hopes for a new 
album.

“This time we would like to have several 
concerts recorded, and finish it off with a 
studio date right after a tour, when we’re still 
inside the music. It’s very frustrating, how
ever, to make records with a group like this. 
We develop the music so fast that we feel it’s 
already old when the time has passed between 
the recording and the release. But, still, rec
ords are a very effective medium if you want 
to reach out to new and larger audiences. We 
also feel that it’s important to document our 
music in different stages of its development.

“Right now, I feel very much at home with 
this group. I’m doing what I want, and that’s a 
very good thing to be able to say.” db48 □ down beat



CLAUDE NOBS:
CHEF de FESTIVAL 

by Len Lyons

^-L he Montreux International Jazz Festi
val—six consecutive days of jazz preceded by 
two weekends of folk and soul—celebrated its 
tenth birthday this summer. The event is 
healthy, mature, and shows all the signs of 
longevity. From its inauspicious birth as a 
low-budget ($4000) showcase for European 
bands, its growth has sprawled to a $300,000 
enterprise, which has continued its policy of 
admission-free afternoon big band contests 
and now presents a well-balanced array of es
tablished groups at night. This year the genres 
ranged from the Preservation Hall Jazz Band 
to Sun Ra and from Stan Getz to Cecil Taylor.

Against the backdrop of America’s two ma
jor festivals, Newport and Monterey, the Swiss 
event seems to have incorporated the best ele
ments of both. Concerts are held indoors in 
the acoustically designed Casino, where each 
group is allowed at least an hour on the stand; 
yet there is as strong an emphasis on “festival” 
as there is on jazz. The lakeside, Alpine town 
looks as if it were modeled after a picture post 
card. There is a weekend long street fair, 
swimming and boating; though prices are high 
by anyone’s standards, campers seem to be ex
pected and welcome in the park and on the 
Casino grounds.

Claude Nobs is the festival's George Wein 
and Jimmy Lyons: he is its founder, producer, 
and creative guide. Born in Montreux in 1936, 
Nobs describes himself in his early years as 
floundering for direction and “habitually 
broke.” He had his first taste of success at a 
school of gastronomy, where he studied to be 
a chef de cuisine for two and a half years, grad
uating first in his class. “It taught me a val
uable lesson,” he recalled. “For the first time 
in my life I found that if you wanted some
thing badly enough, you could achieve it.”

Nobs cooked up his first piece de resistance 
as a new employee in the Montreux Tourist 
Office. “The original idea was to use the ap
proach of the Golden Rose Festival, a TV 
contest program which has been taking place 
here since 1964. ... It was very hard to get a 
balanced night in those days because we never 
knew what type of music we were getting. It 
could be excellent or the type of thing you 
wouldn’t even put in a local bar. We’d have 
one American group a year as an attraction. 
The first year it was Charles Lloyd; the sec
ond, Nina Simone.”

As the festival’s concept was well received, 
Nobs sought talent elsewhere. “There were 
simply not enough good European jazz art
ists.” He could not lure American artists 
across the Atlantic with money—“Montreux 
fees have always been relatively small,” he ad
mits—so he instead provided sophisticated 
video and audio taping equipment. This cul
tivated the all-important support of the record 
companies.

Not confining himself to behind-the-scenes 
activity, Nobs also emcees each concert and, 
this year, played undeniably exciting jazz har
monica with the Newport All-Stars. Less of an 
entrepreneur than Wein, less pf a raconteur

ET
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JAZZ AIDS 
from JAMEY AEBERSOLD 

□ TIME TO PLAY MUSIC! Vol. 5 
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Nova. Rock. Swing. Be bop by Aebersold and Haerle 
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etc Guide book + LP Easy to play along with For all 
instruments $8.95
A New Approach to JAZZ IMPROVISATION, widely 
acclaimed series of Guidebooks + Stereo LPs for all 
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JAZZ ROCK VOICINGS FOR THE CONTEMPO
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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 TRANE by J C Thomas The mu
sic & mystique ol John Coltrane (hardbound)

$7.95
DAN HAERLE JAZZ-ROCK COMBO SERIES 

—12 combo arrangements scored for Trpt Ten. 
Alto Bone & rhythm section

Each arr. $4.00. Write lor catalog
THE JAZZ IDIOM by Jerry Coker (paperoack 

1st printing) $2.45
LYDIAN CHROMATIC CONCEPT by George 

Russell $26.50
THE EVOLVING BASSIST by Rufus Reid
SPIRAL BOUND $12.50
Jazz Styles 4 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 $25.00

THE PROFESSIONAL ARRANGER COMPOS
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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

□ HUGE JAZZ FAKE BOOK, 1.002 songs in concert 
key with chord symbols and words 70 songs by H 
Silver. 20 by S Rollins. 20 by M Davis. 32 by Duke.
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ARRANGING 4 COMPOSING for The Small En
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more items; add 50c postage for 1 or 2 items.

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

than Jimmy Lyons, Nobs’ style falls some
where between the deejay and the avid fan. On 
the last day of the festival, he paused for this 
interview with db:

What was the role of the record companies in 
helping the festival to expand?

“For a period, we were receiving ever in
creasing support from them. It began as help 
with certain separate groups and evolved into 
a request for sponsoring a full evening for the 
purpose of recording. The accent was much 
too heavy on recording. (Over 80 LP’s have 
originated from Montreux, including Les Mc
Cann’s Swiss Movement, which has sold over a 
million units.) Sometimes the companies 
would bring in an array of their talent, which 
did not at all fit in with the concept of the eve
ning. The concerts were far too long because 
of recording sound-checks, the tension of 
making a record, and so on. This has actually 
been the first year that the companies haven’t 
controlled the night.”

Do you get the same amount of ticket sales for 
the folk and soul segments?

“No. Jazz is definitely where we get our best 
and most consistent response. This year, 
Leonard Cohen and Gordon Lightfoot did 
very well for us, but there was nothing like the 
powerful activity we see for jazz.”

Do you have a desire to expand the festival 
again ?

“The moment you have an audience of over 
3000 people I think the artist/audience rela
tionship begins to suffer. I’ve promoted big 
stadium-like rock concerts with the superstars 
but I just don’t like that sort of venue.” (Nobs 
produced the first Rolling Stones European con
cert in ’64 and continues to produce them on the 
Continent.)

Of the three types of jazz you’ve mentioned— 
traditional, fusion and avant garde—where are 
you getting your best response?

“From a commercial point of view, there’s 
no question that our best box office was for 
Billy Cobham/George Duke, Weather Report, 
and the Crusaders, but the best box office acts 
don’t always get the best response on stage. In 
fact, one of the great values of the three-con- 
cert format is that the audience is exposed to 
new artists. Monty Alexander was a fantastic 
success the other night, though it was Thad 
Jones/Mel Lewis and Stan Getz who brought 
people in to hear him.”

Are your future bookings determined by audi
ence reaction?

“No. I’m against booking an act two years 
in a row, unless there’s been a significant 
change in personnel. Of course, 1 need attrac
tions, but the principle I follow is good music 
and a balance of styles.”

What is your own taste in jazz? What kind of 
records do you have and what do you listen to?

“Well, I have 10,000 LP’s, about 4000 78’s 
and 1000 hours of videotape, much of it from 
Montreux. What I listen to depends very much 
on my mood. One moment I’ll listen to some
thing light, that’s funny, that makes me happy. 
Later I might put on the MJQ or Coltrane or 
Charlie Parker.”

What is your impression of the year-round 
jazz scene in Europe in the past year?

“There’s been a definite improvement in 
both the number of concerts and the attend
ance, but I think this is primarily for the jazz
rock bands. We still can’t present the spec
trum of jazz that’s available in the States, 
except in the festival context. The biggest 
artistic contribution of America is jazz— 
period! Nobody can beat it.” db

IT HAPPENED
1835-1840—The newly invented tuba replac
es the ophicleide as the brass bass instrument. 
1861-1865—Civil War bandsmen play horns 
whose bells point backward toward the 
troops. (Casualty figures for musicians rise 
rapidly.)
1896—John Phillip Sousa raps a long tube 
around a player and points its bells forward, 
thus concocting the Sousaphone. A boon to 
the marching brass bassist.
1922—King Oliver adds Louis Armstrong to 
his band, thereby establishing a two cornet 
brass section.
1932—Ellington opens the era of the trom
bone section by adding a third bone, Law
rence Brown, to his band.
1964-1975—Through the influence of United 
States musicians like William Bell, Robert 
Nagel, Charles Gorham, John Barrows, Tom 
Everett, and Harvey Phillips, brass players 
worldwide organize into the International 
Horn Society, the International Trombone 
Association, the International Trumpet 
Guild, and Tubists Universal Brotherhood As
sociation (T.U.B.A.).
1973—Back home in Indiana, Harvey Phil
lips originates the annual Octubafest, a week- 
long celebration of his chosen instrument.
1974-1976—Octubafests permeate the United 
States.
1974—Harvey Phillips amasses over 300 
tubas (complete with players throughout the 
United States) for a Christmas carol concert, 
charts by Alec Wilder, at New York’s Rocke
feller Plaza. The Arizona delegation feels that 
the Grand Canyon would be a suitable locale 
for the next such event.
1975—All four brass societies band together 
into the International Brass Society.
1976—The first International Brass Congress, 
instigated mostly by American brassists, con
venes in Montreaux, Switzerland.
July 27, 1976—Arnie B. Larson and Bill 
Echols of C.G. Conn, Ltd., demonstrate odd 
brasses like the echo horn on the Today Show.

db

NEW YORK
Club Sanno: YoHo Music presents “Jazz In A 

Japanese Garden" (Saturday evenings).
New York University (Loeb Student Center): 

"Highlights In Jazz” presents “Jelly Roll, Joplin, 
James P and Others” w. Dick Hyman, Pee Wee Er
win, Milt Hinton, Bob Rosengarden, Carrie Smith 
(9/22).

Carnegie Recital Hall: Oliver Lake Quartet/Air 
(9/29).

Folk City: Albert Dalley and friends (Sun. from 
4-8 p.m.).

Le Petit Cafe (Sherry Netherland Hotel): Hank 
Jones.

Bemelman's Bar (Hotel Carlyle): Marian McPart
land.

Bottom Line: Patti Smith (thru 9/12); Dion/Jane 
Oliver (9/13-15); The Meters (9/16-18); Tony Wil
liams (9/20-22); Kenny Burrell (9/23-25).
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Gulliver's: Roland Hanna and the New York Jazz 
Quartet (9/24-25): Bill Watrous Quartet 
(9/29-10/2); Look for name groups on Wed.

Sonny’s Place (Seaford, L.I.): Clarence Wil
liams, Norman Keenan. Ernie Byrd (Mon. in Sept.); 
Dom Minasi Trio (Tues, in Sept.); Long Island Jazz 
Quintet (Wed. in Sept.); Ray Alexander Quartet 
(Thurs. in Sept.); Dixieland (Sun. 6:30-10 p.m.); 
Gary Smulyan (9/10-1); Cheryl Paige Trio 
(9/17-8); Tone Kwas (9/24-5); Dave Bums 
(10/1 -2); Dan Axelrod Quartet (Tues, in Oct.); Ron 
Turso Trio (Wed. in Oct.).

Richard's Lounge (Lakewood, N.J.); Barry Miles 
(9/9-12); Rick Wald (9/16-9); Steve Turre 
(9/23-26); Jerry Tilitz (9/30-10/3).

Cookery: Helen Humes (thru 9/8); Mary Lou Wil
liams (opens 9/9).

Village Vanguard: Jack Dejohnette (9/7-12); 
Betty Carter (9/21 -6); Sonny Fortune (9/28-10/3); 
Woody Shaw (opens 10/5); Gil Evans Orchestra 
(Mon. thru mid-Sept.); Thad Jones-Mel Lewis Or
chestra (Mon.).

Damian’s Jazz Club (Bronx, N.Y.): Mary Con
nelly Quintet (Mon. & Tues.); Harry Shields and the 
Bones of Contention (Wed.); Peter Ponzol and 
Pyramid (Thurs.); Lou Romano Trio (Fri. & Sat.); 
Kenny Kirkwood Trio (Sun.); Open jam session 
nightly.

Hopper’s: Roland Hanna and the New York Jazz 
Quartet (9/27-10/11).

Nazareth Performing Arts Center (Rochester, 
N.Y.): David Bromberg.

Tramps: Patti Wicks.
Storyville: Kenny Clarke (10/1-2); different 

group every night.
Cooper's: Michael Garvin (Tues.-Fri.).
Arthur's: Mabel Godwin.
Willy’s: Ron Roullier and his Orchestra (Tues.); 

others all week.
Blue Moon II (Lake Ronkonkoma, L.I.): Mickey 

Sheen and his famous contemporary jazz all stars 
(Tues.-Sun.).

All’s Alley: Rashied AH group (Thurs.-Sun.).
Schaefer Music Festival (Central Park's Woll- 

man Skating Rink): Crosby/Nash (9/10-11).
Sweet Basil: Kenny Barron (thru 9/1 2); Joe Pass 

(9/21-26); Dick Wellstood (9/29-10/3).
Westchester Premier Theatre (Tarrytown, N.Y.): 

Shirley Bassey (thru 9/12, 9/15-9); Steve Law
rence and Eydie Gorme (open 10/7).

West End Cafe: Franc Williams Swing Four (Mon. 
& Tues.); Harold Ashby Quartet (Wed.); Swing to 
Bop Quintet (Thurs. & Fri.); Two Tenor Boogie (Sat. 
& Sun.).

P.S. 77: Bucky Pizzarelli (Mon., Thurs.-Sat.).
St. Peter’s Church (Central Presbyterian): Jazz 

Vespers: Steve Bronson (9/12); Carol Mitchell 
(9/19); Vera Auer (9/26); Eddie Bonnemere 
(10/3).

Chalet Restaurant (Roslyn, L.I.): Alan Polansker, 
Bill Miller (Fri. & Sat.).

Backstage: Patti Wicks (6-8 p.m. Mon., Tues., 
Thurs., Fri.).

Traveller’s Lodge (La Guardia Airport, Queens): 
Nick DiMauro w. Ron Roultier's Orchestra.

Bar None: Dardanelle.
Eddie Condon's: Red Balaban & Cats (Mon.- 

Sat.); guest artist (Tues.); guest group (Sun.); jazz 
luncheon (Fri.).

Gaslight Club: Sam Ulano.
Jim Smith's Village Comer: Lance Hayward.
Jimmy Ryan's: Roy Eldridge (Mon-Sat.); Max 

Kaminsky (Sun.).
Crawdaddy: Sammy Price and Jon Letman.
Gregory’s: Brooks Kerr Trio (Wed.); Warren 

Chiasson w. Chuck Wayne and Wilbur Little (Mon., 
Tues. 6 p.m.; Sun. 5 p.m.).

Monty's: Brew Moore Memorial Jazz Band (Mon., 
Tues.).

Memorial West United Presbyterian Church 
(Newark, N.J.): Jazz Vespers (Sun. 5 p.m.).

Studio WE: WE house & Aboriginal Music So
ciety.

ON THE AIR: WKCR-FM (89.9): Jazz at One 
(1 -3:30 p.m.) & Jazz Alternatives (6-9 p.m.) w. Phil 
Schaap & Bob Wisdom (Mon.); Tony Ribeiro & Rich 
Scheinin (Tues.); Taylor Storer & David Lee

Rates: one insertion S1.35 per word (S20. minimum); three 
insertions S1.25 per word; seven insertions S1.20 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. No illustration or db box number permitted. 
All copy subject to publisher's approval. All advertisers 
must supply publisher with permanent address and tele
phone number. Deadline for copy and payment: eight 
weeks prior to cover date, down beat/Classified, 222 W. 
Adams St., Chicago, IL 60606.______________ ARRANGEMENTS______________
NEW BIG BAND charts by Jimmy Manone and Jaxon Stock. 
J. D. Music Publications. P.O. Box 1783, Monterey. CA 
93940._____________________ BOOKS_____________________
THE DICHOTOMY METHOD. Theory without written music. 
Revolutionary! $12.50. Yusef Bismillah Baraka, 339-B 
Franklin St., Mountain View, CA 94040.

JAZZERS, ARRANGERS, COMPOSERS: Freshen your 
material with: STANDARD PROGRESSION REHARMONIZA
TION THROUGH: 1. Diatonic Substitution, 2. Related domi
nants. 3. Substitute Dominants, 4. Non-Diatonic Substitu
tion. $3.00 each. Standard Harmonic Extensions $150. 
Modal Harmony $6.00. Add 50d for handling. Robert Bock
holt, 2600 Arville St.. A-16, Las Vegas. NV 89102.

THE ARRANGERS DREAM BOOK. Sax. Brass and ensem
ble voicings of yesterday and today’s Bands. Vol. I, $12.00; 
Vol. II, $12.00. Both for $20.00. J.D. Music Publications, 
P.O. Box 1793, Monterey, CA 93940.

1,002 JAZZ TUNES!
■New Fake Book. Giant collection of best jazz B 
I ever assembled. Play the finest jazz written & | 
■ played by top stars—All Styles! 680 pages— ■ 
" Spiral bound. 3'4 pounds of jazz! Use on jobs 1 
I or reading & improvising study. Try 7 days. I 
■ Money Back Guarantee. 1,002 TUNES-S19.95. ■ 

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

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

$12.50 plus 60c handling. Foreign orders add $2.00
ill MYRIAD P.O. Box 757

LIMITED Teaneck, New Jersey 07666___________________ FOR SALE___________________
KEYBOARDS—New 71-note Polymoog-revolutionary dy
namic keyboard, ARP, Oberheim, Freeman. Orchestron, 
Rhodes, Helpinstill, Clavinet, Chapman Stick, all at Gary 
Gand Music, 172 Skokie Valley Rd., Highland Park, IL 
60035, (31 2) 831 -3080.ET CETERA
CHARLIE PARKER T-SHIRTS! Also Ellington, Coltrane, 
Billie Holiday, Mangione, Lester Young. Dolphy, Clifford 
Brown, Monk. Original designs, satisfaction guaranteed. S- 
M-L-XL, $6.00. BIRD LIVES, P.O. Box 4583, Boulder. CO 
80302.

TONY MUNZLINGER'S 36 penetrating pen and ink studies 
of great jazz artists ... exquisite, limited edition, 10'4'' x 
14’4" published in Switzerland $1355. The Bill Lee Jazz 
Series, P.O. Box 248365 University Branch, Miami, FL 
33124.

MUSICIANS! Need S800 weekly? Free booklet: "Making 
Money With Music." Kerns, 7249-D Fairbrook, Baltimore, 
MD 21207.INSTRUMENTS & ACCESSORIES
UP TO 60% DISCOUNT! Name Brand Instruments. Catalog. 
Freeport Music, 11 4T, Main St., W. Babylon, NY 11 704.

30 to 60% DISCOUNT! Any model: Guitar, Amp, Drum, Ban
jo, Dobro! Warehouse. D-99, Box 11449, Fort Worth, TX 
76109.

THE AMAZING SILENCERS REDUCE PRACTICE 
SOUNDS 50%. Trumpet Silencer $5.95; Trombone $7.15, 
delivered. Write for prices: Clarinet & Sax Models. Prompt 
Delivery—Money Back Guarantee. PRACTICE SILENCER 
CO. DEPT. DB, 4525 Boulevard Place. Des Moines, IA 
50311.

HARMONIC PERCUSSION for older Hammond Organs. 
Easy installation $75. Free details. Linear Devices. Box 
5750, San Francisco. CA 94101.

FREE! MUSICIAN'S DISCOUNT CATALOG featuring name 
brand guitars, amps, drums, keyboards. accessories 
Super savings! Signature Supply, P.O. Box 25208, Los 
Angeles, CA 90025.

___________________LIGHTING___________________ 
LARGEST MUSICIAN'S HANDBOOK. Dimmers, Spots, 
Color Synthesizers, Foot & minimanual controls, Strobo
scopes, Fog, Kaleidoscopes, . . . Send S3.00 shipping 
Roctronics, 22-DB Wendell, Cambridge. MA 02138.INSTRUMENTAL METHODS
JAZZ GUITARISTS ENCYCLOPEDIA. Ideas. Runs. Pro
gressions. $4.25. 9383 Goldengate Ave., Orangevale. CA 
95662.______________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 1138D, Whit
tier. CA 90609.

FREE JAZZ AUCTION LIST: 10". 12". LP s and 45 s. Elm
wood Record Sales. Box 10232, Elmwood, CT 06110.

RARE OUT OF PRINT Jazz & Popular Vocal LP s sold by 
auction. Free Lists. Leon Leavitt, 824'4 North Las Palmas 
Ave., Los Angeles, CA 90038.

WRIGHT SILVA ALI FEW/LAST POLKA IN NANCY? $7.00 
registered air mail. Send I.M.O. to Sun Records, 103 rue 
Vercingétorix 75014 Paris, France. Free Catalogues on re
quest, 300 records of European and American resident 
Jazz musicians, $7.00 average price, plus local taxes.

JAZZ, BLUES, ROCK. Out of Print LP's. 45 s. Free lists 
Crazy Rhythms, 4 Newman Ave., Verona, NJ 07044.

JAZZ IMPORTS. FMP, SAJ, Horo-$6.00 LP, postage in
cluded. Complete stock, order now or send for free 
catalog. Innovative Records, P.O. Box 51 8. Hempstead, NY 
11550.

JAZZ MUSIC ENTERPRISES present Steeplechase 
Strata-East, ECM, Xanadu, others. Fair prices. Send 25C 
(cash or stamps). Berigan s Records. Box 5092, Berkeley 
CA 94705.

JACK REILLY—New—Solo Piano—"TRIBUTES". Order 
from Carousel Records. 125 Prospect Park West, 6B. 
Brooklyn, NYC 11 215. $6.98 payable to Jack Reilly. For
eign airmail add $1.00

PARTAKE DISC QUINTESSENCE. Jazz Auctions, se: 
sales, Old Down Beats, free lists. P.D.Q. Jazz. P.O. Box 765, 
Camden, AR 71701.

RARE JAZZ COLLECTION—all 78s, 196 sides. Send for 
free list. Box 47, Wellsville, PA 17365.

JAZZ LPs—Out of print, cut-outs, current specials. Low 
prices. Free list. T.S. Jazz, Box 547, Rifton, NY 12471.

MAYNARD FERGUSON record auction: 150 different out- 
of-print records—many rare. Send for free list. Ed Harkins, 
61 7 Canyon Place, Solana Beach, CA 92075.

JOHNNY HARRIS QUARTET, former Inkspots' pianist. LP, 
$6.00. IFJM, 909 Bitting Bldg., Wichita, KS 67202.

JAZZ LPS, Current, rare, Out-of-Print, Buy—Sell—Trade 
Free lists. P.O. Box 1 25. Jamaica, NY 11415.PROFESSIONAL SERVICES
*★★★★*★**★******

* MUSICIANS!! *
* PROFESSIONAL MUSICIANS’ REFERRAL

(a SuOS’d'ary O’ Boyd Hun! Enterpnses)

4- is the LARGEST national registry of individual ♦ 
musicians seeking groups and groups seeking 
new members. CALL TODAY'

* (61 2) 825-6848 or (800) 328-8660 — Toll Free *
fvo»d where D’QhO'fcd by law._____________ 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 Spec
tor School of Drumming, 200 W. 58th St.. Dept. 381. New 
York, NY 10019. Phone: (212) 246-5661.

SCHOOL OF CONTEMPORARY MUSIC (Striving to build 3 
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 Em
bouchure Clinic is offering a correspondence course relat
ing to your personal embouchure problems and limitations 
Write: Stevens-Costello Embouchure Clinic. 1576 Broad
way, NYC 10036. ROY STEVENS mouthpieces: trumpet, 
trombone, fluegelhorn, now available. Mail Order only.

CREATIVE SEASON—Guitar lessons and correspon
dence. Write now for free course outline. 339-B Franklin 
St.. Mountain View, CA 94040.

PLAY CONGA! PLAY ROCK DRUMS! Home-study courses 
teach you fast! Details free. TIP Publishing Company 
1163 Anchor, Dept. DB. Phila. PA 1 9124.
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INTERNATIONALLY COPYRIGHTED

CHARLES COLIN STUDIOS
FACULTY

Trumpet: Bass:
Chet Baker Major Holley
Lew Gluckin Rich Laird
Bob McCoy Mike Richmond
Jimmy Maxwell Larry Ridley
Joe Newman Film Scoring
Red Rodney Music for Films:
Gerard Schwarz Keith Robinson
Danny Stiles
Charles Sullivan

Trombone:

Walter Bishop, Jr. 
Harold Danko 
Hal Galper

Wayne Andre 
Eddie Bert 
Urbie Green 
Charles Small

Sadik Hakin 
Roland Hanna 
Barry Harris

David Taylor Guitar;
Bill Watrous Ted Dunbar

Vic Gaskin

Saxophone:
Eddie Barefield

Larry Lucie 
Don Minasi

Lenny Hambro Percussion:
Jimmy Heath Ron Davis
Paul Jeffrey Randy Jones
Lee Konitz Wm. V. Kessler
Charles Lagond Sam Ulano
Arnie Lawrence Vibraphone;
James Moody 
Phil Woods

Dave Samuels

Peter Yellin Conga Drums:
Mohamed Abudla

Tuba: Arranging, Jazz
Don Butterfield Improvisation:
Sam Pilafian Dr. Maury Deutsch 

Mercer Ellington
French Horn: John LaBarbera

Lester Salomon George Russell
CHARLES COLIN STUDIOS

315 W. 53rd. St. New York, N.Y. 10019
Phone: (212) 581-1480

msTnnT composER
THE ONLY SLIDE RULE OF MUSIC!

L ï
COMPIETE WITH INSTRUCTION BOOK

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

inSTROT P.O. Bo« 24527. Dept. IMS
COITIPOSER to» Angele». Cllll. 90024

Fl'll
3 » 4X11”

•4

Lev signature. the time signature, the notes tlieir 

tn arrange and write the notes on music paper for 

musk* and eliminates years ni study
Cui nut this ad today and mail along with ten

FREE! The BIG 5 Bargain Book
A contemporary music education catalog celebrating the 5th anniversary of 
one of the mustc/record industry's fast growing, small, young firms 
Featuring special big bargain combination packages of approximately 200 
records, cassettes, books, practice & playalong kits, arrangements & 
scores lor musicians and music educators everywhere by top pros & teach
ers. such as: RAY BROWN. HOWARD ROBERTS. RUSS GARCIA. EARLE
HAGEN, VAN ALEXANDER, ROY BURNS. JACK SMALLEY. JACK WHEATON.
DICK GROVE, JOE CSIOA, etc. Write for it today. FREE!
FIRST PLACE MUSIC PUBLICATIONS Dept. DB-22 
1247 Lincoln Blvd., Santa Monica, CA 90401

JAZZ BASS LINES
by Dan Pliskow

A method written for the musician interested in learn
ing to play strong, well constructed walking bass lines. 
Piano parts as well as two beat and walking lines to 
standards and blues. Written out as I would play them 
on the job $8.00

DAN PLISKOW
1134 Oakdale Dr. Smyrna, GA 30080 

(Wed.); Steve Kahn & Peter Low (Thurs.); Hunter 
McQuiston & Marc Edmonds (Fri.); Tom Pomposel- 
lo & Phil Schaap (Sat.); Jon Easton & Joe Walker 
(Sun.).

CHICAGO
Jazz Showcase: Clark Terry Big Band 

(9/1 2-13); Joe Pass (9/15-19); Art Blakey and the 
Jazz Messangers (9/22-26); Al Cohn-Zoot Sims 
(10/6-10).

Amazingrace: Frequent jazz, other name con
temporary acts, call FAT-CITY for up-to-the-min
ute schedule.

Ratso's: McCoy Tyner (9/10-19); name jazz and 
contemporary music nightly, 935-1 505 for details.

Single File Pub: Louis Gerard and Paris Blues 
(Tues.).

Orphans: Synthesis (Mon.) Ears (Tues.).
Harry Hope's (Cary): Jazz, folk, or rock—name 

acts—nightly, call 639-2636 for details.
Enterprise Lounge: Von Freeman (Mon.).
Wise Fools Pub: Dave Remington Big Band 

(Mon.).

LOS ANGELES
Concerts By The Sea: Norman Connors 

(8/31-9/12); Count Basie Orchestra (9/13); 
Jackie Cain & Roy Kral (9/14-19); Jimmy Wither
spoon (9/21-26); Matrix (9/28-10/3); Joe Wil
liams (10/5-10).

Lighthouse: Kenny Burrell (9/7-19); Pharoah 
Sanders (10/1 2-1 7).

U.C.L.A. (Royce Hall): Les Paul (10/2); Leo 
Kottke (10/3).

El Camino College: Preservation Hall Jazz Band 
(9/25); Toshiko Akiyoshi/Lew Tabackin Big Band 
(10/12).

Parisian Room: Jazz all week; details 
936-8704.

Donte’s: Jazz all week; details 769-1 566.
Sand Dance (Long Beach): Jazz nightly.
The Cellar: Les De Merle & Transfusion (Mon.); 

details 487-0419.
Azz Izz (Venice): Jazz nightly; details 399-9567.
Hungry Joe's: Orange County Rhythm Machine 

(Mon.); Various Artists (Tues.-Sun.).
Troubador: occasional jazz; details 276-6168.
Jimmy Smith's Supper Club: Jimmy Smith Trio 

& special guests (Thurs.-Sat.); jam session (Mon.).
Baked Potato: Seawind (Mon. & Tues.); Don 

Randi (Wed.-Sat.).
Roxy: occasional jazz; details 878-2222.
King Arthurs Restaurant: Big bands every Fri. & 

Sat.; details 347-3338.
Studio Cafe (Balboa): Vince Wallace Quartet 

(weekends).
Medallion: Dave Mackay (Tues.-Fri.).
Memory Lane: O. C. Smith.
Eagle Rock High School: Concerts (2nd Sunday 

of month).

SAN DIEGO
Catamaran: Jazz '76 (Sun.-Mon., 9 & 11 p.m.)
Balboa Stadium: Steve Stills & Neil Young 

(8/21); Lynyrd Skynyrd, Aerosmith, Starz (9/10); 
Beach Boys (9/24, tentative).

India Street Jazz Festival: Aug. 21-22.
Bon Vivant: Joe Marillo Quartet (Fri.-Sat.). 
Crossroads: Equinox (Fri.-Sat., tentative). 
Chuck’s Steak House: Ted Picou Quartet. 
Civic Theatre: Helen Reddy (9/2, tentative); 

Quincy Jones, Brothers Johnson (9/4); Tower of 
Power (9/16); KPBS Benefit (9/19).

•Please include a down beat address label whenever you write us 
SUBSCRIBERS! about your subscription. The numbers on your address label are 

essential to insure prompt and accurate service.

CHANGEOFADDRESS
Please let us know six weeks before 

you move.

send to Subscribers Service 
down beat

222 W. Adams Street 
Chicago, IL 60606

(attach label here)

Mississippi Room: Bob Hinkle Trio (Tues.-Sat.); 
Jim Boucher (Sun.-Mon.).

Wong’s Golden Palace: Taste, jazz (Thurs.- 
Sat.); Social Lubrication (Sun.-Weds.).

Jose’ Murphy’s: Joe Marillo Quartet (Thurs. & 
Sun.).

Fat Fingers: Kirk Bates & Fat Fingers (Tues.- 
Sat.); Satisfaction (Sun.-Mon.).

Big Al's: Latin Fever (Thurs.-Sun.).
Boat House: Cottonmouth D'Arcy's Jazz Vipers 

(Sunday).
Ancient Mariner: Rubyiat, jazz (Mon.-Tues.).

BUFFALO
Century Theatre: Roy Ayers (10/1); Billy Cob

ham (10/3).
Passtime: Live jazz every Fri.
Clark Gym (University of Buffalo): Steve Good

man and John Klemmer (9/18).
Memorial Auditorium: The Beach Boys and Jeff 

Beck (9/2) for Ticket info, call 716-854-7173. 
Frank Sinatra (Oct. 8) for info, call 716-855-1 206.

Jack Daniel's: Live jazz with Spyro Gyra (Tues, 
and Sun.).

Buffalo State College (Rockwell Quad): 9th An
nual Goodtime Festival featuring Loudon Wain
wright III (9/26) info, call 716-278-8130.

Niagara Falls Convention Center: Rod Stewart 
(9/23); O'Jays (9/24) for info, on October dates 
call 716-278-8130.

Tralfamadore Cafe: Live jazz Fri. and Sat. Name 
jazz on regular basis, call 716-836-9678. Jerry 
Niewood (9/10, 11, 12); Paul Gresham Quartet 
(9/17 & 18).

Klienhans Music Hall: Bobby Blue Bland (9/13).
Statler Downtown Room: Jonah Jones (9/7-19); 

Milt Jackson (9/21-10/3); Kenny Burrell Quartet 
(10/5-10/17). Alternating Tuesday concerts will 
be broadcast on jazz radio in Buffalo, WBFO.

Melody Fair: Doc Severenson (9/12); Chuck 
Mangione and Esther Satterfield (9/24-25) call 
716-693-7700 for info.

Fredonia College: Chuck Mangione Quartet 
(9/21 ); Ensemble for Early Music (10/8); Judy Col
lins (10/14). Info, call 716-673-3501.

Mulligan's: David Sanborn (9/16 tentative); Jean 
Luc Ponty (10/7-14), Bobby Millitello (9/25 tenta
tive); for info, call 716-836-4267.
Allmore Room (University of Buffalo): Birthright 
and Spyro Gyra (Oct. 8) call Pat Lovejoy for info. 
716-831-5507.

Shea's Buffalo Theatre: Gino Vanelli (9/16); 
Ella Fitzgerald (9/17); Polish National Symphony 
Orchestra (10/6). Ticket info. 716-847-0050.

Casper's On the Lake: New Orleans/Dixieland 
jazz (Mon.).

St. George’s Table: Jazz on the weekends.
Ontario House (Niagara Falls): Jazz Thur, 

through Sun.

CLEVELAND
The Agora Ballroom’s New World Of Jazz: 

E. 24th at Payne Ave. New club with Tuesday night 
only performances of national jazz acts. (9/14) to 
be announced; Dave Brubeck and Two Generations 
of Brubeck (9/21); John Klemmer (9/28); Tony Wil
liams & Lifetime (10/5).

Cascade Holiday Inn, Akron: (downtown loca
tion): Pat Pace Quartet (Wed.-Sat.).

The Theatrical (Cleveland): Shades of Time 
(9/6-9/11); Urbie Green Quartet (9/13-9/25); 
Glen Covington (10/4-10/23).
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"All of a sudden, when I 
started using Kustom, 
they 
could 
hear."

Rapping with George Duke.

We hear you’re working on a new 
album to be released around the first 
of the year. How’s it going, and do 
you have a title yet?

“No, no title yet, but it’s going very 
smoothly. It’s the first time I’ve attempted 
to do an album where I play all the 
instruments. About half of it is acoustic 
piano, and the rest is layered synthesizer 
stuff:’

You use such a wide variety of
keyboards — how many in all?

“So far, only six: a Fender-Rhodes 88, a 
Wurlitzer electric piano, a Hohner 
Clavinet, an ARP String Ensemble, an ARP 
Odyssey synthesizer, and a Mini-Moog. 
And there’s a variety of pedals and effects 
devices that I use as well?

needs to change, something has to be 
different. I try to coordinate acoustic 
sounds and electronic sounds, make them 
work together’.’

Six keyboards could give you a heck 
of a mixing problem. How do you 
handle it?

systems for everybody from the Stones to 
whomever— he said he was amazed at 
how sturdy the Kustom cabinets were. 
We’ve had no problems, no breakage’.’

Getting back to music, tell me about 
your long association with Frank 
Zappa and the Mothers of Invention.

With six electronic keyboards, how 
do you decide which to use when?

“Well, I basically use them for 
orchestration —if I want a timbre change, I 
change instruments. Those textural 
changes are really important, because 
there are so many groups around with just 
bass, guitar, piano and drums. Something 

Pictured above are George Duke and Billy 
Cobham on-stage at the 1976 Montreux 

International Festival. "George uses 2 FLH-15 
SRO's, 2 MT-15 horn cabinets and mixes with 

the Kustom XII SRM.

“I’m using the Kustom XII mixer. It’s clean, 
it’s quiet and it allows me the flexibility of 
equalizing each instrument individually. 
It really cleans up your sound incredibly. 
I’m also using Kustom speakers, the next- 
to-largest model. *They work great’.’

How does your Kustom equipment 
hold up to the road?

“That’s kind of an 
interesting story. 
I had my Kustom 
speakers carpeted 
for road use, 
rather than 
buying cases for 
each one. The 
guy who did the 
work makes PA 

When sound is everything .
Chanute. Kansas 66720

“I learned a lot about how to record, about 
running a band. And how to control an 
audience. Frank’s a master at controlling 
an audience, taking them on his trip, you 
know. I think I contributed a lot too —it 
was a good give-and-take situation. He 
knew that I understood what he wanted?

One last question about equipment. 
Has the Kustom stuff helped the band 
in any way?

“Well, on-stage it cleared up a lot of 
problems. Clarity, to me, is the ultimate. I 
use two Kustom units behind me, and one 
on each side of the stage for monitoring, 
for the other musicians. They love it. 
For some reason, all of a sudden when I 
started using Kustom, they could hear. 
Much better than with the other system I 
was using?



An ordinary synthesizer produces 
sound. The Lyricon lets you create it. 
That’s because the Lyricon is more 
than just a machine. It’s a highly 
sophisticated musical instrument that 
lets you do things that would make 
any self-respecting keyboard man hide 
under his stool. You get far more out 
of the Lyricon than its basic range of 
five and a half octaves ... more 

freedom of expression than has ever 
been possible with electronic sound.

Pick any mood. From light and 
classical to down and dirty. Then 
express it. With your 
lips. Your lungs. Your 
fingers. That’s how 
you create the sound 
... and the control 
console lets you bend 

Selmer
Box 310, Elkhart, Indiana 46514

that sound any way you want to. All 
you need is a good amp. (Like Ampeg.) 
And a little creativity.

For a free demo tape of the 
Lyricon in action, 
write to Selmer, Box 
310, Elkhart, Indiana 
46514. We’ll also give 
you the name of a 
dealer.

The Lyricon. Its one step beyond the synthesizer.
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	PICK UPAN ARP AXXE IN SEPTEMBER.

	DRIVE OFF WITH A FREE ANVIL ROAD CASE.

	Hot sound, cool performance
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	Septuagenarian Opinion

	Fine Legacy

	That Old Growing Mist

	Critical Ballyhoo

	All Ear, No Body

	Rahsaan Rolls On

	Crawdaddy

	Marks One
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	Mercer Memorial

	Hodeir At Harvard





	Santana calls it his rainbow.

	STUDIO SLIDEMASTER
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	Congratulations., and all that jazz.

	Atlantic, Atco and Nemperor Records salute their winners in Down Beat’s 24th Jazz Critics Poll.

	ANTHONY BRAXTON

	THE CRUSADERS
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	Music Minus One

	PAUL DESMOND

	SAM RIVERS

	SANTANA
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	"A Whole New World of

	Live from the Agora, Cleveland’s famed music club.


	Billy Cobham,The Brecker Brothers Dave Liebman, Dave Brubeck, Jean Luc-Ponty, Weather Report,

	ALBERT KING

	X“ readers —* poll instructions
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	X-vote now— 
	RAMSEY LEWIS

	STEELY DAN

	JOANNE BRACKEEN

	CHET ATKINS AND LES PAUL

	GIARDINELLI’S “PRO SHOP”

	FREE

	RED RODNEY
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	THE IMPLICATIONS OF THIS ALBUM ARE OBVIOUS.


	$695 buys you freedom of expression.
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	HCOUF

	LEO SMITH

	AL JARREAU


	caught...

	BOB MARLEY AND THE WAILERS

	THE LEFT BANK JAZZ SOCIETY OF D.C.

	FESTIVAL ’76

	You can get a free catalog.

	FALL SESSION '76

	October 18—December 13


	HUW Til aim toward artistry in brass.

	Dave Baker’s Sonata for Tuba and String Quartet for Harvey Phillips

	The details make the difference.
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	CHEF de FESTIVAL by Len Lyons

	IT HAPPENED

	The Lyricon. Its one step beyond the synthesizer.






