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A conversation with America’s most-recorded keyboard artist—Herbie Hancock.

"It makes the music better 
because we can hear
better."

First off, can you list the keyboards 
you use onstage for concert work?

Yeah, there are about seven or eight of 
them; Fender-Rhodes electric piano, 
Hohner D6 clavinet, an Oberheim 
four-voice synthesizer through a DS2 digital 
sequencer, an ARP String Ensemble, ARP 
Odyssey, a Moog, Micro-Moog, and a 
Yamaha electric grand piano.

Anything additional in the 
studio?

In the studio I also use a Syn-Key 
synthesizer, an ARP 2600, an ARP 
Pro Soloist, stuff like that.

Using eight keyboards in a 
concert setting must present a 
mixing problem —how do you 
handle it?

Well, right now I’m using a Kustom 
mixer, with twelve inputs, effects 
send and return, separate EQ for 
each input. And I have stereo 
monitoring onstage for the band.

And this gives you enough 
control?

Oh, definitely. It’s solved a lot of 
problems. For one thing, we play mostly 
concerts, so the sound the audience hears 
is primarily through the sound system. The 
sound we hear onstage is different, because 
it has to be in order for us to hear 
properly. With the Kustom equipment, 
everybody can hear everything.

So you control your own mix from 
the stage?

Right. It makes the music better because 
we can hear better. We don’t have to 
depend on some guy at the side of the 
stage.

So much for sound levels — 
how about quality?

Oh, the Kustom’s clean—yeah, very clean.

With technical problems under control, 
do you find yourself free to really get 
into the audience?

I try to put the audience into my space. I 
feel I have the responsibility to, you know, 
be honest and at least give the audience 

some of my experience as a musician. 
Something they haven’t been exposed 
to before.

Sometimes that isn’t easy.

No, sometimes it isn’t. If I’m in the frame of 
mind that’s very mellow, and I want to play 
mellow, and the audience wants to boogie, 
then I gotta reach down inside me and find 
some boogie, fast. You can’t speak a 
different language than the one the 
audience understands, in order to have an 
understanding, a rapport happening.

This all sounds like it stems from a 
definite personal philosophy. What 
about that?

My music is a reflection of my life. As my 
life gets better, my music gets better. I’m 
into chanting—Nichiren Shoshu Buddhism. 
When I chant, I have more energy, direction 
projection, even a better rhythmic sense.

The chanting centers your 
concentration?

Well, kind of. It’s a matter of having greater 
control of oneself, and that even extends 
into technique on the keyboard. But it’s a 
very relaxed control, not a rigid intellectual 
discipline. It’s a clarifying of the relationship 
between your inner self and your 
environment.

And where will all this take you 
musically from here?

More records, more concerts, more work. 
Trying to keep the audience happy, and 
help them have some new kind of 
experience.

When sound is everything..
Chonure. Kansas 6Ó720
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The best trumpet 
players praise Clark Terry.

Clark Terry 
praises the 

best trumpet.

_ _ oughta 
blow one.

them great.
And have you noticed lately, 

when there's news about brass, 
the news is Olds. You —

Clark Terry. 
He's keeping 
Olds Young.

Another Quality Product from Norlin 
7373 N. Cicero Avenue, 

Lincolnwood, Illinois 60646

Clark Terry gets a lot of praise 
from music lovers and fine 

musicians alike. Clark Terry's 
trumpet gets a lot of praise too. 
"Many compliments from many 

sources'' Clark says. He plays 
an Olds Custom.

The one piece bell is seamless so 
nothing interferes with Clark's 
full bodied tones. The touch is 

smooth and fast—just like 
Clark's touch—so he can breeze 

through those lyrical passages 
he's famous for. And, whether 

he's soloing in a warm, intimate 
room, or leading a big, high 

energy band, Clark Terry's 
trumpet projects the perfect 

presence for every stage.
There are five models in the 

Olds Custom series. All of

(Norlin),M



the first chorus
By Charles Suber

sSchool music is in trouble and precious lit
tle is being done about it. The trouble is 
rooted in money and mediocrity—a shortage 
of public funding and a surplus of poor programs 
and poorer planning. We’ve been checking 
around the country and this is what we’ve found.

Detroit is this school year’s winner of the 
money trouble trophy. Faced with a bleak 
budget, and aided by a non-involved commu
nity, the Detroit principals’ association 
“saved money” by eliminating music instruc
tion to all of the city’s 242,800 public school 
students. Not since school music began in De

EARTH FOR RISING STARSMADE ON

Flanging is like hundreds of Phase Shifters operating simultaneously. Until recently, the 
only way to achieve a true flanging effect was with complicated multiple tape 

machine setups. Now. in keeping with our tradition of producing absolute 
state-of-the-art products at reasonable prices, we proudly introduce the 

ELECTRIC MISTRESS Flanger.
The ELECTRIC MISTRESS Flanger, with any amplified instrument or voice, can produce 
a prismatic spectrum of absolutely fascinating sounds, from tones of peaceful purity 

and sheer delicate beauty to unearthly spatial effects. It can even transform the 
percussive pitchlessness ot drums, cymbals, and woodblocks into an ethereal 

musicality unlike anything you've ever heard.
List price is $199.95, but land at your local music store. Many stores have the 

ELECTRIC MISTRESS on sale right now at the down to earth discount price of less than $89.
Or, if you are light years away, call our computer tape system first 

1(212) 242-77991 for an automatic demonstration. Dealer inquiries invited. 

dedroWmonix 27 WEST 23rd STREET • NEW YORK. N Y 10010. USA. EARTH

troit in 1847—not even in the 1930s depres
sion—was such a drastic cut even contem
plated. Only a last minute threat by the Michi
gan department of education to withhold state 
aid forced the principals to keep music in the 
Detroit high schools. Unfortunately, the state 
school code couldn’t also protect the elemen
tary and middle schools, so 51,216 children 
are now without music instruction in Detroit. 
As this is written, demonstrations on behalf of 
a school funding referendum are being orga
nized in the community by the N.A.A.C.P. 
and Cass High School, famous for its music 
alumni. Motown’s 348 music teachers are 
feeling rather lonely about now. They could 
use your help.

Chicago was the last large city that tried to 
totally eliminate music from its public 
schools. That was in 1972. As Clark Terry 
mentions in his interview in this issue, we 
waged an emotional fight that eventually won 
the battle. But we lost the war. We never did 

convince the school board or the administra
tion or the state legislators of the importance 
of music in a child’s total education. Chica
go’s 514,000 public school students still have 
to make do with the dedicated services of only 
300 music teachers. (Compare this to Dallas, 
for example, with 425 music teachers for 
145,000 students; and a music program that 
continues to grow despite busing, court or
ders, and the like. Someone cares.)

So we are dismayed—but not surprised—to 
learn that about 75 of Illinois’ 1049 school 
districts have eliminated music this fall. 
About 60 districts eliminated general music, 
K-10; about 15 districts took out everything, 
K-12. And this in a state where the national 
school band movement was weaned in the 
mid-’20s.

In Boston, where school music instruction 
was pioneered—Lowell Mason was named 
music superintendent in 1837—racial dishar
mony and political demagoguery have reduced 
community support for such “frills” as music. 
Similar problems plague theother large cities— 
New York, Philadelphia, Baltimore, Washing
ton—in the eastern urban corridor.

Space does not permit a detailed recounting 
of New York City’s school music problem. 
Let’s just say that there is less music instruc
tion offered now than before and the future 
promises nothing. Pleading for more money 
for school music in New York City is like the 
band on the Titanic negotiating for a long 
term contract.

And it isn’t just the big New York apple that 
has school music problems. Small and medi
um sized “upstate” school districts are also 
cutting back severely on their music pro
grams. Last year in New York, 600 music 
teachers lost their jobs. This year’s job losses 
haven’t yet been computed. They are expected 
to be considerable.

In many northern and border-state cities, 
parents who can afford it are fleeing to the 
temporary security of the suburbs or enrolling 
their kids in private academies such as dot the 
southern landscape. No one knows how many 
of those students have been removed from 
public school instruction. Their numbers are 
included in the 1976 national total enroll
ment of private and parochial schools: 5.3 
million students, K-12. Our best guess is that 
about 1% of those students are offered instru
mental music instruction. Our comparable es
timates for public school students were made 
before this year’s sudden and accelerated 
school music attrition. We used to estimate 
the 5% of K-8 public school students received 
instrumental music instruction; 8% of those in 
grades 9-12; and 1% of those in higher edu
cation.

The current national enrollments (as sup
plied to us by the U.S. Dept, of Education) 
are: K-8 . . . 30,072,000 (down 1 ‘4% from 
1975); grades 9-12 ... 14,321,000 (up .3%); 
higher education ... 11,705,000 (up about 
5%). The forecast is that grade school enroll
ment has peaked and will now decrease year
ly; college enrollment will peak in 1982. For 
the first time in the history of this country, 
school planners have to reckon with diminish
ing numbers.

In the next issue, we’ll look at some short 
and long range proposals that could turn 
school music around to where it should be.

Next issue: emphasizes drummers and such— 
Steve Gadd, Dave Friedman and Dave Samuels, 
Jimmy Madison, John Payne, Doug Carn—and 
a master musician by the name of Zoot Sims, db
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“Nobody has learned how to play 
the trumpet. It’s endless.”

Leblanc Duet No. 3, featuring Maynard Ferguson

We’re having a beer and bratwurst 
with Maynard Ferguson at 
Summerfest, an annual two-week 
music festival on the shore of 
Lake Michigan in Milwaukee, 
Wisconsin. Last night, his over
drive band and double-high-C 
trumpet perfection set an 
attendance record at the Jazz 
Oasis here. Now, as he talks, he 
holds a slide/valve trumpet he 
recently designed, the M. F. Fire
bird. Tonight, he’ll hold another 
multitude in awe. And soon, 
he’ll be relaxing pool-side, at his 
home near Shangri-la.
Ferguson: We live ninety miles 
north of Los Angeles, in Ojai. 
It's a beautiful valley. It’s where 
they shot the original Shangri-la, 
for "The Lost Horizon.”
Leblanc: It must be hard travel
ing away from a place like that.
Ferguson: I don’t get tired of 
traveling. I'll go thirteen hard 
weeks, but then I'll take a month 
off. Our agent would book us every 
day of the year, twice, if we’d let 
him. But I find your band and 
music becomes stale if you don't 
take a break.
Leblanc: Your music is any
thing but stale. How do you 
describe it?
Ferguson: “Today.” That’s how 
I'd describe my band. “Today.” 
I’m a great believer in change. 
You have to have change in your 
music . . . because that’s where 
the real artist comes out, when you 
take a shot, as opposed to playing 
it safe. Nobody has learned how 
to play the trumpet. It’s endless.

Learning to play something only 
opens up the challenge to learn to 
play something else.
Leblanc: Is this what gave you 
the idea to design new instru
ments, too? The three that Holton’s 
come out with?
Ferguson: You have a hair of 
an idea, and from that grows 
another idea. Then you put it 
together. What I really admire 
about the Holton people is that, 
when I come up with an experi
mental horn, they realize that we’re 
going to experiment with it until 
we get a product. And that’s what 
happened with the Superbone.
I crushed three Superbones in my 
bare hands before we figured out 
the right braces.
Leblanc: Your Bb trumpet — 
the M.F. Horn — did that take trial 
and error?
Ferguson: They just didn’t pull 
one off the line and stamp it 
"M.F. Horn.” It was a trial and 
error thing. I said let's try it larger, 
let’s try a bigger bell on it. Let’s try 
less of a flare, more of a flare. 
All this takes time and energy.
Leblanc: After all you put into it, 
what comes out?

HoLtON Q)

Ferguson: It’s a large-bore 
instrument. That bigness gives you 
a mellow sound. When I play in 
the upper register I want it to 
sound beautiful. Screeching high 
notes — squeaking out high notes 
— that’s a thing of the past.
The M.F. Horn has the size, the 
dimension, the timbre, the taper. 
But in the final essence, how does 
it play? The final decision rests 
with the players. For me, it’s the 
best horn on the market.
Leblanc: Don’t quite a few 
players think your M.F. Horn is 
different from the one they buy?
Ferguson: Right. Kids — some
times— they’ll have an M.F. Horn 
and they'll come up and want to 
play mine. To see if there’s 
anything special about my horn. 
I say, "Well, you take my horn and 
I'll take yours, if you like.” They’re 
astounded by that. But, you know, 
they always take theirs back.
You can take your music to 
where Maynard Ferguson always 
performs. The ultimate. With 
instruments designed by 
Maynard, crafted by Holton.
For full-color spec sheets, just 
call, toll-free, (800) 558-9421. 
Or write to Leblanc, 7019 
Thirtieth Avenue, Kenosha, 
Wisconsin 53140.
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cO First Prize Floridians

In db’s 10/7 issue the Potpourri section 
mentioned the University of Las Vegas Jazz 
Band’s second place finish in the Montreux 
collegiate competition. There was no mention 
of who finished first and I’m disappointed. 
How about credit where it’s due?

The University of Miami Jazz Band, under 
the direction of Whit Sidener, placed first at 
Montreux this year, and justly so. They almost 
didn’t make the trip. The UM Jazz Band 
raised part of the funds necessary for such a 
tour themselves by making professional 
appearances throughout the Miami area 
during the school year. The jazz station here, 
WBUS-FM, donated considerable airtime and 
a one day radiothon to raise an additional 
$10,000.

Due to the jazz community’s intense 
support and pride of local talent and the 
incredible dedication and leadership of the 
UM Jazz Department’s Sidener, the band 
brought first prize home to Miami. How about 
a round of applause?
Susan G. Greenwood Miami, Fla.

Thelin As Thor
I was happy to see the Eje Thelin article 

(db, 10/7). At first I was disappointed in Lars 
Westin’s reserved approach to writing but 
then realized ... that he was deeply 
committed to Eje.

Eje’s a mother—a musician hard to 
categorize, from bop to high energy freedom. 
He is a masterful trombonist who left J. J. 
Johnson in the dust a long time ago. He has 
extended the abilities of the bone (as has

BWKROME
by Slingerland

Slingerland's brilliant 
new finish, Blakrome. 
Because drums should 
reflect the sound and 
color of your music. 
Blakrome is a totally new 
finish applied to steel and 
adhered to wood. Blakrome 
finishes are available at the 
same price as our standard 
finishes.

6633 N. Milwaukee Ave., 
Niles, Illinois 60648

Watrous), but in a non-compromising 
direction. He is a virtuosic bop bonist who has 
evolved candidly ... an emotional, aggressive 
and daring virtuoso, suffused with a 
Scandinavian quality....

Thelin’s originality, energy and honesty 
aligns him with Coltrane, Shepp, Ornette and 
Roswell Rudd.
Ben Harvey Ft. McPherson, Ga.

Unconscious Azar
As regards the article on Azar Lawrence 

(db, 10/7), it’s difficult to imagine that a man 
capable of making such beautiful music could 
be so naive as to fall victim to the Age of 
Aquarius nonsense. Lawrence talks about 
raising the consciousness. In reality, it is his 
own consciousness that is in woeful need of 
elevation.
Randy Tanner New York, N.Y.

Nipponese Defense
I was shocked by the ignorant letter from 

one Gordon Strachan in the 10/7 issue. 
Strachan displays his crudity and stupidity by 
asking the question what Japanese know about 
jazz. Such a racial slur has no business being 
in the pages of down beat.
Aaron Buchanan Cleveland, Ohio

Urbie Pro And Con
Thanks for the article on Urbie Green. It’s 

too bad that this master trombonist hasn’t 
received the widespread acclaim he warrants. 
Urbie for president, up with the bone!
Pete Calfield St. Louis, Mo.

If Urbie Green hasn’t heard anything new in 
years, that only goes to show how out of it the 
man is. Anybody can play covered wagon 
jazz, even a studio hack like Green.
Billy Lee Hickham Baton Rouge, La.

Reggae Beat
Did you really have to include that caught 

on Bob Marley and the Wailers (10/7), the 
paragon of artless funk and soul? The media 
has bombarded us with enough of this 
Trenchtown dreck, and now db too has 
succumbed. What next, a feature on Disco 
Duck and that Band Of Idiots?
Disgruntled Jones Albany, N.Y.

Critical Note
I would like to call attention to vocalist 

Jesse Belvin’s Yesterdays LP on RCA (APL1 - 
0966) and to point out the inadequacy of Bob 
Palmer’s liner notes.

Palmer goes to great lengths to drop the 
names of supporting personnel on such tracks 
as It Could’ve Been Worse: “Aficionados will 
recognize the sounds of pianist Pete Jolly, 
bassist Red Callender and guitarists Howard 
Roberts and Barney Kessel.” 1 defy any 
“aficionado” of Jolly et al. to distinguish these 
musicians as the anonymous accompanists on 
this track. (This is but one example; this kind 
of pandering pervades the notes.)

But the crime of Palmer’s notes is that they 
omit the name of the paramount musician on 
this LP—even though he is the major (and 
virtually only) soloist heard. Art Pepper solos 
on clarinet and alto on three tracks and, 
Belvin notwithstanding, it is Pepper who 
makes the album worthwhile.

From a jazz point of view. Palmer’s notes 
are thoughtless enough to make one wonder 
whether he bothered to listen to the record. 
Todd Seibert New York, N.Y.

8 □ down beat



Hackett Salute Lost In Bass Forest
CEDAR GROVE, N.J.—“We 

had to turn groups away,” la
mented Red Squires, music com
mittee chairman for the New Jer
sey Jazz Society. He was talking 
about the numbers of fellow mu
sicians who offered to play at a 
benefit for the late trumpeter 
Bobby Hackett's wife. “But it 
turned out for the best. We have 
enough and it's been good fun.”

The place was the Meadow
brook, the famed hall where all 
of the big bands played during 
their heyday. From sweet to hot 
they came, and their vocalists 
along with them.

This afternoon was set aside 
for Bobby as the Bix Beiderbecke 
Memorial Jazz Band opened the 
festivities with their tuba/banjo/ 
washboard rhythm section. Ed 
Polcer’s group followed with 
some local talent in the form of 
Larry Weiss on piano and War
ren Vache, Sr„ on bass. The

Steeplechase To Inner City
NEW YORK—In what will come 

as good news to jazz fans, Inner 
City Records has signed an ex
clusive manufacturing and dis
tribution deal with Steeplechase 
Records of Denmark.

Under the terms of the agree
ment, Inner City will issue Stee
plechase product on the Inner 
City label in the U.S. and Can
ada. According to IC's Irv Krat- 
ka, the entire 60 record Stee
plechase line will soon be avail
able at domestic LP prices 
($6.98 list).

Steeplechase, a major Euro
pean label, boasts artists such

New York Consortium
NEW YORK—An organization 

that will act as a superagency 
for all of the scattered smaller 
jazz organizations in and around 
New York called its first meeting 
here recently. Made up of peo
ple from within those smaller or
ganizations, the new Consortium 
offered these goals:

To exchange knowledge; de
velop an archive; promulgate the 
art form; develop a mailing list; 
put out a newsletter; act as a 
clearing house and referral base 
for artists, teachers and others 
in the industry; and develop a 
speakers bureau and a booking 
agency for its members.

Thus far, members will be lim
ited to organizations at $100 
and individuals who are in some 
way associated with jazz (either 
performer, arranger, writer, or 
whatever) at $50.

The pro tern officers are David 
Bailey, president; Ken McIntyre, 
first vice president; Billy Taylor, 
second vice president; Ann 

younger Vache appeared later 
on cornet.

The World's Greatest Jazz 
Band was somewhat short, so 
Marian McPartland and Nick 
Sassone set in on piano and 
clarinet, respectively. Yank 
Lawson and Bob Haggart were 
aboard, though, to take the lead.

The afternoon turned into eve
ning as Jimmy McPartland and 
Richard Sudhalter provided the 
first real Hackett reminiscence. 
Sudhalter (who has written a 
book on Bix) evoked Bobby, with 
those characteristic nuances, 
slurs and glissandos in evidence 
with every solo he took.

Milt Gabler, recording execu
tive and friend to Hackett, stat
ed, "Wherever there was some
one in need, there was Bobby."

We all went home with re
wards far greater than monetary, 
as we are all that much richer for 
Bobby Hackett having lived.

as Jackie McLean, Dexter Gor
don, Andrew Hill, Kenny Drew, 
Duke Jordan, Tete Montoliu, 
Mary Lou Williams, Joe Albany, 
Walt Dickerson and Lee Konitz, 
to name a few. In recent years, 
the line has been acclaimed as a 
significant source of important 
jazz dates by critics worldwide.

With the addition of Steeple- 
Chase, Inner City moves into the 
major leagues of the jazz field, 
and plans to step up its trade, 
radio and consumer print ads.

The initial releases in the 
Steeplechase Series are 
planned for October.

Snead, of International Art Of 
Jazz, secretary; and Cobi Narita, 
of Collective Black Artists, trea
surer. Administrator Mari Jo 
Johnson announced that a grant 
from the National Endowment 
For The Arts had recently been 
awarded to them and that they 
were now ready to begin func
tioning.

"We, who have been involved 
with the various groups who 
have dollars to spend, will be 
better able to obtain those funds 
and send them out to those in 
need," Ms. Johnson explained.

What she means is that there 
are agencies that have excess 
funds for the arts and that jazz 
has no lobby or influence group 
to explain to those agencies 
what the money is needed for. 
The Consortium will act as that 
lobby. While doing so it will not 
become just another member of 
the pie, but will act as a pipeline 
to the needy organization or in
dividual.

CHICAGO—Joe Venuti, pre
mier jazz violinist and infamous 
practical joker, had the tables 
turned recently when he came 
into Rick's Cafe Américain to 
begin a three week engagement. 
The versatile octogenarian 
found 22 Chicago area bass 
players waiting for him in Rick’s

Berg On
db contributor Chuck Berg 

has put together a series of two- 
hour Jazz Specials for New 
York's listener-supported radio 
outlet, WBAI (99.5 FM). Berg has 
thus far featured Bob Moses, 

potpourri
The North Texas State U. 1 The 3rd Annual Midwinter 

O’clock Lab Band recently initi- Jazz Combo/lmprovisation Clin- 
ated a scholarship fund for com- ic will be held Jan. 2-8, 1977 at
poser-arrangers. The grant is in 
memory of big band leader Jerry 
Gray, who made his start with 
Artie Shaw and Glen Miller, and 
recently called Dallas' Venetian 
Room home. Contact jazz lab di
rector Leon Breeden for addi
tional information.

•
Slide guitarist Ry Cooder is 

touring with a five piece Tex- 
Mex band led by accordionist 
Flaco Jimenez. The group, which 
was assembled for Cooder’s re
cent Warner Bros, album Chick
en Skin Music, includes Isaac 
Garcia, drums; Frank Villarreal, 
alto sax; Jesse Ponce, bajo sex
to; and Henry “Red” Ojeda, 
bass. Cooder is attempting to 
resurrect a technique known as 
"slack-key guitar." 

Les McCann will unveil his be open to all. Panelists will in- 
first full-length musical, Brother elude various top music industry 
Francis, at a November 27 Santa people. For further information 
Monica Civic Auditorium con- contact NARAS Institute, 505 N. 
cert. The play is an extension of Lake Shore Drive, Suite #6505, 
McCann's Atlantic recording Chicago, III. 60611. 
River High, River Low, and is 
based on the life of St. Francis of •
Assisi. 30 local singers will back Chicago saxman Bunky Green 
McCann in the lead role, and fol-recently signed a contract with 
lowing the one and a half hour Vanguard Records. Bunky is 
play, McCann's jazz quartet will currently head of jazz studies at 
play a set. Chicago State University. db

with a sign saying "Hey Joe! Is 
this where the gig is?" The gag 
was a twist on a practical joke 
Venuti played on 38 bass play
ers back in 1928 when he told 
them all to assemble at Holly
wood & Vine for a gig. Of course 
no one was there except 38 bass 
players and their instruments.

Airwaves
Bob Mover and Dave Liebman 
On tap for the Fall are sessions 
with Billy Harper and Sonny 
Rollins. The Jazz Specials are 
co-produced by Berg and 
WBAI's Kathy Kurs.

Fort Hays Kansas State College 
in Hays, Kansas. The clinic is 
sponsored by the college and 
the National Summer Jazz Clin
ics. Faculty will include Jamie 
Aebersold (director), Rufus 
Reid, David Baker, Ed Soph, Joe 
Henderson, Dan Hurley, Jerry 
Hahn, and James A. Williams. A 
special guest artist will be an
nounced later. A feature of the 
clinic will be a special music and 
business seminar led by db pub
lisher Chuck Suber.

The Northwestern University 
School of Music in association 
with the Chicago chapter and 
national institute of NARAS will 
sponsor a Business of Music 
seminar Nov. 20 and 21 in Evan
ston, Illinois. Registration fees 
will be $25 and the seminar will

November 18 □ 9



N e w 'Rei ea ses
Delicacies from Xanadu in

clude Act One, Sam Noto; Live In 
Tokyo, Barry Harris; Mostly 
Flute, Sam Most; Sweets, Lips & 
Lots Of Jazz, Harry Edison, Hot 
Lips Page, and Roy Eldridge; 
and International Jam Sessions, 
Charlie Parker, Clifford Brown, 
and Phil Woods.

Fresh vinyl from ABC includes 
What A Little Moonlight Can Do, 

a double set reissue from Betty 
Carter; Gold Plated, the Climax 
Blues Band; Time Is Running 
Out, Brass Fever; Doin' What I 
Feel, Narvel Felts; Unorthodox 
Behaviour, Brand X; The Best Of 
Leon Russell; and If You're Ever 
In Texas, Freddy Fender.

Recent Columbia goodies are 
Romeo And Juliet, Hubert Laws;

Private Eyes, Tommy Bolin; Sea
son Of Lights, Laura Nyro; Jour
ney, Journey; Leftoverture, Kan
sas; From Eden To Canaan, Bob
by Scott; Hard Candy, Ned 
Doheny; and The Troublemaker.
Willie Nelson.

•
Adds from Fantasy/Prestige/ 

Milestone are What You Need, 
Side Effect; Let My Heart Be My 
Home, Byron Keith Daugherty; 

Montreux III, Bill Evans; 500 
Miles High, Flora Purim; Forever 
Taurus, Johnny Hammond; 
Reachin’, Roger Glenn; and 
Goldenwings, Opa.

•
Douglas Records has re

leased Wildflowers: The Loft 
Jazz Sessions, a series consist
ing of five discs recorded live at 
New York’s Studio Rivbea. 

db

Nipponese Bluestormers FINAL BAR

The blues team of Sleepy John 
Estes and Hammie Nixon makes
their third tour of Japan Decem
ber 8-24, but this is the first time
they will appear alone. Two pre
vious tours found them in blues
package shows with a cross
section of city and country 
bluesmen; on their last tour, in 
1974, with Big Joe Williams and 
Otis Rush, Japan’s Trio Records 
taped an Estes-Nixon concert 
performance. To celebrate their 
return Trio is scheduled to issue 
that 1974 set on LP, and to re
cord them in concert once again.

If the late Big Bill Broonzy's 
various reports are to be be
lieved, Estes is somewhere be-

। । tween 106 and 117 years old.
L_ I The guitarist-singer's passport, 

however, determines that he was 
| | born in 1900, and though he lived

and performed in total obscurity 
for nearly two decades, begin
ning in 1941, Estes' musical lon
gevity is almost unequalled 
among bluesmen today. Euro
pean and Japanese appetites for 
early blues stylists remains high, 
but American bookings are only 
occasional for Estes and Nixon.
Recent appearances include 
sets at the John Henry Folklore 
Festival at Camp Virgil Tate, 
Princeton, West Virginia, August 
27-29—with their semi-retired 
friend Big Joe Williams, and 
white country music perform
ers—and an afternoon guitar 
workshop and two evening 
shows Sept. 18 at Chicago’s Old 
Town School of Folk Music.

The gifted Nixon, Estes' 
partner since 1934, was the 
unifying thread of their Chicago 
evening shows, playing, singing, 
and telling stories with en
thusiasm. The frail Estes sat at 
his side leaning at a precarious 
30° angle to his left, wearing a 
too-large suit, and a cruelly 
abused expression on his face. 
With a generally deliberate ec
centricity he ignored beery 
customers' requests for Lead- 
belly folk tunes to perform his 
own familiar blues, including 
Broke And Hungry, You Oughtn't

Say That, Rats In My Kitchen, and 
the classic Someday Baby, 
slurred in his high, constricted, 
cracked vocal crying style. In 
most songs he swallowed por
tions of lines to allow Nixon’s 
harmonica to weave the musical 
lead. If Nixon's monologues be
tween songs began to ramble, 
Estes suddenly broke into them 
with a fresh song, and at one 
point when Nixon called for Drop 
Down Mama Estes plunged into 
Diving Duck Blues (“If the river 
was whiskey, and I was a diving 
duck ...").

Nixon, accompanied by 
Sleepy John's simple, soft 
guitar, selected familiar songs 
for his own vocal solos (includ
ing a perceptive impression of 
Howlin' Wolf singing Evil) and 
duet numbers. He ended both 
sets with gospel songs, his part
ner and the audience joining in 
the choruses, and when Estes of
fered I'll Be Glad When You're 
Dead You Rascal You for an en
core Hammie announced, "We 
can't let the devil have the last 
word,” then offered Jesus Is On 
The Main Line. After the set 
Sleepy John, still with his pained 
face, sighed, "You know, I’m an 
educated man. I went to school 
12 years, all of 'em in the first 
grade. Hammie went to school, 
too—and right back out the back 
door.” Then for the only time in 
the evening the great blues 
singer relaxed into a smile, and 
he even permitted himself a quiet 
chuckle.

Delmark Records holds Ameri
can rights to the Estes-Nixon 
Japanese recordings, along with 
several unissued '60s-’70s 
tapes. Although portions of their 
five Delmark LPs are among the 
finest work of Estes' career, 
db's correspondent suggests a 
concerted cards-and-letters 
campaign to select and release 
the outstanding works from the 
cached sessions. With the con
clusion of the classic rural blues 
tradition now inevitable, the 
value of their creations is cer
tainly expanded.
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Bernard Peiffer, French pianist, died in Philadelphia recently 
from a kidney ailment. He was 53.

Peiffer was a masterful pianist with powerful strokes and a hard 
bite to his playing. He was considered by some to be among the 
world's finest solo pianists. He was a trained classical pianist and 
graduated from the Paris Conservatory with highest honors at age 
19. While attending the Conservatory, he was playing gigs in Monte 
Carlo and other Riviera niteries. As a member of the French under
ground, he was arrested by the Gestapo and imprisoned for more 
than a year.

Bernard came to the States in 1954 with a reputation of being 
among the finest technicians in the business. He remained techni
cally proficient while developing stylistically. His tours were al
ways well received, but he failed to achieve the success that crit
ics had him earmarked for.

He was a totally competent soloist as well as a group player and 
a teacher. His last appearance before a large audience in New 
York was at the 1974 edition of Newport Jazz Festival/NY, during 
which he appeared on a program of solo pianists. He brought the 
house down with some strong expressionistic displays.

Bernard is survived by his wife, the actress Corine Jacques, a 
son and two daughters.

Jerry Gray, bandleader and composer, died of a heart attack re
cently. He was 61.

Gray composed two of Glenn Miller's biggest hits, String Of 
Pearls and Pennsylvania 6-5000, and later went on to score the mo
tion picture of Miller's life story. Gray also scored The Pink Panther, 
and What Did You Do In The War, Daddy?

A violinist at seven and a concertmaster at 12, Jerry later joined 
Artie Shaw's band and arranged the smash version of Begin The 
Beguine. It is said that the tune might have been relegated to the 
lesser-known areas of Cole Porter's output had Shaw not recorded 
it. After Shaw, Gray joined the Miller organization. He eventually or
ganized his own band. Besides winning a gold record for Beguine, 
he won one for the arrangement of Vic Damone's I Have But One 
Heart.

Gray's career was one that switched from dance band to jazz 
band to radio show band. It was partly his doing that the clarinet- 
led reed section of the Miller band became a trademark. His own 
band often emulated the Miller sound.

At the time of his death, Gray was the leader of the orchestra at 
the Venetian Room of the Fairmont Hotel in Dallas. He is survived by 
his widow, two sons and a daughter.

10 □ down beat
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Rogers Drums. CBS Mi
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14T0M 
18CRASH 
20 RIDE

Custom set-ups that 
were never before 
possible. It’s now a 
reality with Rogers 
MemriLoc hardware 
system. For example, 
acclaimed drummer 
Jim Ganduglia mounts 
five toms and two 
suspended cymbals on 
just his bass drums. (No 
floor stands needed). 
Strong and accurate 
three-dimensional 
positioning. Never any 
drilling necessary.

The "Memri” gives 
faster, more accurate 
set-ups with incredible 
flexibility. The "Loe” 
keeps it there. MemriLoc 
hardware: it gives you 
time to do what you 
enjoy most...drumming. 
See it now at your 
Rogers dealer.

MEMRILOC



CLARK 
TERRY
Jazz Ed, 
Mumbles 
Style
by arnold jay smith
^^ention the name of Clark Terry and all 

of the following is conjured up: ebullience, 
lilting trumpet and fluegelhorn work, a unique 
vocal technique that has come to be known as 
mumbles, big band sounds with Duke El
lington, Count Basie, Gerry Mulligan, and 
now Clark's own “big bad band.” But there is 
yet another side of Clark Terry, one that is not 
as well known. Clark is an instructor, a clini
cian and a touring lecturer for the Olds brass 
people. His efforts in that regard have famil
iarized him with the problems and joys of 
teaching the young to appreciate their craft 
and also to acknowledge the rewards of prop
erly applying what they have learned.

Like another Clark (one surnamed Kent), 
Mr. Terry also flies, only he doesn’t have to 
duck into some telephone booth and change 
into a union suit. 1 caught up to him in Silver 
Springs, Maryland, during a gig at the Show
boat. He shared billing with a presidential de
bate on national television. "It was silent 
night in here,” he quipped. Having thus set the 
mood for a garrulous evening, he covered the 
topics at hand adroitly, utilizing a sense of 
taste, seriousness and humor that is exhibited 
each time he performs.

Smith: Economics plays an important part 
in what is taught in the schools, particularly 
public schools. Music is the first to go in times 
of austerity. What can the public bear in taxa
tion before they say no more?

Terry: That’s very difficult to answer. 
When it first started happening in Chicago, 
Chuck Suber, with teachers and students, 
staged a funeral march of some sort in protest 
of elimination of music from the schools. The 
emphasis should be placed on music rather 
than, say, athletics. The kids get a lot more 
out of music than football, for instance. From 
the point of view of dollars, it takes more to 
equip a football player than a musician. They 
have outdoor gridirons, outdoor and indoor 
tracks, basketball courts, Olympic-sized 
pools, but no practice rooms for kids. And yet 
when they get ready to cut back, it’s always 
the music. When it’s one faction of the music 
scene jazz goes first. I don’t know what the fi
nancial solution can be.

Smith: What has been your scholastic expe
rience with young people vis a vis music?

Terry: Students get an awful lot more when 
they go out traveling. They learn more about 
discipline, self-respect, sharing with one an- 
12 □ down beat 

other, and they learn more about love. The 
reason for the emphasis on athletics is due to 
administration. Many principals are washed- 
out coaches, pitchers who can’t get the ball 
over the plate, quarterbacks who couldn’t re
member the signals, so they go into adminis
tration. You don’t get too many music people, 
especially jazzmen, who get involved in ad
ministration. It makes it difficult to be well 
represented when the chips are down.

Smith: Are the money administrators afraid 
to get involved in music because they don’t 
know anything about it? Are they afraid to ad
mit that for fear of their jobs? Are they afraid 
of tangling with something like God-given 
talent?

Terry: That has been known to be the case. 
There is a book by Dr. Peter, called The Peter 
Principle. Many have been kicked up to their 
level of incompetence. Some have become ad
ministrators of music departments and they 
don’t know a damned thing about it. Sure, they 
might be afraid to deal with God, but they 
don’t even take advice of people who do know 
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the answers.
Smith: Can we, as parents, do more than 

merely equip our children with instruments 
and private lessons?

Terry: That’s about it. We give tax dollars; 
the schools have to handle the rest from there. 
It’s a shame, but that’s the circularity of it.

Smith: Let’s move on to high school. We 
have an interested math teacher who used to 
play the tuba in his college marching band 
during football games. He has undertaken a 
band program for which 14 kids have applied: 
ten guitarists, two who still had a tin clarinet 
in the house, and two who played field drums 
in an earlier scholastic situation. What does 
said math teacher do?

Terry: Start from scratch. A friend of mine 
started such a program; he was a saxophonist 
and ended up with 19 saxophonists and two 
drummers. Then he began to go to work. He 
was a knowledgable enough musician to inter
est the kids in other instruments. He put to
gether a nice little band: he made trumpet 
players out of some of those who aspired to 
become saxophone players, trombonists out 

of others, pianists too. He started from 
scratch. Which proves the theory that when 
people are in the right position a lot gets done.

Smith: Where do we find a teacher like 
that? Are they coming up behind the ones we 
have now?

Terry: Definitely. They are being prepared, 
but the placement is difficult because the best 
spots are filled and those filling them don't 
want to give them up. They are coming from 
the music colleges such as Julliard. North 
Texas, Berklee, Michigan, Indiana, Florida. 
We just have to get those spots because they 
can take care of business beautifully.

Smith: High school provides bands, 
orchestras, playing experience, at best. Out
side lessons are required, or at least necessary. 
What happens in college? Are we going to 
teach young people how to become virtuosi, 
band musicians, small group players, or are 
we going to teach them how to become 
teachers?

Terry: Well, you have a faction of kids that 
will tell you right off that they want to be 

teachers. They don’t think they have the abil
ity to go out on the road and play. Some of 
them don’t have the balls to go out there and 
do it. They want to know all the possibilities 
about jazz, or whatever. Then you have the kid 
who knows how to play and wants to get out 
there and do it, in a hurry. People in college 
are pretty well set about what they want to do. 
The colleges have to offer the alternatives: 
how to play in small groups, big bands, impro
vise, teach, compose. Some of the teachers 
want to go and take a whack at playing, but if 
they don’t make it, they want to go back into 
teaching. Music students are a lot more seri
ous than some people think .. . and more 
qualified, too.

Smith: Are the prospective teachers, and 
the existing faculty as well, qualified to be do
ing that? It’s a heavy responsibility teaching 
that love you mentioned earlier.

Terry: In some areas, definitely yes. Take 
two schools that we know of: North Texas and 
Berklee. We all know all the members of the 
faculty. Leon Breeden is beautiful (North 
Texas); he loves the kids as well as his craft.



We also know that at Berklee we have the 
guys who have been out there doing it. Herb 
Pomeroy and Gary Burton are two of many. 
You have David Baker at Indiana, Bill Fowler 
at Denver.

Smith: What happens when the number of 
dedicated musician/teachers decreases to 
where they can’t people a program?

Terry: Music courses are not dropped due 
to a lack of teachers. There will always be 
somebody there even if it is not his area of ex
pertise.

Smith: Benny Carter taught at Princeton for 
one semester during 1974. He told me that he 
“got as good as he gave.” At some points he 
treated his students as though they were fellow 
musicians in a studio. He didn’t instruct unless 
he was asked specific questions.

Terry: That’s great for the student. When 
he is learning he needs an opportunity to ex
press himself. It gives him impetus to go fur
ther. A lot of students have some fantastic 
ideas. For example, if you wanted to take a 
band out on the road and you had a good book 
written, you could go to almost any of the big 
schools where they have a good jazz program 
and pick up your section people. With a few 
days rehearsal that band would be as compe
tent as any on the road today, because the kids 
are not kidding in those schools. That’s why 
those of us who are out here have to stay in
volved as sincerely as we can for the perpetua
tion of our craft, so that when they (the stu
dents) come out of school, there will be some
thing for them to do. Why should they be able 
to play 19 axes, wail through all the keys, play 

cause it looks dark down the hall doesn’t 
mean we should stop and go back. We should 
plow straight ahead, even with force, to make 
a little daylight on the other side. We have to 
pool our resources.

There are organizations like the one I am a 
part of, Creative Jazz Composers, in Bowie. 
Maryland. They make it possible for music to 
be distributed and obtained by all kids any
where in the United States at a very reason
able fee. Associated with us are Mundell 
Lowe, Louie Bellson, Ernie Wilkins, Frank 
Wess, and Phil Woods, to name a few. There 
is no reason why youngsters shouldn’t be ex
posed to “A" band material. And we are not 
the only one. We can talk clubowners into 
giving some of them a break. Maybe it could 
pay off. It’s certainly something new and 
beautiful ... and very healthy for the whole 
scene.

Smith: What should the student be looking 
for privately, even while attending school?

Terry: The average student is aware that he 
can no longer settle for mediocrity. He has to 
be dedicated to rise above the heap. He has to 
be well-rounded. The saxophonist knows that 
when it comes down to who is going to be 
chosen, the cat who plays just the sax or the 
cat who doubles on flute, the cat doubling is 
going to get it. The young players know that 
and they are mastering all their doubles. 
Trumpet players are learning fluegelhorn, 
cornet, the As and Ds. The trombone players 
are learning mellophones, or baritones, or 
whatever. Then when it conies time to special
ize in certain areas, they’ll know what to get 

than the specialist.
Smith: Besides chords, scales, classical 

technique, etc., what about actual tunes?
Terry: Of course. The only way you can 

learn a new tune is to break it down. While we 
are on that subject, something that we stress in 
our clinics, don’t forget the importance of the 
melody. Even before the term “improvisa
tion” became fashionable, we would call it 
just plain old “gettin’ off.” It meant state the 
melody and extemporaneously get off that 
melody and counterweave a melody around 
that given melody. Before anybody was en
dowed with knowledge of theory, harmony, 
composition, counterpoint, cats were giving 
vent to their feelings and playing jazz. Melody 
is a very important ingredient because if there 
were no melodies, things would be pretty 
much of a mish-mash in jazz. Lester Young 
and Coleman Hawkins would say not only to 
learn the melody but learn the lyrics. When 
you play the song and the title comes in, or a 
particular emphasis is necessary in singing it, 
you tend to play it that way. Take / Love You, 
from the song of the same title (he sings it); 
you are going to put a little more emphasis on 
it when you get to that part.

Smith: Lee Konitz instructs his students to 
sing and feel the vibrations in the head. Steve 
Turre, a young trombonist/electric bassist left 
Chico Hamilton partly because Chico wanted 
him to play more bass while Rahsaan Roland 
Kirk allowed him more room on trombone. 
He said that he wanted to feel his ax more and 
he couldn’t get as close to his bass as he could 
to trombone. Is that part of the same thing?

“Every musician who is getting involved in music today should learn a keyboard. Whether 
the guy is a drummer, a banjo player, a bass player, trumpet, whatever, he should know his 
keyboard, know how to construct a chord. It gives more insight and when he hears arrange
ments he knows what’s going on.”
any tempo, and still have to go to the post of
fice, or push dresses in New York’s garment 
center to eam a living? We have got to make 
way for these young people who are preparing 
themselves.

Smith: Where do they go, those that read 
big band charts at sight?

Terry: Stan Kenton’s band has always been 
a haven for the young. Woody Herman’s 
rhythm section was lifted right from the North 
Texas band .. . intact! They go to Buddy Rich 
and Louie Bellson, and bands of that sort. 
Even some to our band, as seldom as we work.

Smith: But how many chairs are there to be 
filled? Your people don’t want to give up 
places. Would Jimmy Heath, Ernie Wilkins, 
Waymon Reed, or any of the others you have 
had with you voluntarily relinquish a gig?

Terry: No. And some must remain because 
the public is entitled to a sound, your regulars. 
You’re right, in that there really aren’t all that 
many band chairs available. Louie Bellson 
made a statement recently. He said there 
should be a couple of dozen new bands 
formed, to be ready to be popped at any mo
ment. Then the public should be made cogni
zant of the fact that there are good jazz bands 
around. Then there should be places made for 
these bands. The record companies should 
make it possible for them to record. Night 
club owners should make it possible for them 
to play. Maybe open up some clubs. Some of 
the non-profit jazz organizations, already do
ing excellent jobs in those areas, can apply 
some pressure. All of that would open up new 
spots for those coming out of school. Just be- 

into.
Further, they can tell what areas they want 

to get into: the studio scene calls for the 
knowledge that will have to handle everything 
that is thrown at their asses. Just learn it, man. 
We tell the kids, “Always fill up your bag. 
Have everything that you need in there. Never 
sew up your pockets.” Some kids think they 
want to become a second trumpet player, or a 
march player. You never know which source 
your income is coming from. You might get a 
call to play a czardas, or a wedding, or a con
cert, or to take over the lead part because the 
first trumpeter got sick. Keep those pockets 
open. The more you know, the wider the 
routes. Earning power comes into play soon 
enough. Mom and Dad’s money runs out 
eventually. And don’t let the thinking that 
“music is an art form” or “jazz is an art form” 
lull you. That’s just so much bullshit. You 
have to live. You can’t think about getting up 
tomorrow without some food. It’s your ass.

Smith: What kind of practice habits should 
the young musician have?

Terry: He should practice everything that is 
necessary to improve him. He shouldn’t be 
practicing learning all the changes only. Take 
a trumpet player. He should make sure his 
tone is developed; he should practice for 
range; he should practice his ability to sit 
with, listen to, and play along with almost 
anybody anywhere. You always have guys who 
specialize, sometimes referred to as “screech 
cats.” There are calls for that, too. But the guy 
who is well-rounded, no matter what instru
ment, is going to get a hell of a lot more calls

Terry: That’s one of our systems of teach
ing. If you can't sing your part it’s highly un
likely that you can play it. All of the studying 
that you do to learn to articulate and manipu
late only makes it possible for you to do that 
which you are thinking. And whatever it is you 
are thinking, you can only do if you can hum it 
or sing it. We have our young people think of 
their instruments as a voice, just like singers 
think of their voices as instruments.

Smith: Is that why you, Dizzy Gillespie, 
Ray Nance, and so many others, sing exactly 
the way they play?

Terry: Because of Louis Armstrong so 
many trumpet players sing and almost 100% 
do so along the lines they think and when they 
improvise they also think. It’s still your feel
ings. As a matter of fact, we’ve got a book 
from the Creative Jazz Composers called The 
Interpretation Of The Jazz Language. The top 
line is the legitimate type of spelling and the 
lower line would be the jazz type. For in
stance: for the symphony you would write 
triplets, but for the jazz player you might write 
eighth notes and put the emphasis on the syn
copation.

We also teach the use of the body and dia
phragm and take as much pressure off the em
bouchure area as possible. If taught properly, 
the combination makes you articulate in the 
proper manner and keeps you from getting 
tired. Your longevity and your endurance are 
increased. It’s also conducive to better tech
nique. If you can think the sounds you want to 
make, you can play them. You can’t, of 
course, change the shape of your mouth to ar-
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NAT 
ADIIBRLEY
Standing Out 
On His Own
by Len Lyons

So far as the “average consumer” or casual 

listener is concerned, cornetist Nat Adderley 
has been playing second fiddle to an alto sax
ophone for the past 16 years. Certainly, older 
brother Julian did receive the lion's share of 
notoriety as leader of the Cannonball Adder- 
ley Quintet, which—until his death—was one 
of the few perennial combos in the jazz main
stream. Because it is true that Julian (“Can
non" to his intimates) was one of the most 
charismatic and sanctified allo players since 
Charlie Parker, Nat’s role as the quintet’s one- 
man brass section is in danger of being under
estimated. A serious listening to the quintet’s 
legacy of albums will rectify that error. From 
Bobby Timmons’ Dis Here, recorded on their 
first album in 1960. to Joe Zawinul’s 74 Miles 
Away, which they played into the ’70s, it is 
clear that Nat’s solos contributed color, sub
stantial harmonic and melodic content, and a 
wry sense of humor to the group's sound. The 
quintet without Nat would have been another 
quintet altogether.

Of course, the same was true for Julian, so 
after his shockingly premature death of a 
stroke in August of last year, the quintet be
came part of jazz history. Nat took six months 
off, experimented for several months as a "sin
gle” in Europe, led a seminar at Harvard, and 
finally concluded that none of this was for 
him. "You can earn a living,” he explained, 
“but you can’t further the music or feel good 
about yourself unless you're playing. 1 can't, 
anyway.”

This summer found him back on the band
stand and in the recording studio of Little 
David Records, which signed him as its sole 
jazz artist. His first album. Hummin’, was re
leased in October. All around, it is a year of 
new beginnings for Nat. He moved back to his 
home state, Florida, and was even forced to 
use another mouthpiece after the Olds #3 he 
had used for the past 27 years disappeared on 
a gig in Newark.

In the following conversation, Nat speaks 
of his years with brother Julian, learning to 
play the cornel, and the unique experience of 
beginning a "second” career. If he displays 
any of Cannonball's nonmusical habits, it is a 
flair for eloquence when the tape machine's 
“Record” button is pressed. His mood was 
wistful yet light, occasionally satiric, and al
ways seasoned with years of experience, good 
and bad, in the music business.

* ♦ ♦

Lyons: In what direction do you see your
self taking the new band?

Adderley: We're not playing music from 
the Cannonball Adderley Quintet. We’re play
ing music from within the band. Most of the 
things we did with Cannon are for posterity 
14 □ down beat

“Most of the things we did with Cannon are for posterity 
now. There’s no point in repeating it because we can’t do 
It better, so we may as well do our own thing.”

now. There's no point in repeating it because 
we can't do it better, so we may as well do our 
own thing. You see, the personnel has 
changed, so the music—of necessity—is going 
to change. "Our own thing" means varietal, 
creative music. Different types of tunes; dif
ferent types of music. Some bands are so high
ly stylized that they either play "pure” jazz, 
rock-jazz, or bebop. But we want to do all of 
that and play good music, no matter what any
one decides its label should be.

Lyons: Was it difficult to go back on the 
road with your own group—emotionally, I 
mean because of Julian's death?

Adderley: Oh, yes. Cannonball died in Au
gust, and 1 decided 1 wouldn’t do anything un
til the first of the year (’76). Then 1 started 
working as a single and went on a tour to Ger
many as a soloist. Stan Getz went, as well as 
Esther Phillips, Gerry Mulligan, and Grady 
Tate. Td play two or three tunes a day in front 
of the band, and there were some great musi
cians there, like Slide Hampton and Johnny 
Griffin. But they were in the band. The first 
week as a single 1 knew I wouldn't like play
ing by myself. 1 felt very lonesome out there 
and eventually brought Slide Hampton and 
Johnny out there with me. I'm not accustomed 
to playing the melodies alone, even with the 
band behind me playing harmonies. 1 needed 
someone out there.

Then 1 did seminars for a while, but that's 
not really playing. For example, 1 went to 
Boston and did a week of improvisation with 
players at Harvard. 1 enjoyed that because the 
improvement of the players after one week 
gives you a great sense of satisfaction. But it

SELECTED ADDERLEY 
DISCOGRAPHY 
as a leader
SCAVENGER—Milestone 9016
CALLING OUT LOUD—A&M 3017 
NATURAL SOUL—Milestone 9009 
DOUBLE EXPOSURE—Prestige 10090 
with Cannonball
SOUL OF THE BIBLE—Capitol SABB-111 20 
SPONTANEOUS COMBUSTION—Savoy

SJL-2206
INSIDE STRAIGHT—Fantasy 9435 
MUSIC YOU ALL—Capitol ST-11484 
IN NEW ORLEANS—Milestone 9030 
SOUL ZODIAC—Capitol SVBB-11025 
MERCY MERCY—Capitol ST-2663 

ain’t playing. They’re playing; I’m not. Right 
after that week at Harvard 1 decided to get me 
a band because that's the only way I’m going 
to be happy. 1 can’t see any other way of 
furthering music. You can earn a living, but 
you can't further music or feel good about 
yourself unless you're playing. I can't, anyway. 
I still do the seminars, but 1 feel much better 
about them knowing I'll be playing the next 
week.

Lyons: How did the Little David signing 
come about? I would have guessed you'd re
main with Fantasy Records to keep the conti
nuity.

Adderley: The change occurred because of 
the people at Little David. Jack Lewis and 
Monte Kay are people I respect, and they're a 
small company. The only other music act is 
Kenny Rankin. If you go with something like 
Columbia and they’ve got an album coming 
out by Miles and one by me. who’s going to 
get the attention?

1 had nothing against Fantasy Records. To 
me, Orrin Keepnews is a great friend and a 
beautiful man, but by staying with Fantasy 1 
would have become an extension of Cannon
ball. That isn’t what’s going to make me hap
py. I don’t want to negate 20 years of perform
ing with Julian, but there’s just no way to 
recreate that music. 1 have a great deal of 
regard—more than a lot of people—for Juli
an’s abilities, and I probably don t have as 
much regard for his abilities as some other 
people, but there was nobody better at what 
he did. You know, when you get to a high 
level of musicianship, there’s no good, better, 
or best. Everyone’s great when they're that 
good. Where am I going to find someone who 
plays with that consistent greatness? I don't 
know. Instead of recreating, I’d rather go an
other way.

Lyons: What's the strongest imprint your 
years with the Quintet left on your own music?

Adderley: 1 don't know if I can put it into 
words.

Lyons: But musically there must be some® 
carry-over into your own music? »

Adderley: Sure. 1 certainly hope there is. 
I’m not trying to throw that away, and 1 ° 
couldn’t if I wanted to. Exactly what is com- § 
ing through—that’s tricky. ~

Lyons: I once heard Cannonball say, “We 8



GARY 
FOSTER

“If someone my age isn’t careful, they react completely the wrong way to 
rock music.... It would be very easy to just shut it out and say it doesn’t 
exist. But by God, it does! I know when I hear Zappa’s stuff, Jean-Luc 
Ponty’s new things, or George Duke or John Abercrombie, that it’s real 
music.”

A Kaleidoscopic Kansan Thrives In L.A.
by Chuck Berg

A
2 Jl man of many musical hats, woodwind 
specialist Gary Foster might be found record
ing TV soundtracks (over the past several 
seasons as a regular for Carol Burnett, Mary 
Tyler Moore, Bob Newhart, Streets Of San Fran
cisco and Cannon); gigging (he's a featured 
member of the marvelous Akiyoshi/Tabackin 
big band and has recently toured with Benny 
Goodman and Louis Bellson); in the studio 
(backing up such diverse performers as Frank 
Zappa, Gladys Knight, Bob Dylan and Sergio 
Mendes); teaching (Foster is on the faculty of 
Pasadena City College and Occidental Col
lege and also presides over Nova Music 
Studios); directing high school and college 
music clinics (he and Clare Fischer recently 
worked with Leon Breeden’s fine 1 O’clock 
Lab Band at North Texas State); and concert- 
izing (as a classically trained clarinetist with 
the Pasadena Symphony).

With this kaleidoscopic array of activities, 
one might expect the 39-year-old Foster to be 
a frenzied madman dashing desperately from 
one job to the next. Instead, Foster reflects the 
relaxed congeniality associated with the life
style of his native Kansas (Gary was born and 
raised in Leavenworth). As we sat down in his 
comfortable Alhambra abode, 1 asked the ar
ticulate, soft-spoken Foster about his musical 
roots in Kansas.

“I didn’t get hooked on music until the 8th 
grade. I’d had some private clarinet lessons 
but they really didn’t take. During the latter 
part of the 7th grade I was playing at the tail 
end of the clarinet section in the school band. 
Somehow I realized that 1 could move up in 
this group of clarinet players and by practic
ing 1 started to move ahead. I didn’t go out for 
athletics or anything like that and music 
seemed like something to identify with and so 
I was semi-interested in it.

“At the beginning of the 8th grade we got a 
new band director who was the kind of in
dividual who really makes a difference in a 
person’s life. He played the clarinet and sax
ophone and was a graduate of the University 
of Kansas. He was just driven by music. He 
was the perfect example for me. I completely 
identified with him. 1 admired him. And I 
took some private lessons from him. By the 
time he left for the Korean War, music was the 
whole center of my life. And it really had been 
created out of a couple years of contact with 
this individual. I’ve found that in talking with 
a lot of different musicians that there’s some
thing like this that was pivotal for them. It 
might be a parent, or a friend, or a rock star or 
somebody, but for me it was the band direc
tor.”

Another influential person in Leavenworth 
was Harold Stanford, who hired Foster for 
weekend gigs at the local V.F.W. hall. 
“Harold was an amazing guy, a self-educated 
man who studied the Schillinger system by 
correspondence. I didn’t know much about 
music theory and he said, ‘Hell, why don’t you

come over to the house some night.’ He would 
take the time to write out on manuscript paper 
theory lessons for me. He actually taught me 
basic music theory and it was something I 
couldn’t have bought. I was getting the 
prelude to my college education from a guy in 
my hometown who’d never studied music for
mally.”

After a variety of local big band gigs and 
jam sessions, Gary enrolled at Central Col
lege in Fayette, Missouri as a music major. He 
then transferred to the University of Kansas to 
take advantage of K.U.’s expanded musical 
opportunities. “1 stayed there through a dou
ble major program in clarinet and music 
education. At first 1 felt 1 had been coerced 
into music ed. But later 1 was grateful because 
it stressed some liberal arts areas that I might

SELECTED FOSTER 
DISCOGRAPHY 
as a leader
SUBCONSCIOUSLY—Revelation 5
GRAND CRU CLASSE—Revelation 19
with Clare Fischer
FOUR TO GO—Revelation 6
T'DA A A! YAMAHA QUARTET—Revelation 23
with Warne Marsh
NE PLUS ULTRA—Revelation 1 2
with Akiyoshi/Tabackin Big Band
KOGUN—RCA APL1 -0468 (import)
LONG YELLOW ROAD—RCA JPL1 -1350
TALES OF A COURTESAN—RCA JPL1 -0723
with Marsh and Fischer
REPORT OF THE FIRST ANNUAL SYMPOSIUM

ON RELAXED IMPROVISATION—Revelation 17

not have taken otherwise. It convinced me 
that a liberal arts education is not only valid 
but necessary for most people since it 
broadens them out enough so that they can 
better see their total life picture. In my own 
teaching I want to project that. It isn’t enough 
just learning how to be a musician. You’ve got 
to learn how to be a human being, a business
man, how to communicate.”

With outstanding academic and performing 
achievements behind him as an undergradu
ate, Gary decided to stay at K.U. and pursue a 
Masters degree. It was at this time that Gary 
also started to seriously consider a career as a 
professional musician. “After I entered gradu
ate school, 1 came into contact with Stan Ken
ton. When 1 met him he said, ‘Send me a letter 
and tell me what you’re doing.’ I did and ten 
days later 1 got a short note back from him. It 
really impressed me that this person whose 
name I knew and music I admired took the 
time to respond. Even though he wasn’t in a 
position to help me out with a job, he was in
terested and supportive. He bolstered my de
sire to be in music and he confirmed my 

< thought that if 1 was ever going to have any ex- 
posurc or do anything better than what I had, 

3 I had to probably make a move. So even 
though 1 was caught up in the academic life, I 

§ thought I’m never going to know if what I’m 
1 doing stands up against the highest standards 

unless I go out and stand next to and measure 
myself by them. Peg [Gary’s wife] was com
pletely willing to leave what we had estab
lished in Kansas. So we came to Los Angeles.”

Gary’s ability to adjust to new circum
stances and new music is evident not only in 
his varied playing accomplishments, but in his 
attitude as well. “I had something together at 
K.U. but when 1 got here 1 had nothing. 1 
didn’t know anybody. And I wasn’t able to 
compete in the performance end of it because 
1 had limited skills in certain things such as 
doubling. I was a more than decent clarinet 
player but there was no market for that. I 
could get into as many community sympho
nies as I wanted because they were glad to 
have me. But they didn’t pay any money and I 
wanted to be a professional player. So one of 
the first things 1 realized was the importance 
of really learning flute. And even though 1 
kind of hated to start in on a new instrument, 1 
began to study the flute.”

As Gary’s understanding of the Los Angeles 
music scene grew, so did his commitment to 
flexible goals. “It was a shock to see what the 
real picture was, a shock which caused me to 
readjust my goals. I think we’re always look
ing for other goals, but it’s amazing how you 
track toward one at a time. After a while you 
see that it isn’t particularly realistic for what 
you can do and what you know, and then you 
get another one that’s in a little bit different 
direction. Life is a constant readjusting. And 
if you don’t have that flexibility, I guess you 
just don’t do it.” co
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TA he Monterey Jazz Festival, a healthy 19 
years old, honored this country’s 200th birth
day this September by presenting a retrospec
tive of American big band music. The Olym
pia Brass Band from New Orleans was the 
weekend’s point of departure, and the music 
of Fletcher Henderson, Jimmy Lunceford, 
Duke Ellington, and Count Basie followed. 
By Sunday night the Festival had brought it
self up to date with the fusion band, Matrix, 
and a final rousing set by the frequently mod
ernistic Toshiko Akiyoshi—Lew Tabackin 
Big Band. Of course, the Festival’s seasoned 
soloists (Dizzy Gillespie, Clark Terry, Cal 
Tjader, Paul Desmond, "Sweets” Edison, John 
Lewis, Helen Humes, and others) were sprin
kled throughout for those with a taste for the 
familiar.

If the Festival lacked anything, it was a 
clear definition of its intent to be educational 
as well as entertaining. Though the program 
obviously (to those who already knew) re
flected jazz history, too little was made of this 
fact from the stage, and many of the recrea
tions simply sounded dated. It is ironic, in 
fact, that the desire to educate was left back- 
stage, so to speak, because that was the Mon
terey Jazz Festival’s original impetus and re
mains its financial raison d'etre. “The festival 
was organized as a non-profit corporation 
with the idea of raising funds for musical edu
cation,” explained co-founder, general man
ager, and emcee Jimmy Lyons. “Therefore, we 
have a chair with a horn resting on it as our 
logo—The Chair of Jazz.”

Though the first festival did not occur until 
1958, Lyons had been discussing the idea of 
“getting jazz out of the smoke-filled rooms” 
(perhaps into a smoke-filled arena) since ’48 
with the late journalist and record company 
(Fantasy/Prestige/Milestone) executive, 
Ralph J. Gleason. At the time, Gleason was 
editing the house journal for an insurance 
company and Lyons was a jazz deejay for sta
tions KNBC (now KNBR) and KGO in San 
Francisco. When Lyons left the city for the al
ternately rocky/sandswept coastline of the 
Monterey Peninsula in '53, he realized he’d 
found fertile ground for planting his ideas. 
Gleason agreed and acted as the Festival’s of
ficial advisor (and, as Lyons is fond of empha
sizing, “its most severe critic”) for its first 
years.

“We had no big money man, like Newport,” 
Lyons has said, "and everybody went for the 
small loan approach. We picked . .. the busi
nessmen who’d have an interest in fresh mon
ey, restaurants, motels.” With 67 loans of 
$100 each in its account, the first MJF opened 
16 □ down beat 

with the makings of a grand finale: Gillespie, 
Mulligan, Rollins, Roach, the MJQ, Brubeck, 
and Billie Holiday; yet they managed to sneak 
by after expenses with $600 as an “ante” on 
next year’s gamble. The $600, incidentally, 
was not taxed because the Festival, as an edu
cational corporation, enjoys tax-free status. 
The gamble was taken and has been paying off 
ever since, with the exception of 1964 when, 
PR Director Ernie Beyl admits, “we spent 
money like a bunch of drunken sailors.” Now, 
with an average gross income of $170,000, the 
festival nets an average of $18,000 after ex
penses. Its best year was ’75, which saw a 
$43,000 profit.

In keeping with IRS standards, the MJF is 
entitled to maintain a certain percentage of its 
profits in a reserve fund (“Festival is big busi
ness,” commented executive secretary Mer
cedes Bradley, “and you can’t operate out of a 
shoe box”), but in its profitable years, the 
MJF has dispersed nearly $200,000 in the in
terest of music (usually jazz) education.

It is the Committee on Grants and Scholar
ships, headed by a local physician, Dr. Joe 
Turner, which allocates these funds, though, 
curiously, there are no musicians or music ed
ucators in its ranks. According to Dr. Turner, 
however, there is no need for that expertise 
because the committee “passes judgment on 
proposals, but we don’t draw them up or seek 
them out.” Records available show that since 
1961 the largest single beneficiary of the 
MJF’s largesse has been the music department 
of the Monterey Peninsula College—to the 
tune of $58,000; the Monterey County 
Symphony, $22,000; the Lyceum, a program 
for gifted children, $23,000; the Monterey 
Peninsula Unified School District, $7,000; 
jazz camp scholarships, $3,000 prior to 1971 
and afterwards awarded through the Monterey 
Peninsula College grants; the Pacific Grove 
School District. $1,500; and $20,000 has 
been distributed among miscellaneous pro
grams from the Carmel Bach Festival to the 
Asilomar Jazz Workshop and the Duke El
lington Fund.

Three more of the MJF’s projects deserve to 
be singled out, and the most important and 
conspicuous of these is the California High 
School Jazz Band Competition, which has re
ceived over $36,000 since its initiation in 
1971. As these students assuredly benefit from 
the week of rehearsals and the opportunity to 
perform with virtuosi, they repay the festival 
in kind by providing a Sunday afternoon con
cert which is often the most exciting of the 
five shows throughout the weekend. While the 
seasoned veterans often rely on proven crowd

pleasers or take a too-casual attitude towards 
their audience, chairwinners in the all-star 
band bring a genuine rush of enthusiasm to the 
stage and usually perform original music. The 
same is true for the Oakland Youth Sym
phony, the winning combo (this year from 
Berkeley High School) and the winning big 
band (Reseda High School). The students’ ex
penses, those of the contest adjudicators, and 
rehearsal time are paid for by the Festival’s 
grant money.

The Ralph J. Gleason Memorial Fund 
Award (of which this writer is a proud recip
ient) is a significant departure from the MJF’s 
style because the grant ($1,000) is designed to 
support the jazz-related project of a non-musi- 
cian. Though this award is considered “an
nual,” it may go begging for outside contribu
tions in its third year, since continued subsidy 
by the Committee on Grants and Scholarships 
is not automatic.

The Norman Granz Scholarship Fund, es
tablished in 1972, may be the most curious 
case of all. Designed to support a practical 
learning experience (going out on the road 
with a big band) for a young musician, five 
years worth of scholarship money ($5,000), 
has never been awarded. “The money’s in the 
bank earning interest,” Lyons admitted. 
Granz has stipulated that Lyons and MJF Mu
sical Director John Lewis are to choose the 
recipient, but, according to Lewis, there have 
been no recipents because “Norman’s guide
lines stipulate that the young musician should 
not be going to school.” In fact, Lewis im
plied that the concept of this scholarship fund 
may be obsolete. “The only real music educa
tion that existed before was on the road,” he 
recalled, “but that’s changed now. I don’t 
know if Norman realizes that there really is a 
good jazz education in an academic environ
ment, and it’s too hard to find someone quali
fied who’s not going to school. Anyway, 
$ 1,000 isn’t enough to send someone on the 
road today, not for long enough to learn.” Re
markably, Granz has never been asked to re
vise his guidelines. (Granz could not be reached 
for comment before press time.)

Not surprisingly, most of the profits real
ized by the festival are channeled back into 
musical programs located on the Monterey 
Peninsula. In fact the corporation’s bylaws 
limit educational support to projects ap
proved by the Committee, all of whose mem
bers are from the local community. The Com
mittee’s approach, though, has grown less pro
vincial over the years. In 1969 Lyons was able 
to initiate the All-Star Band and High School 
Big Band competition for which students from 
all over the state are eligible. Neither the two 
year old Gleason Fund nor the (unawarded) 
Granz Award require that recipients work or 
reside on the Monterey Peninsula.

However, it does not appear that the 
horizon will expand any further. As Commit
tee chairman Turner explained, “There’s a 
limit because each performance can only seat 
7,000 and the programs our profits support are 
pretty much constants.” In short, the MJF 
can’t make much more than it does already, 
and most of what they do is accounted for.

“I’ll admit, as far as contributing to jazz ed
ucation goes, we are limited,” Lyons con
cluded, “but I’m satisfied to the extent that 
we’re the only ones doing anything in that 
area.”

(Concluding Note: The writer thanks the 
MJF staff for making many of their financial 
records available for this story.) db
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The Strongbox.
JBL took its K series loudspeakers and put 

them in an airfreight-proof, weather-proof, idiot
proof thermoplastic case.

No more crating. No more uncrating. The 
enclosure is the crate. (It even has built-in carry
ing handles and suspension holes.] Four fasteners 
on an optional, removable thermoplastic cover 
are all that’s between you and the music.

The Strongbox comes with two different 
line arrays:

The 4681. Four JBL K-110 10-inch extended 
range musical instrument loudspeakers. Yours 
for $951.

The 4682. Four K-110's plus two 2402 high 
frequency ring radiators and a dividing network. 
$1047 American.

Both will take all the 300 watts RMS you 
want to give them.

Save the family jewels! Get a Strongbox.

•JBL



HERBIE HANCOCK_________
SECRETS—Columbia PC 34280: Doin' ll; Peo- 

pie's Music; Canteloupe Island: Spider; Gentle 
Thoughts; Swamp Rat; Sansho Shima.

Personnel: Hancock, electric and acoustic piano, 
Clavinet; Bennie Maupin, soprano and tenor sax, sax- 
ello, Lyricon, bass clarinet; Wah Wah Watson, guitar, 
sythcsizer, voice bag (track 1), bass; Ray Parker, gui
tar; James Levi, Janies Gadson (track 1) drums; Paul 
Jackson, bass; Kenneth Nash, percussion; James Gad
son, Art Baldacci, Fred Dobbs, Don Kerry, Chris 
Mancini, background vocals.

★ ★
Now, dudes and stone foxes, for your listen

ing enjoyment, we present the Herbie Han
cock funk machine! Find a groove, stick to it 
for seven minutes, integrate the proper 
amount of sufficiently chic (but not too spacy) 
African percussion instruments and you’ve got 
it; the record promo man’s dream. Jazz-“pro- 
gressive”-r&b across the board airplay; 
enough reorders to keep the sweat dripping 
from foreheads of shipping clerks in record 
warehouses, sold-out concerts, another star in 
the catalogue, another soul for the church.

Only the most ingratiating of folk would see 
merit here. Ironically, the one who keeps this 
thing in artistic limbo is none other than Han
cock himself. Come on, man. Haven’t we had 
enough of those cutesy little jiveass staccato 
Clavinet figures, endlessly repeated electric 
piano hammerings replete with echoplex? 
Doin’ It is definitely the pits; in an obvious at
tempt to be the K.C. and the Sunshine Band of 
this higher level of kultur, Mr. Hancock has 
“composed” a track almost exclusively com
prised of the deja-vu obnoxious tonal gremlins 
of funk-cliche, a march of the modal foot 
soldiers. Sure, there’s the obligatory mid-tune 
shift—usually consisting of a simple key ele
vation of one octave with the same lumpish 
licks protruding throughout.

With the notable exception of Bennie Mau
pin, most of the lesser names on this disc are 
similar partners in crime. As on the bump- 
amania disks, the obligatory “cosmic” ditties 
such as Gentle Thoughts find a totally compla
cent, metronomic rhythm section, content to 
overlay oft-heard trivialities underneath Her
bie’s Grade C tripe. In other incarnations, 
Nash and Parker have been creative, but when 
you are hired to play for someone of Han
cock’s stature, you do what he wants. Ain’t no 
different than a Tammy Wynette session.

There’s one saving grace here. Maupin. He’s 
obviously trying his noblest to do something 
creative within the restricted format. His sax 
solo on Sansho Shima is quite uplifting, reveal
ing the tonalities and conviction of one of our 
great woodwind artists. Yet, just like the teen
age queen whose parents keep her locked in 
the attic, Maupin must seemingly play only 
when the Master gives his consent. Tiny 
aborted eight-bars and occasional flashes of 
18 □ down beat 

contrapuntal bleats are all he’s allowed in 
most cases. If Hancock played more (rather 
than opting for honorary membership in the 
piano tuner’s union) and Maupin was not 
aborted every time he wanted to make a 
statement, then the Hancock band, despite its 
“spiritual” pretentiousness, would have 
enough musical credibility to be significant.

—show

GARY BURTON
DREAMS SO REAL—ECM 1-1072; Dreams So 

Real; Ictus/Syndrome/Wrong Key Donkey; Jesus 
Maria; Vox Humana; Doctor: Intermission Music.

Personnel: Burton, vibraharp; Mick Goodrick, 
electric guitar; Pat Metheny, electric 12-string guitar; 
Steve Swallow, bass; Bob Moses, drums.

★ ★ ★ ★

In reviewing Ring, a previous album by the 
Burton Five (then, with guest Eberhard 
Weber), db’s Herb Nolan concluded: “An al
bum such as this ... demands much from both 
musician and listener.” The same is true of 
Dreams So Real, which presents interpreta
tions of Carla Bley’s compositions.

But unlike Ring's aura, Dreams does feature 
some flashes of color; Bley is not always the 
uncompromising tunesmith her Watt albums 
suggest. Such mild contrast suits this band, 
which on Dreams finds its metier, a happy 
medium between the broadness (to my ears) of 
The New Quartet and the brooding of Ring. 
Even more striking, though, is how complete
ly the group fulfills the obvious technical 
challenges of Bley’s subtler-than-subtle com
positions. Typical is Doctor, where Burton’s 
statement (which is head? which is solo?) is so 
quickly shifting I always lose track. Only 
Jesus Maria and the title cut set a different 
pace; we often hear one richly felt note of 
Burton, the record’s wholly dominant soloist, 
for every note of Bley, in exquisite shadings 
and overtones. (Again, Bley is not as dour a 
writer as her rep; Barry Manilow’s swelling 
arrangements could strike gold with the title 
track’s changes.) Finally, though the always 
melodic, note-choosy Goodrick and the low- 
profile but thoughtfully steady Moses shine 
throughout the album, the best and most ex
tensive solos on the date happen on Ictus/Syn- 
drome/Donkey, where Metheny and Burton get 
a chance to swing and Swallow contributes 
the still-distinctive phenomenon of an electric 
bass spot.

But why one less star here than Nolan gave 
Ring? Well, though Dreams sounds perfectly 
realized, it sometimes shows the Burton/Bley 
vision as breathing cold in its structural gam
bits, “demanding” more than it warmly gives. 
Test: see if Intermission Music doesn’t thus 
lack a communicative base. —rozek

OLIVER LAKE_______________
NTU: THE POINT FROM WHICH FREEDOM 

BEGINS—Arista/Frecdom AL 1024: Africa; 
Tse'lane; Electric Freedom Colors; Eriee; Zip.

Personnel: Lake, alto sax, soprano sax, flute, small 
instruments; Baikida E. J. Carroll, trumpet, small in
struments; Floyd LeFlore, trumpet, small instru
ments; Joseph Bowie, trombone, small instruments; 
Richard Martin, guitar; John Hicks, piano; Clovis 
Bordeaux, electric piano; Don Officer, bass guitar; 
Charles Bobo Shaw, drums; Don Moye, conga.

★ * * ’/2
Some of St. Louis ’71: the liner poem sig

nifies a mixed bag—“PUT ALL MY FOOD 
ON THE SAME PLATE!” The range is ex
tended, the depth somewhat shallow, but the 
collection serves as eloquent testimony from 
musicians who don't wish to be bound to the 
words jazz critics have ready for them.

Africa would have been a controversial per
formance in 1961, when its first cousin, the 
Coltrane Africa Brass, was developed. In 
1976, it’s an energetic performance, worthy of 
its lineage, boasting an excellent open trum
pet solo. (Carroll or LeFlore? No individual 
credits are given.) Tse’lane shares Africa's ac
cessibility, light and lyrical in theme. John 
Hicks’ otherwise lovely piano is unpleasantly 
out of tune and the selection is further marred 
by Martin’s mediocre Wessing and a rather 
abrupt fade-out. But it establishes an amiable 
mood nonetheless.

Side two is of a piece, beginning with Elec
tric Freedom Colors, cleanly recorded and fea
turing a better guitar performance by Martin. 
It’s out there, but certainly no further than a 
lot of Electric Ladyland or Pink Floyd. Eriee 
hints at textural sophistication, showing the 
Chicago influence. But it doesn’t sustain, de
veloping histrionically into Zip, not the most 
convincing collective improvisation I’ve ever 
heard.

There’s something for everyone here, even 
the fans of Earth, Wind and Fire and Osibisa. 
Had the free sections been handled with more 
care, I could have strongly recommended it to 
the uninitiated in free music as a comfortable 
road outside. All things considered, it stands 
as a fine collectors' item, friendly, confident 
work from strong, unconfined spirits.—mitchell 

QUIRE ~
QUIRE—RCA BGL1-1700: Blue Rondo A La 

Turk; Misty; Ain't Misbehavin'; Django; Take The A 
Train; Honky Train Train; Lullaby Of Birdland; Waltz 
For Debby; Teach Me Tonight; Dancers In Love; Body 
And Soul.

Personnel: Christiane Legrand, Claudine Meunier, 
Jose German, Michel Barouille, vocalists; Christian 
Chevallier, vibes; Francis Lemauger, guitar; Chris 
Lawrence, Guy Pederson, bass; Martin Drew, Daniel 
Humair, drums.

★ ★ ★ * ★

SWINGLE II_________________
RAGS AND ALL THAT JAZZ—Columbia PC 

34194: Easy Winners; Solace; Kansas City Stomps; In 
A Mist; Elite Syncopations; Alligator Crawl; Heliotrope 
Bouquet; Chicago Breakdown; Grandpa's Spells; Weep
ing Willow.

Personnel: Olive Simpson, Catherine Boff, Carol 
Hall, Linda Hirst, John Potter, Ward Swingle, John 
Lubbock, David Beavan, vocalists; Patrick Gowers, 
keyboards; Allan Walley, bass; Tony McVey, drums.

TONY RIZZI_________________
TONY RIZZI & HIS FIVE GUITARS PLUS 

FOUR PLAYS CHARLIE CHRISTI AN—Millagro 
Records MR 1000: A New Baby; Rose's Room; I Sur
render; He’s Got Riddutn; Breakfast Food: Frying 
Home; Anything But Love; Three For Two.

Personnel: Tony Rizzi, Tim May, Mike Rosati, 
Jimmy Wyble, Grant Geissman, guitars; Pete Christ
lieb, tenor sax; Tom Ranier, piano; Tom Azarello, 
bass; John Periett, drums.

Here are three albums that ask the musical 
question: Can a jazz classic of 35 and over 
find credibility in the repertoire of a large, 
contemporary and often alien orchestrated 
ensemble?

Not everyone will agree on the answer. 
When Supersax put out its first helping of har
monically puffed up Parkerisms, people who 
write about such things were instantly divided 
into irreconcilable camps—purists and revi
sionists—in much the same manner (if not ex
tent) as the original Parker initiated the cele
brated squabble between the mouldy figs and 
the modernists.

The essential question raised by Supersax is
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this: is jazz improvisation a purely performing 
art? Or is it a compositional form as well? 
Prior to Supersax, most had assumed that jazz 
composition stopped with the big band or the 
vast number of elementary “originals’ usually 
based of established chord changes. Nobody 
really considered the actual improvisation as 
composition. Which is to say, frankly, that 
nobody took it very seriously as music. It was 
a spontaneous performance, inseparable from 
its moment and its performer. The moment, in 
many cases, was secured to posterity by the 
record. As they accumulated over the years, so 
did a tradition and an aesthetic. It outlasted 
the performers themselves, who have proved 
precariously mortal in recent years. But as the 
giants have passed, their music has remained a 
challenge both to listeners and, more impor
tant, musicians. These three records are in
teresting explorations of that challenge.

The first and finest is by Quire, a group of 
four voices brought together by charter 
Swingle member Christiane Legrand. They 
treat not merely titles but performances. A 
group of records (some better than others) 
stretching as far back as 1929 (the Victor Mis
behavin' by Waller) have been totally disas
sembled note for note and meticulously re
constructed by an extraordinary quartet of vir
tuoso instrumentalists, except that their in
struments are their voices. Other than that 
nothing has been changed from the originals, 
no harmonies added, no textures thickened, 
no words imposed. Single notes remain single. 
Chords remain chords. Tempos are metronom- 
ically accurate. The stunning results not 
only confirm Quire’s remarkable musician
ship, but, more importantly, the essential 
validity and substance of improvised compo
sition.

Ellington’s raggy arpeggios on A Train are 
captured in all their casual elegance. His half 
steps on Dancers In Love from Perfume Suite 
hurtle down the staff as every quirk and tweak 
of the original finds a counterpart in the extra
ordinary technology of this amazing and inno
vative group. Blue Rondo and Django (from 
the MJQ Prestige version) provide heady ma
terial as well. Even where the originals are not 
the most interesting (Birdland by Shearing, 
Misty and Teach Me), their treatment here puts 
them in a delightful new perspective. Recom
mended without qualification.

The intent of Swingle II is a bit different. 
The composed works of Joplin and Morton 
dominate the program, but no attempt is made 
to literally translate from a specific perform
ance. Morton’s Chicago Breakdown and 
Waller’s Alligator Crawl are treated as songs 
and borrow nothing from the famous Hot Five 
versions by Armstrong. In A Mist is performed 
a cappella, but otherwise reflects none of the 
tempo changes of the Beiderbecke original. 
All well and good.

But whereas Quire has respected the instru
mental integrity of its repertoire, Swingle II 
has forced words upon the notes. And nothing 
resists the objective discipline of ideas and 
language so much as the blithe, emotional ab
stractions of instrumental jazz composition. I 
still cringe with embarrassment whenever I 
think of Eddie Jefferson’s banal vocalese on 
Coleman Hawkins Body And Soul. Even 
Twisted, the classic of this genre, still sounds 
like a shotgun mating of words and music, 
whether by Annie Ross or Joni Mitchell.

The words in this case are by Tony Vincent 
Isaacs. An effective blend is achieved only on 
Joplin’s haunting Solace (retitled The Wander-
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er), whose roots in the D Flat Nocturne belie 
the composer’s ambition to become the 
American Chopin. Although the renderings 
are spotlessly immaculate and full of delicate 
dynamics and buoyant textures, the graceful 
contours of the base material aren’t enhanced 
by the verbiage. To end on a high note, 
though, the cover art is a masterpiece of frac
tured history.

Tony Rizzi’s five guitars do for Charlie 
Christian what Med Flory’s five saxes did for 
Parker. They do it well, but there are prob
lems. The rhythm section is stiff and undis- 
tinctive, for one. But then so are most rhythm 
sections. The side one label appears on side 
two, and vice versa. But that’s just a produc
tion bug. As for the ensemble itself, it’s clean, 
precise, richly voiced and softly swinging. It 
attacks the lines with even balance for a sound 
that tames the aggressive bite that often reared 
up in Christian’s work. This is startlingly evi
dent in comparing Riddum to its original 
counterpart, I Got Rhythm, from the Colum
bia Solo Flight album (G 30779). The ideas are 
all there, but without the demonic intensity of 
the original.

Yet this is a successful venture. If the inter
pretation isn’t a carbon copy of all the origi
nal shadings and emphases, that’s hardly the 
point. Inherent in the concept of composition 
is the license to interpret.. And the works of 
Christian contain a wealth of masterful ideas 
and originality. Hearing them played as quin
tets is nothing short of thrilling.

Aside from the music, which is stimulating 
and exciting, there is an ethical matter here. 
Where does Rizzi get off hogging composer 
credit for whole choruses based note for note 
on Christian performances? In the past, im
provised phrases or riffs have been picked up 
by others and synthesized into a published 
tune. A Cootie Wiliams phrase in the original 
Rockin' In Rhythm, for example, was plucked 
out of context by Harry James, who turned it 
into Peckin'. But here we are dealing not with 
fragments but fully developed musical struc
tures. It’s not that the new titles are transpar
ent plays on standards like Tea For Two and / 
Found A New Baby. Nobody can copyright a 
chord change. But when an improvised solo, 
with a strict sense of form and conceptual di
rection, is recorded and released, yet not con
sidered published music, the potential for 
wholesale melodic looting is both vast and 
legal. As the improvisation-as-composition 
trend grows, an enormous wealth of music be
comes vulnerable. It’s something to think 
about, ASCAP and BMI. —medonough

ARCHIE SHEPP
DOODLIN’—Inner City IC 1001; Sweet Georgia 

Brown; Doodlin'; Invitation; If You Could See Me Now; 
Worried About You; More Than You Know; Coral 
Rock.

Personnel: Shepp, piano, Al Shorter, fluegelhom; 
Bob Reid, bass; Muhammed Ali, drums.

This late ’60s date catches saxophonist 
Archie Shepp behind the piano. Recorded in 
France, Shepp says: “Some of it was taken 
down when we were just experimenting, fool
ing around, in the studio.” The title Doodlin ’ is 
therefore quite apropos. The music is warm, 
intimate and informal. But, in addition, there 
is Shepp’s intense exploratory nature at work, 
testing, fragmenting and reconstructing. Ulti
mately, this is a page from Shepp’s pianistic 
sketchbook, a page which reveals much about 
his musical background and future.

Archie’s keyboard influences include Duke

What makes Hubert Laws 
so special?

On his debut Columbia album, flutist Hubert Laws 
has drawn upon all of his vast musical experience 
to create a contemporary classic—a startling, 
original version of Tchaikovsky’s “Romeo and 
Juliet.” And only a musician with Hubert’s 
credentials could even have attempted it.
As a jazz musician, he’s the most respected flute 
player around—for the past few years, he’s owned 
all the polls. And he’s gained respect in the concert 
hall too, by playing with the Metropolitan Opera 
Orchestra and the New York Philharmonic.
Now comes “Romeo and Juliet,” the follow-up to 
his highly successful “The Chicago Theme” album 
and the perfect vehicle to demonstrate that when it
comes to the flute, Hubert Laws 
is in a class by himself.

“Romeo and Juliet.” From 
quiet beauty to driving 
rhythm, Hubert Laws plays 
it all. On Columbia Records 
and Tapes.

Produced by Bob James—A Spirit Productions Inc. Project.

HUBERT LAWS
Romeo & Juliet

including:
Tryin' To Got The Footing Again 

Guatemala Connoction/Undecided 
What Are Wo Gonna Do?/Fortane
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Ellington, Horace Silver and Cecil Taylor. 
But just beneath the surface it is Thelonious 
Monk who looms largest. Listen, for example, 
to Sweet Georgia Brown and Doodlin’. The 
angular and jagged lines which make unpre
dictable stops and starts, the exquisitely shift
ing accelerandos and ritardandos, and the gal
vanic two-fisted tone clusters are among the 
prominent Monkisms.

However, there is also a lyrical and roman
tic dimension to Shepp’s pianistics. This as
pect is nicely represented in the standards by 
Bronislau Kaper (Invitation) and Vincent 
Youmans (More Than You Know). While 
Sheppean sunbursts occasionally dazzle, these 
beautiful tunes bring out a movingly tender 
and warm impressionism.

Aside from telling us something of Shepp’s 
roots, Doodlin' also marks a new path for 
Shepp as a pianist. The liner notes by Nat 
Hentoff suggest that Shepp is actively pursu
ing this end. Furthermore, Archie says: “In 
time, I would also like to use the piano in a 
larger context, an orchestral context.”

While this is an important footnote in the 
career of one of this country’s distinguished 
artists, the album has its problems. In the ma
jority of the tracks, Shepp’s piano is coupled 
only with Reid’s bass. Unfortunately, Reid 
lacks the drive, imagination and musicality to 
keep pace with Shepp. Technically, volume 
levels fluctuate, tracks are abruptly cut off, 
and the bass is poorly recorded. —berg

FREDDIE HUBBARD________
WINDJAMMER—Columbia PC 34166: Dream 

Weaver; Feelings; Rock Me Arms; Touch Me Baby; 
Neo Terra (New Land); Windjammer.

Personnel: Hubbard, trumpet and fluegelhom; 
Gary King, bass; Steve Gadd (track 6), Andy New
mark (1,2, 4), Chris Parker (3, 5), drums; Steve Khan 
(3,5,6), Richie Resnicoff (3,5), Dave Spinozza (1,2, 
4), Eric Gale (1, 2, 4), Jerry Freidman (3), guitars; 
Ralph MacDonald, Ray Mantilla (6), percussion; 
Bob James, keyboards, arrangements; George Cables, 
keyboards (3, 5, 6): Mike Brecker, tenor; Hubert 
Laws, Bute; Wally Kane, bassoon and flute; George 
Marge, alto flute, oboe, and english horn; Phil Bod
ner, alto flute; Jon Faddis, Marvin Stamm, Bernie 
Glow, Lew Soloff, trumpets; Dave Taylor, Alan 
Raph, bass trombone; Wayne Andre, trombone; Max 
Ellen, David Nadien, Emanuel Green, Harry Cyk- 
man, Charles Libove, Harry Lookofsky, Max Pol- 
likoff, Paul Gershman, Matthew Raimondi, Richard 
Sortomme, violins; Alfred Brown, Emanuel Vardi, 
violas; Charles McCracken, Jesse Levy, celli; Patti 
Austin, Vivian Cherry, Gwen Guthrie, Zach Sanders, 
Frank Floyd, singers.

★

Bob James’ production of Maynard Fergu
son’s recent Primal Scream LP gave the trum
peter his biggest album sales; Columbia, the 
label involved, had to be pleased. Here, obvi
ously seeking similar success, they align James 
with Freddie Hubbard. And Windjammer may 
prove to be Hubbard’s largest seller. But it is 
already the most inappropriate record he’s 
ever made.

Yet you know, I didn’t mind Scream. There, 
James left one track open for Ferguson amidst 
a weighty, studio-anonymous setting, and the 
gambit suited Maynard’s brash, one-dimen
sional schtick. Here, using the same format, 
James cloaks Hubbard’s subtler style in super
ficially concurrent colors. But his pop/r&b ar
rangements are otherwise irrelevant to a jazz 
soloist, particularly one of Hubbard’s capabil
ities. Brief moments of exception occur only 
on Feelings, where James clears the way for 
Hubbard to sensitively essay a ballad, and Neo 
Terra, on which Freddie blasts some upper
register work over a vague montuno; these are 
spurts of challenge’s fine tension, but else

where Hubbard gives an understandably flac
cid performance.

Postscript: in a recent interview, Hubbard 
was asked if, allowed artistic freedom of 
choice, he would play the music he’s now 
playing. Freddie said no. —rozek

EARL KLUGH
EARL KLUGH—Blue Note BNLA-596-G: Las 

Manos De Fuego; Could It Be I'm Falling In Love; An
gelina; Slippin' In The Back Door; Vonetta; Laughter 
In The Rain; Waltz For Debby; Wind And The Sea.

Personnel: Klugh, acoustic and electric guitars; 
Dave Grusin, Fender Rhodes, acoustic piano, synthe
sizer and misc. percussion; Lee Ritenour, electric gui
tar; Charles Meeks, bass; Louis Johnson, bass (tracks 
1 and 4); Harvey Mason, drums and percussion; 
Laudir De Oliveira, percussion; Ray Pizzi, soprano 
sax; Pete Christlieb, tenor sax and flute; Jerome 
Richardson, baritone sax and flute; Chuck Findley, 
trumpet and fluegelhorn, Oscar Brashear, trumpet 
and fluegelhom; Garnett Brown, trombone.

* * * 1/2

After George Benson’s landmark White 
Rabbit album, recorded five years ago, it has 
nearly become cliche to say of every subse
quent Benson release, “Well, it’s no White 
Rabbit, but it’s okay.” The unsung hero of that 
venture, the participant whose performance 
and style affixed the affair with its noted mel
lifluous personality, even more than Benson 
or arranger Don Sebesky, was classical guitar
ist Earl Klugh. Benson found in Klugh an 
ideal foil with similar affections for rhythm ’n’ 
blues and Wes Montgomery, while Sebesky 
found a resilient classical sensibility, well 
suited for Don’s benignly grandiose schemes. 
Later, Klugh joined Return To Forever for a 
brief spell, attempting to realize either his am
bition or duty as an electric guitarist, but he 
always seemed truly at a loss in that role.

Fortunately, Earl has renewed his commit
ment to the classical guitar as primary instru
ment in his recent Blue Note solo debut, and, 
in tenor, mood, and scope, it’s a reasonable 
approximation of White Rabbit. The same ob
durate sense of arrangement—lush, crowded, 
and firmly plotted—is at work here, courtesy 
of Dave Grusin, and the opening Las Manos 
De Fuego deliberately parallels Rabbit's over
ture with a mounting, martial cadence, a roll
ing liquid bass line, and Spanish-flavored 
horns. But where Sebesky keenly employed 
seemingly non-compatible elements for strik
ing and consistent effect, Grusin succeeds 
only in weaving a pleasing yet predictable tex
ture from strings and electric piano, too often 
circumventing Klugh’s better instincts.

Melodic interpretation would seem to be 
Klugh’s strong point. Witness his sensitive 
reading of Waltz For Debby, and the amicable, 
low-key disco renditions of Could It Be I’m 
Falling In Love and Laughter In The Rain, al
though his own Vonetta is unquestionably the 
album’s finest moment. Like Benson, Klugh 
favors crowded runs up and down the scale, 
interspersing arpeggios with complex phrases, 
sliding chords, and a biting, snapping attack, 
noticeably less logically linked than Benson’s 
own exemplary, fluid improvisations.

Earl Klugh isn’t one of this year’s more 
monumental releases, but simply, like Ben
son’s undeservedly critically maligned Breez
in', one of the more congenial entries.

—gilmore

IRA SULLIVAN_____________
IRA SULLIVAN — Horizon SP-706: Old Hun

dredth; Jitterbug Waltz; Purples, Violets And Blues; 
Portrait Of Sal La Rosa; Finlandia; Dove; Slightly 
Arched/Spring Can Really Hang You Up The Most; My 
Reverie.
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Sometimes it pays not to follow tradition. We didn’t when we

>0646

• Another Quality 
Product Iron, Norlin

For the new Gibson catalog, send S1.75 for postage & handling to: Norlin Music-Advertising. 7373 N. Cicero Ave., Lincolnwood. Illinois

designed our new basses. We just followed the advice of every good 
bass player we could find.

As a result, we’ve satisfied the best—the Doobie Brothers, Chicago, 
Jack Bruce, the Electric Light Orchestra, Elton John’s band, 
Greg Lake and so on. ;

Take the Ripper and G-3 —two of many amazing basses. The sounds 
that come from those heavenly new bodies are clean and clear. And, to use 
hi-fi language, they have presence and definition. The action is fast, effortless, 
flawless—legendary Gibson guitar action. You can actually play lead guitar lines 
with these basses. It’s going down that way on records right now.

We didn’t just engineer a sound into these basses. We engineered several. The 
G-3’s humbucking and non-humbucking pickups combine to let you choose from a 
funky fundamental tone, a brilliant lead guitar sound, or a mellow full frequency response 
The Ripper’s Super Humbuckers respond to four distinctively different sound settings.

We’d love to tell you about the Grabber bass, the Les Paul Triumph, the Signature and 
a few more. They come highly recommended. Try a few out and see what fits you best.

They haven’t been hanging around for fifteen or twenty years. The new Gibson j 
basses aren’t your standard bass in any way. But, they’re obviously setting the new 
bass standards today.





Our 2600 Synthesizer 
is thefine ARP ofmusic. 
Ask Joe Zawinul.

Producer, composer and keyboard 
artist Josef Zawinul is the co-founder and 
driving power behind Weather Report, 
generally acknowledged as the most 
influential jazz group of the decade.

Since 1971, Zawinul has played 
ARP 2600 synthesizer on such memorable 
Weather Report albums as "Sweet- 
nighter," "Mysterious Traveler," and 
"Black Market,” with musicians like 
Wayne Shorter, Billy Cobham, Airto and 
Miroslav Vitous. He and his two ARP 
2600s have toured the world, performing 
in thousands of concert halls and jazz fes
tivals from Montreaux to Monterey.

"1 want orchestral sounds from a synthe
sizer; the kind of realism beyond imitation. 
1 can make the 2600 sound like Coltrane, just 
like Coltrane. . . or changed to soft, haunt
ing flutes. My first 2600, 'Eins,' is my soft 
synthesizer, with a clear, clean sound I have 
never heard on any other. 'Zwei,' my second 
2600, gives me a harder edge, so they are 
complementary."

Joe Zawinul's enchantment and 
musical success with the ARP 2600 
speaks favorably for the instrument's 
famous "human engineering" concepts 
and musical flexibility. The 2600 control 
panel permits fast visual and physical 
access to every synthesizer function. 
A musician can alternate between pre
wired connections for "live" work and 
patch cord over-ride for more complex 
studio sounds and effects. The combina
tions of electronic music functions are 
endless. And the inspiration provided by 
such unlimited sound potential cannot be 
translated into words —only music.

"Our sound engineer, Brian Risner, has 
built an unbelievable sound system for my 
ARPs. 1 run each 2600 through its own Echo
plex and phase shifter and get a brilliant 
sound. 1 don't like studio overdubbing, 
1 hardly ever do it, so it's easy to make my 
music sound exactly as it has been recorded. 
Having two ARPs lets me play one keyboard 
while I set the controls on the other. Lately, 
I’ve been inverting the keyboard, which is like 
playing upsidedown with my right hand, 
while I play rightside up chords with my left. 
It's a real head trip."

The ARP 2600 is the only synthesizer 
that has been thoroughly researched and 
documented. The ARP 2600 Owner's 
Manual is used by schools around the 
world as a guide to basic electronic music 
principles. ARP has also published a 
book of 100 control diagrams contributed 
and inspired by 2600 owners like Edgar 
Winter, Stevie Wonder, Bob James, Pete 
Townshend and others.

"1 have my own 'magic book' of sounds 
I've created on the 2600. Melody lines from 
'Black Market,' 'Scarlet Woman' and lots of 
music and sound effects from other albums 
I’ve done. I tape some nice stuff just playing 
around. With the 2600, you never have to 
listen to the same sound twice, if you don't 
want to."

As a performance instrument, as a 
studio instrument, the ARP 2600 synthe
sizer has no equal. Nearly every major 
college and university music department 
owns a 2600. Thousands of professional 
composers, arrangers and recording stu
dios work with them every day, as well as 
jazz, rock, classical and avant-garde 
musicians around the world. Like Josef 
Zawinul, they own an ARP 2600 not for 
the name, or the status it may bring, but 
for the pure and unlimited pleasure it 
brings to creating and performing music.

The ARP 2600 Owner’s Manual is 
a 102-page guide to electronic 
rnusicand the ARP 2600. If you 
would like a copy of the manual, 
send a check or money order for 
$6.00, plus50e for postage and 
handling, along with your name 
and address to ARP 2600, 
ARP Instruments, Inc., 
320 Needham Street, Newton, 
MA 02164. Allow 3 weeks for 
delivery.

ARP Instruments, Inc., 320 Needham Street, Newton, Mass. 02164 (617) 965-9700



Personnel: Sullivan, soprano and tenor saxes, flute, 
trumpet; Joe Diorio, guitar (tracks 2, 4, and 7); Tony 
Castellano (tracks 2, 7, 8) and Alex Darqui (tracks 3 
and 6), piano; Steve Bagby, drums (tracks 4 and 7); 
Joco Pastorious, acoustic bass guitar (track 4); Don 
Alias, congas (track 4).

After a ten-year hiatus from the recording 
studio, this Horizon release demonstrates that 
Ira Sullivan is alive and well in Miami. It also 
documents Sullivan’s decade-long evolution 
from a hard-swing, bop-based session player 
to an introspective, spiritual impressionist.

Each side commences with what essentially 
is a cali-to-worship. Old Hundredth, which is 
included in the 1556 edition of the Genevan 
Psalter, is movingly limned by Sullivan’s un
accompanied trumpet. For the second side, 
Sullivan creates an overdubbed soprano/ 
tenor/trumpet texture that successfully cap
tures the emotional essence of Sibelius’s prin
cipal theme from Finlandia. These introduc
tory mini-overtures, aside from their intrinsic 
musical value, effectively establish the eclec
tic and personal nature of Sullivan’s music 
and alert the listener to expect something 
other than a mere blowing session.

My favorite track is the Sullivan/Diorio/ 
Castellano performance of Fats Waller’s 
spunky Jitterbug Waltz. Polished yet spontane
ous, this little gem pulsates because of subtle 
dynamic shifts and rich contrapuntal inter- 
twinings. In particular, listen to the sudden 
upward chromatic whirlwinds set aloft by 
Ira’s charcoal-shaded soprano. Also impres
sive is the Dolph Castellano sketch, Portrait 
Of Sal La Rosa. The provocatively layered 
rhythms of Diorio/Bagby/Pastorious/Alias 
form a perfect backdrop for Sullivan’s soar
ing, floating flute lines.

Less satisfying are the two Sullivan/Darqui 
dialogues. While Purples, Violets And Blues 
features virtuosic improvisatory composition 
and an impressive array of soprano colors, the 
overly rhapsodic lyricism and sturm und drang 
keyboard rumblings come close to being an 
ersatz homage to 19th century romanticism. 
Dove sets a shimmering pastoral mood 
through the overlapping of delicate flute, so
prano and piano arabesques. It seems, how
ever, a too precious reworking of materials 
used by Debussy in Afternoon Of A Fawn.

In spite of these reservations, all of Sulli
van’s music deserves careful attention since it 
is the labor of a highly gifted, individual and 
uncompromising artist. Horizon producer 
John Snyder should be thanked for returning 
Sullivan’s music to our attention. —berg

ART ENSEMBLE OF
CHICAGO___________________

CERTAIN BLACKS—Inner City 1004: Do What 
They Wanna; One For Jarman; Bye Bye Baby.

Personnel: Chicago Beau, tenor sax, percussion, 
piano, harmonica; Julio Finn, harmonica; William A. 
Howell, drums; Lester Bowie, trumpet; Joseph Jar
man, Roscoe Mitchell, woodwinds; Malachi Favors, 
bass, percussion.

★ Vz
Six years ago, Chicago Beauchamp and 

Finn had the lousiest luck in recording. Per
haps aware of their own limitations and those 
of their drummer, Howell, they’d hire sidemen 
of Art Ensemble quality to join them on 
French LPs, only to be paid in devalued 
francs and then have their music issued under 
the sidemen's names. This is the American is
sue of perhaps the worst session ever to be 
credited to the Art Ensemble of Chicago (it’s 
been available for about four years in France). 
The temperamental clashes between the three 
rock-soul-blues players and the far more
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rhythmically liberated quartet are painfully 
evident: Finn’s art is one note repeated many 
times, the drummer mangles numerous at
tempts by the others to initiate free ensemble 
inventions, and C. Beau’s contribution, be
sides claiming composer credit for the first 
two tracks, is uncertain.

Bowie seriously attempts to assemble some 
order from the Wanna mess, wherein Jarman 
gets in some nice soprano sax licks, and Baby 
has some interesting Jarman tenor preceding 
Bowie’s thwarted creative foray. The essential 
spirit of the date is caught in the false endings 
of each side, particularly side one, wherein 
someone halts proceedings with, ‘‘That’s 20 
minutes, man, we got to watch what we’re do
ing.” As they say in gay Paree, das LP ist ein 
grosse rip-off. —litweiler

Nom ifc ÔILVEP DOTS
to beat 

the band.

Silver Dots dot the “i” in revolu 
tionary sound. Join the Drummer’* 
Revolution, today.

The revolutionary new drum 
heads from Ludwig.

Silver Dots make your drums 
sound like they’ve never sounded 
before. There’s a new crisp, dry 
clarity that can project you and 
your music into the spotlight. The 
sound of excitement. The Silver 
Dot™ has an exclusive mirror 
finish. The high-impact center 
circle dot that reflects lights and 
images, picks up colors... adding 
another chance at the spotlight.

Sound better and look great with 
Silver Dots, today. You’ll find them 
at your Ludwig dealer.

juaujiq
Ludwig Industries 

1728 N. Damen Avenue
Chicago, II. 60647

STEVE MARCUS/ 
COUNTS ROCK BAND

SOMETIME OTHER THAN NOW—Flying 
Dutchman BDL1-1461: Sometime Other Than Now; 
The New Sado-Masochism Tango (As Opposed To The 
Old.. . Which We All Knew And Loved So Well); The 
Rites Of Darkness; The Brown Rice Ooze; Nazca; Can
dles.

Personnel: Marcus, electric soprano sax, acoustic 
soprano sax (track 6); Steve Khan, electric guitar; 
Don Grolnick, electric piano, Clavinet, Arp pro solo
ist; Will Lee, electric bass; Steve Gadd, drums, gong, 
percussion.

Saxman Marcus is best remembered for his 
early ’70s association with Larry Coryell in 
Larry’s Forefront and the more cooperatively 
based Count’s Rock Band of that period. Now 
Steve Khan, as well as the rest of the Brecker 
Brothers rhythm section, has joined Marcus in 
this latest assemblage. Actually, the final 
product belongs as much, or more, to guitarist 
Khan as to Marcus. Khan composed all the 
tunes on the album, does almost as much solo
ing as Marcus (in fact, Khan’s guitar playing is 
consistently more distinctive than Marcus’ so
prano work), and even helped remix the final 
product. One wonders why Khan got such 
slight notice on the album jacket.

Marcus has always possessed the chops to 
blow in the big leagues, but he has never had 
the ideas to make him stand out from the 
pack. In this same highly electrified jazz-rock 
style, Marcus can't compete with the likes of 
Joe Farrell or Tom Scott, both of whom can 
compose as well as satisfyingly reinterpret 
other people’s material. Ironically, even on 
his own record Marcus is forced to take a 
back seat to the rest of the band, as Gadd, 
Grolnick, Khan, and especially bassist Will 
Lee grab the laurels.

The way in which Lee dominates the tem- 
po/meter change in the uninterrupted segue 
between Brown Rice Ooze and Nazca is only 
one example of his complete mastery of the 
music as well as his instrument. His full- 
bodied opening to the moody Rites Of Dark
ness and the way he forces Gadd to sweat in 
order to keep time in the quick paced title cut 
are other Lee highlights.

Something Other Than Now might be consid
ered a flexing of the muscles by one of New 
York’s tightest, most talented, session rhythm 
sections. While Khan’s writing is temporarily 
too close to the Brecker/Sanborn/Coryell 
gang of funk punks to stand by itself, look for 
him to find his own voice in the very near fu
ture. One of the least commercial tunes on the 
LP, Rites Of Darkness, demonstrates Khan’s 
ability to write imaginatively and evocatively. 
Nazca and Candles also display hidden com
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positional strength, Nazca for its rhythm sec
tion charts and Candles for its lyrical beauty. 
As for Marcus, his best playing is on the sole 
acoustic sax number, Candles. A gritty, buzz
ing horn tone in the intro and a light, carefree 
solo in the center comprise Steve’s only per
sonalized moments. —townley

Wove got the world on a string

The Ultimate in Strings & Picks, none finer.
For the Guitar. Banjo. Mandolin, Ukelele and Dulcimer.

For the names of the nearest quality music stores featuring 
D'Angelico Stringsand Picks, write D'Merle Guitars. Inc., 
P.O. Box 153. Huntington Station. N.Y. 11746.

D'Merle, successor to D'Angehco. New York.

PASSPORT
INFINITY MACHINE—Atco SD 36-132: Ju-Ju 

Man; Morning Sun; Blue Aura; Infinity Machine; Osti- 
nato; Contemplation.

Personnel: Klaus Doldinger, tenor and soprano 
sax, Moog, keyboard, voice; Kristian Schultze, key
boards, synthi; Wolfgang Schmid, bass, guitar, har- 
monizer; Curt Cress, drums, percussion.

★ y2
After their initial American release disap

peared without a whisper, Passport made their 
U.S. splash via a 1974 follow-up, Looking 
Thru. It was a distinctively European fusion 
record, with a “mechanical” slant on voicings 
and changes that Kraftwerk later exposed to a 
wider market. But close to two and a half 
years and several albums later, Infinity Ma
chine lacks most of what once made Passport 
special. Here, the group often sounds like a 
poor man’s Weather Report, even down to 
Doldinger’s Shorteresque soprano style.

And it’s a shame, too, because the 10 min
ute Ju-Ju is a dynamite opening track. Over a 
thumpy disco beat, some of the old Passport 
synthesized touches embellish the head; then 
Doldinger and Schultze snap off crackling 
solos. But Sun is as insipid as a relatedly titled 
hit by Jonathan Edwards (save for a brief gui
tar riff near its end), and Aura, though attrac
tive enough, cops almost completely from the 
moodiest bag of Zawinul, Shorter and com
pany.

Side two is even more erratic. While the al
bum’s title cut and Ostinato feature spirally, 
whiny sounds—more good memories—both 
tunes are also compositionally cliched. And 
Contemplation is embarassingly sluggish; to 
Doldinger’s credit, he nicely fuses a freer ap
proach with some r&b tenor in a valiant solo. 
And I do mean valiant. —rozek

MICHAEL MANTLER/ 
EDWARD GOREY___________

THE HAPLESS CHILD AND OTHER IN
SCRUTABLE STORIES—Watt 4: The Sinking Spell; 
The Object-Lesson; The Insect-God; The Doubtful 
Guest; The Remembered Visit; The Hapless Child.

Personnel: Robert Wyatt, vocals, Carla Bley, 
piano, Clavinet, string synthesizer; Steve Swallow, 
bass guitar. Jack DeJohnette, drums, percussion; 
Terje Rypdal, guitar; Alfreda Benge, Albert Caulder, 
Nick Mason, speakers; Gorey, lyricist; Mantier, com
poser.

★ ★

Mantier’s lean, bleak unrelentingly dour in
terpretations of Samuel Beckett on Watt 2 fit 
the material rather better than the monotonal, 
melodramatic settings he has devised for 
Gorey’s pieces. All instrumental hands per
form to their usual high standards, but a slight 
caveat is offered to those who know Mantier 
by his earlier JCOA and Watt works: unless 
you empathize with European Art Rock, Hap
less Child may take more getting used to than 
you’re willing to give.

Gorey is a children’s writer-illustrator of 
morbid fantasy tales, a fine one with a well
bent imagination. I understand his work has 
also gained favor with many adults, presuma
bly for similar reasons to those which have 
made Lewis Carroll ever-popular on “deeper 
levels.” Unfortunately, Mantier’s Gothic ho
kum is entirely too one-dimensional for the
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droll, macabre whimsy found in most of these 
stories. Bley’s keyboards are straight out of 
Dark Shadows, for example, and the rest of the 
players, though playing well, are similarly 
sobersided. Occasional traces of musical 
black humor, to echo the several evident in 
the lyrics printed on the jacket, would have 
offered seasoning to make this witches’ brew 
more palatable.

Wyatt is most ill-used. A vocalist of limited 
technical ability, he nonetheless has formed 
an original and engaging style in his years 
with Soft Machine, Matching Mole, and on 
his two wonderful solo albums for Virgin, 
Rock Bottom and Ruth Is Stranger Than Rich
ard. Here, however, most of what he does 
sounds like tuneless extemporizing, and when 
there are melodies to be sung, little respite is 
offered from the droning gloominess of it all. 
The musical shortcomings seriously impair 
his ability to tell the stories effectively.

Two stars, then, for imaginative (consider
ing the context) performances by Rypdal and 
DeJohnette, as well as for the omnipresent 
good taste of Swallow. But if I have a yen for 
Gorey in the future, I’ll satisfy it in print, and 
hope that Mantier’s talented severity will 
again find more appropriate formats for musi
cal expression. —mitchell

PHILIP CATHERINE_________
NAIRAM—Warner Brothers BS 2950; Nairam; 

Homecomings; Nineteen Seventy Fourths; September 
Man; We’ll Find A Way; Sneezing Bull; Rene Thomas; 
T.P.C

Personnel: Catherine, electric and acoustic guitars, 
tarang, piano, bass; Palle Mikkelborg, trumpet; 
Charlie Mariano, soprano sax; Jasper Van’t Hoff, 
organ, electric piano; Rob Franken, string ensemble 
synthesizer; John Lee, electric bass; Gerry Brown, 
drums.

★ ★ ★
This is a sampling of two LPs that were re

corded and released in 1974-5 by French At
lantic. In the spirit of low-energy fusion, eight 
introspective charts spotlight the young Bel
gian guitarist in both solo (multitracked) and 
group situations.

The record has five star potential. Cather
ine’s guitar voice, though, is still forming. At 
its most Catherine-y, whether acoustic or 
electric, it uniquely mixes raw and crystalline 
textures; Catherine even has a rippling elec
tric trademark riff he uses (it’s more conspicu
ous on John Lee And Gerry Brown, Blue Note). 
Yet I also sense his frequent, aimless reliance 
on the styles of major fusion players.

And the stark, striking compositions here, 
mostly by Catherine, need some release, some 
contrasting lightness and fire. The duet Home- 
comings, for example, is underpinned by 
Brown’s metronomic timekeeping, almost as 
somber as Jon Christenson’s on Terje Ryp- 
dal’s What Comes After. In a tour de force, 
Catherine admirably layers the piece’s struc
ture and thus its tension—but then the track 
just ends. There are usually gorgeous moments 
within such exercises (as when Catherine 
overdubs on tarang for color). But 40 minutes 
of anticlimax gets a bit one-dimensional, es
pecially considering Catherine’s wilder capa
bilities (again, e.g. Lee And Brown). Overall, 
some relief is provided by Mariano’s brilliant
ly variegated soprano, on Thomas; he also 
adds to Lee’s Bitches Brew-influenced Nine
teen Seventy Fourths. Also on this track, Mik
kelborg plays a smooth, Thad Jonesish solo 
that intrigues in its incongruity; plus, his 
T.P.C. is one of the most attractive fusion riffs 
I’ve ever heard, though it never goes any
where.

• SONOR

‘Drummer's 
TOlim.

Jack De Johnette, known to his many fans as “The Wizard”, 
plays Sonor drums exclusively because they are versatile 
enough to respond perfectly to the vibrant, original sound he’s 
famous for.
Listen to “The Wizard” on his latest album, “Sorcery”, and hear 
the flawless performance of the Sonor drums. Then you’ll under
stand why Jack De Johnette and other top drummers through
out the world insist on Sonor. Write today for the name of your 
nearest dealer.

Exclusive Distributor. U.S.A.& Canada
a CHARLES ALDEN MUSIC CO., INC.

SONOR Southwest Industrial Park, Westwood, Massachusetts 02090 
Area Code 617-326-6040

CREhTIME MUSIC STUDI®
A Year-Rouncl Study Center for Musical Development
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New York
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The great Gretsch sound is the heart of the 
Average White Band. At the hands of artists 

Hamish Stuart and Steve Ferrone.
Gretsch gives the timbre to Hamish's dis
tinctive and gutsy bass riffs. And stands up 

to Steve's devastating rhythms.
Hamish's playing calls for the most from his 
guitar. He plays the Gretsch White Falcon — 
the complete guitar. It gives him all the 
sound he wants — from the highest treble 
to the deepest bass. Rich, full sounds. With
out distortion. It's the guitar for all music.

Steve's drums combine great sound, beauty 
and dependability. They feature 6-ply, lam
inated, all-wood shells. And a lightning 
throwoff that can be released with just a 
flick. They contain the very finest workman

ship (Gretsch quality control is relentless).
Gretsch drums and guitars. You'll find them 
wherever great musicians are making waves. 
And you'll find more and more of them as 
time goes by. Because when The Sound 
Waves of the Future are made, they'll be 

made with Gretsch.
Write today for free Gretsch catalog.

Like I’ve said, and tried to suggest, this rec
ord has five star potential. But as its liner 
notes aptly state, “Philip Catherine has just 
begun to hit his creative stride.” —rozek

When 
Hamish 
Stuart 
And 
Steve 
Ferrone 
Make 
Waves,

They 
Make 
Them 
With 
Gretsch.

IThïTscH
The

Sound Wave 
of the 

Future
1801 Gilbert Avenue 
Cincinnati, Ohio 45202

WAXING
ON....

Although Norman Granz, in the late ’40s 
and ’50s, probably recorded more music than 
Blue Note and Savoy combined—no mean 
feat—the Verve reissues thus far have been 
more tentative than their competition. In fact, 
two of these four twofers date from Verve’s 
twilight (i.e., post-Granz) years, but the music 
is nonetheless valuable, the program notes are 
intelligent, and I sure don’t like those covers.

Russ Garcia’s version of Porgy And Bess 
must have seemed like a good idea in 1957, 
but his arrangements are so close to Gersh
win’s original score that Armstrong and Fitz
gerald are almost overpowered. Only one 
trumpet solo, a series of blues choruses inter
polated in There's A Boat That’s Leavin' Soon 
For New York, really gets off, among the al
bum’s five. Neither vocalist fares consistently 
well. Ella’s style demands that she use her full 
range, but these songs force her low notes 
painfully, and with the best will in the world, 
her voice is simply too small to project the re
quired depth of feeling. You can’t help admir
ing her courage in Buzzard Song and Oh Doctor 
Jesus, but especially her rubato failings in the 
latter point up this collection’s problem: these 
two distinctive stylists simply cannot fit a 
near-classical mold. Far better ’twould have 
been to have hired a jazz orchestrator.

Yet each side has its good points. Ella 
clearly enjoys the show-stopper sort of song, 
so even Buzzard Song is agreeable, What You 
Want With Bess? and My Man’s Gone Now are 
triumphs of sorts, and the street cries are 
ideally suited for her. Louis, too, has vocal 
troubles, with an orchestra crescendo in Boat 
That's Leavin' and a pigeon-coo choir in I'm 
On My Way. Woman Is A Sometime Thing 
serves Louis well, though, and if one of the 
duets is unfortunate, three others have the two 
singers bouncing nicely against each other. 
Ella’s first Summertime vocal is excellently 
Armstrong-influenced, yet the rich feeling of 
Louis’s chorus that follows is the album’s mu
sical height. His warm perception makes her 
sound coy in Plenty Of Nothin', but both rise to 
the occasion in Bess, You Is My Woman. As 
improvising singers, Louis is organic, Ella 
whimsically decorative, two incompatible 
states of being, so the scat sequences tend to 
fail.

Had Granz been like one of today’s 
hustlers, he might have flogged the Jam Ses
sion as presenting, for the first time, the 
world’s three greatest alto saxophones all in 
one room. Truth to tell, only Johnny Hodges 
is continually rewarding on the first three 
sides, playing mannered grease horn in his 
own Funky Blues. Actually, a review of these 
LPs might be simply a list of names: for 
rhythm, the Oscar Peterson Trio and drummer 
J.C. Heard (wind ’em up and watch ’em go); 
tenorists Flip Phillips (“cool” tone applied to 
“hot” melodic ideas) and Ben Webster (artful 
manipulator of tone, melodically inventive); 
trumpeter Charlie Shavers (alone of these, he 
achieves structure; creative melodic stylist, 
unswinging—who cares?—but avoiding those 
excesses of technique that so often endear him
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to us while simultaneously driving purist crit
ics up the wall). And, of course, besides 
Hodges, a nerveless Charlie Parker and an un
nerved Benny Carter on alto.

Of the four tracks, one to a side, these are 
high points: Jam Blues—Phillips' lines are at
tractive, yet his tone denies them full impact. 
Carter is pleasant also, ripping up and down 
his horn in crude fashion, rather like Willie 
Smith. Parker plays a faceless swing-style 
solo, while Webster begins in his Hodges bag 
then tears away riffs like a mammoth at sup
per. Hodges is superbly poised, a beautiful set 
of choruses, and Shavers is equally fine as well 
as sounding more modern than his colleagues. 
Ballad Medley—even Hodges (I'll Get By) and 
Shavers (Someone To Watch Over Me) can’t 
rescue it, and the slow tempo has poor Carter 
painted into a corner.

What Is This Thing Called Love? has an up 
tempo that makes for excellent Shavers and 
very agreeable Hodges and Webster, with 
worthwhile Phillips, Carter less florid than 
before, and even Parker coming to life a bit. 
The chase choruses work well. Funky Blues 
has Parker playing three choruses in his most 
show-off virtuoso manner, a tough act to 
follow. Carter is unusually dirty (the Parker 
influence?), and flowery again, Barney Kessel 
is irritating, Phillips is sober and straightfor
ward except for his imitating Webster in clos
ing descending trills, while Webster’s solo 
duels him to a satisfying standoff. Despite the 
surface excitement of Parker, Shavers—nor
mally the flashiest musician in a crowd—tops 
it all in musical terms. The jam sessions, on 
the whole, came off better than anyone had a 
right to expect, given these players’ rampant 
individualism, incompatibility, proliferation 
(too many horns) and too few tunes.

Evans offers 1966 duets with guitarist Jim 
Hall, who is almost non-existent, and a 1963 
trio with bassist Gary Peacock and drummer 
Paul Motian. The pianist (whose style so often 
endears him to purist critics while simultane
ously driving me up the wall) has a rhythmic 
fixation on the number 3—waltzes, triplet 
decorations and elaborations of his lines, a 
preposterous reliance on dotted eighth-six
teenth-eighth-eighth rest routine, and when 
they’re not leading to an accented quarter 
note on beat one, they suggest that he wishes 
he were waltzing while in two or four. It’s 
enough to drive a listener to Monk. Some 
solos here consist of nothing but this stuff, dis
guised by his doubling or halving tempos. 
Combined with regular quarter-note rests sep
arating phrases, his lack of dynamic interest, 
his extreme melodic weakness (oh, doesn’t he 
ramble, on and on), his style is almost totally 
devoid of drama and, at slow tempos, tension. 
The unevenness of his phrase lengths, some
time solid structures, and the genuine interest 
of his harmonic methods don’t compensate 
for his very serious weaknesses.

Except for some earlier recordings, Evans’ 
admirers generally leave me unconvinced. 
Discounting the Hall duo LP—the guitarist’s 
playing is characterized by an urge to disap
pear—the attempts at achieving spontaneous 
collective improvisation are trifling: Peacock 
is simply too rhythmically mobile to be drawn 
into Evans’ realm of discourse, and too self- 
assured to accept the pianist at face value for 
very long. I think that by the time these rec
ords were made Bill Evans’ problem was un
deniable. It’s easy to mistake eccentricity for 
originality, to let an artist’s few strengths 
stand for his entire body of work—it’s hap
pened to far lesser jazzmen than Evans. Yes,
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Paul Humphrey

Joni Mitchell.
Joe Cocker. Sammy 
Davis, Jr., B.B. King, Burt 
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Making records isn’t a hit or miss 
thing with the pro’s. That's why 
today’s top studio musicians, like 
John Guerin. Mark Stevens and 
Paul Humphrey, play it safe by 
playing Pearl Drums. And they've 
proven out time and time again 
with all the hits these guys have 
helped put out.

You've heard these drummers 
play with Frank Sinatra,
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the music is pretty, like photos of the Grand 
Canyon or Marilyn Monroe. As Herbert Read 
used to repeat, there’s plenty of beauty in the 
world and many conscientious craftsmen, but 
comparatively very little art.

Speaking of eccentricity, a quartet includ
ing Stan Getz, tenor, Elvin Jones, drums, and 
Evans would suggest unrelieved hilarity. In 
fact, their LP turned out excellently, for Getz 
and Jones are far more complex personalities 
than Evans, who in any case is a valuable band 
pianist. Away from Coltrane, in any number 
of Impulse groups in the ’60s, Elvin seemed to 
turn suddenly shy, as though self-assertion 
might be an imposition. In the Night And Day 
session, at least, he swings freely, commenting 
vigorously on the soloists’s action, and though 
he’s as unassimilated as ever, his presence cer
tainly helps keep things lively. Excepting one 
and a half tracks, Getz is in outstanding form 
on this LP.

By 1964 Getz was in every way but one a 
compleat saxophonist. He had perfected the 
most remarkable bop tenor sound this side of 
Rollins, with bold, cracked low notes, exul
tant or fugitive high register tones, and a big 
middle range that varied from wooly gentle
ness at p to a unique hollow-centered broad
ness at/. His sense of dynamics was immense
ly refined, as were his ideas of rhythmic 
contrast and phrasemaking, his multiple 
adornments make But Beautiful truly that, 
while far different Night And Day and Funkal- 
lero works are equally satisfying. In especially 
the latter, his weakness is dramatized: he 
seems to halt in mid-solo with descending 
phrases, only to leap suddenly into new life an 
instant later with heavily accented notes at the 
bridge. Getz has no sense of structural flow 
beyond a notion that his improvisations 
probably ought to have a climax, if he can re
member to make one, and that each unit of 
four or eight measures should be cohesive 
within itself. Getz, then, plays whatever 
comes into his head—but his mastery of the 
art of sax playing and his wondrous melodic 
instincts are the core of his art.

His dynamic skills were even more refined 
by 1967, and that quartet LP might be the best 
of his career—except for his perfect response 
to the greater rhythmic, harmonic and dy
namic challenges of his 1971 Dynasty (Verve 
8802-2). The modal setting and dual tempos 
of pianist Chick Corea’s Liiha emphasize the 
discontinuity of Getz's sequence links. 1 like 
the free way Getz allows air in his lines—for 
one thing, it makes his linear unpredictability 
less shocking—and the eloquence of his 
sound, too. Here and in Corea’s Windows his 
simple phrasing (with embellishment passages 
sprinkled into the latter) and jazz sax mastery 
join at their best. Yet his Con Alma solo is so 
unconsciously loony in its placing of se
quences and dynamic emphases moment-to- 
moment that it’s my favorite work in the al
bum. Incidentally, however much Corea’s 
style is indebted to Evans, it’s the younger 
man’s solos that I prefer. —litweiler

Ella Fitzgerald-Louis Armstrong, 
Porgy And Bess (Verve 
VE-2-2507):***1^

Norman Granz Jam Session, The 
Charlie Parker Sides (Verve 
VE-2-2508):****

Bill Evans, Trio (Motian. Peacock), 
Duo (Hall) (Verve 
VE-2-2509):***

Stan Getz, The Chick Corea/Bill 
Evans Sessions (Verve 
VE-2-2510):*****
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You may not have heard Carol Kaye's name, but you most certainly have heard her music. As 
a studio musician, she has played electric bass and/or guitar “on thousands of records, at 
least 50% of which have made the Top 100.”

A few of the hits on which she has appeared include Mr. Tambourine Man (the Byrds), Feelin' 
Alright (Joe Cocker), Little Green Apples (O. C. Smith). Eleanor Rigby (Ray Charles), Shaft 
(Hayes, Mancini), Homeward Bound (Simon & Garfunkel) and These Boots Are Made For 
Walkin' (Nancy Sinatra).

Her film credits include Airport. Butch Cassidy And The Sundance Kid. In The Heat Of The 
Night, and The Pawnbroker. Among her many TV credits are Ironsides. Bill Cosby Show, Mc
Cloud, and It Takes A Thief.

Carol has also written eight books on how to play the electric bass (all of which are used 
extensively in college music courses across the country). She has her own music publishing 
firm (Gwyn Publishing), and a printing company (Camelot Press).

As a woman, it was difficult for Carol to break into the exclusive, male-dominated world of 
studio musicians. "They did their best to break me, because they don't believe in women," she 
said, "but I proved to them that I could play my instrument. I stuck up for myself, but in a nice 
way, without destroying the man's ego. Once I established my playing abilities, it was easy. I 
was no longer a female oddity. I was a musician, commanding $70,000 a year."

Carol and her drummer husband, Spider Webb (also a noted studio heavyweight), recently 
formed their own jazz-funk group, Spider's Webb, which will soon release its debut LP on Fan
tasy Records.

This was her first Blindfold Test. She was given no information about the records played.

1. HORACE SILVER. The Preacher (from 
Horace Silver And The Jazz Messengers, 
Blue Note). Silver, piano; Kenny Dorham, 
trumpet; Art Blakey, drums.

I used to play that tune, but for the life of me I 
can't think of the name of it. It almost sounds like 
Clifford Brown on trumpet. I rate it four stars, be
cause the performance and the groove was there. 
You can dance to it, and it was happy music.

It sounded like the Art Blakey Jazz Messengers 
group. I can’t picture the piano player. For a min
ute, I thought it was Horace Silver, and then I 
thought it might be Monk. I've been out of touch, I 
guess. It's interesting that the piano player was 
playing almost a rock 'n roll reggae-type thing in 
the background.

2. CHARLIE PARKER. Constellation (from 
Bird/The Savoy Recordings, Savoy-Arista). 
Parker, alto sax; Miles Davis, trumpet; Duke 
Jordan, piano; Tommy Potter, bass; Max 
Roach, drums.

I'd give that about 3’/a stars. That sounds like 
Bird, with Dizzy on trumpet. I would almost think it 
was Thelonious Monk on piano. I don't know who 
the drummer was, but he sure has that East Coast 
fire. The whole group sounds like East Coast.

The reason I give it only 3'h stars is that it 
sounded too "on top." too agitated, even though 
the groove was there. The sax player was out
standing—I mean, outstanding! He's the king. It's 
gotta be the Bird.

The trumpet player sounds like Dizzy Gillespie, 
but it could have been Miles, the sound that Miles 
gets. The drummer was hip, but I couldn’t hear the 
bass player. I don't know the name of the tune.

3. DAVE BRUBECK. The Duke (from Jazz, 
Red Hot And Cool, Columbia). Brubeck, 
piano; Paul Desmond, alto saxophone; Bob 
Bates, bass; Joe Dodge, drums.

Could that be Hampton Hawes on piano? And 
that sax player. I know that sax player, and I know 
that group, but I can't quite identify them.

I'd rate that five stars, because, for the kind of 
tune it is, their approach was beautiful. It had a 
nice groove; there was no rushing. The drummer 
played tastefully, and the bass player was married 
to the piano player. The piano player was terrific. 
I’m tempted to say Oscar Peterson, but I don't think 
so. The sax player almost sounded like Teddy Ed
wards ... that sound .. . Sonny Stitt? I've heard 
that sound before, but where? Very tasty.

4. HAMPTON HAWES. It Could Happen To 
You (from The Challenge, RCA). Hawes, solo 
piano.

Oh, yeah! He plays a book in about 20 seconds! 
That's five stars. What he says, he says delicately, 
strongly, and he puts it together beautifully, the 
pacing, everything. I put that five stars. He's it. It 
Could Happen To You—that's a tune I used to play, 
too. That could be Oscar Peterson, but it might 
also be Hampton Hawes.

Underwood: It was Hampton.
Kaye: Really? How 'bout that! My old boss! 

Right on, Hamp! Hey, when that guy plays, he gets 
you in your head, your heart, and your gut. He gets 
everything inside of him out there on the piano. 
That's beautiful.

5. AL JARREAU. Agua De Beber (from 
Glow, Warner Bros.). Jarreau, vocalist; Joe 
Correro, drums; Steve Forman, percussion. 
Jobim-Gimbel-DeMaraes, composers; Al 
Schmitt and Tommy LiPuma, producers; Dale 
Oehler, arranger & conductor.

I’d give that 3'/? stars. I'm not really into 
Brazilian-type songs that much. It sounds like a 
Jobim tune. I would say the singer is black, and I 
love the different ways that he uses his voice. I like 
the shifting timbres. His scat singing is excellent.

His performance deserves a better background, 
something more commercial, because that guy 
could make it big as a performer in the right set
ting. He is a terrific performer! The drummer and/ 
or the percussionist sounds like Airto.

6. STANLEY CLARKE. Song To John, Pt. II 
(from Journey To Love, Nemperor). Clarke, 
acoustic bass; Mahavishnu John McLaugh
lin, acoustic guitar; Chick Corea, acoustic 
piano. Produced by Clarke and Ken Scott.

First of all, the performance of the acoustic gui
tar player is fantastic. To be able to play that stuff 
on the acoustic is a miracle. Overall, the perform
ances are good. I think the guitar player might be 
Charlie Byrd. The piano player almost sounds like 
McCoy Tyner, because he uses those scales and 
modes, you know? But the piece lacks that overall 
strength and depth that McCoy gets. I rate it 1 V2 
stars.

From my own artistic feelings—not from a com
mercial point of view, because this record 
wouldn’t go commercially—it could have been a 
gas, but it was not produced right. I would hold the 
producer at fault. I think he really sluffed off on his 
job. He should have glued everything together 
right, on the artistic level. I would tear this piece to 
shreds, except for the performances, especially 
the guitar player.

7. JOHN MCLAUGHLIN. Wings Of Karma 
(from Apocalypse, Columbia). McLaughlin, 
electric guitar; Jean-Luc Ponty, violin; The 
London Symphony Orchestra, conducted by 
Michael Tilson Thomas, orchestrated by Mi
chael Gibbs.

I would rate that two stars, because it just 
doesn’t hit me for some reason. I liked the classi
cal part, and I was very impressed by the guitar 
player and by the violin player. The piece didn t 
reach me on the inside, but the sound of the violin 
did, very sensitive. At first. I thought the guitar 
player was Larry Coryell, but I'm not too sure now 
The orchestration of the classical part was beauti
ful, but the other parts don't make it for me, except 
for the guitar and violin. db
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Profile—
HARVEY PHILLIPS by michael bourne

H arvey Phillips is as important to the tuba as the 
tuba is to Harvey Phillips. It's not just that he's a 
great player; he's an evangelist for the tuba. As a 
performer and even more as a teacher, he's a liv
ing testament that the tuba is an instrument of 
greater dimensions than a humorous oom-pah-pah. 
Phillips is unquestionably the best-known tuba 
player in the world, in classical and jazz and other 
music, and he’s working all the time to expand the 
consciousness of listeners and of other musicians 
toward the tuba. In the beginning, much of Phillips' 
evangelism was involved in getting more compos
ers and arrangers to work with the tuba in order to 
get work for himself. And now he's evangelizing to 
get work for others.

"It’s been my whole life,” Phillips said. "My 
answer to people who say to me ‘You take the tuba 
too seriously!' is that everything my kids eat, 
everything we own comes through the tuba. So I 
have to take it seriously." After years of generat
ing work for himself. Phillips said, “I started look
ing inwardly and asking myself, ‘What areas in 
music are unexplored for the tuba?' And then I 
began the evangelism. I started first of all to get 
the public's attention, to say. 'Look, tubas exist, 
and in great number, and it's a noble instrument!' 
One of the reasons I want to distinguish the tuba, 
or re-identify it—I call this the renaissance of the 
tuba—is that I'm committed to trying to see that 
the tuba is accepted on the highest level in every 
discipline of musical performance, if that can be 
accomplished, and I think it can. Then it makes life 
for young tuba players so much more promising. 
The one single theme that runs through everything 
I do is to increase the performance opportunities 
for tuba players. I think how dull my life would have 
been if I'd relegated myself to just one kind of 
music."

Phillips’ life in music certainly isn't dull. "I left 
home when I was 15 and joined the circus,” 
Phillips remembered. "Just being in music was 
almost an accident. My high school band leader 
just happened to be a retired circus band leader 
and got me a job with King Bros." After 9 weeks on 
the road, Phillips returned home, to a small town in 
Missouri, and for a time was a student at the 
University of Missouri. "After one semester, I got a 
telegram from Merle Evans asking me to join Ring
ling Bros., Barnum and Bailey." Phillips joined and 

34 □ down beat 

for 3'/? years worked with Evans, one of the great
est circus musicians ever. Phillips remembered 
those years by encouraging a tribute to Evans at 
the Interlochen Academy and by recording an 
Evans march with Gunther Schuller on the record 
Footlifters.

From the circus, Phillips moved to New York in 
1950 to study at Julliard and to work. "I started 
free-lancing the same week I got to town, and in
stantly I started cultivating arrangers, orchestrat
ors, composers, seeking involvement for the tuba 
in other kinds of music than it was relegated to at 
that time. One of the most influential experiences 
I've had was playing with the Sauter-Finegan 
orchestra and going on the road that first year in 
1953. The band was way ahead of its time. All the 
recording orchestras since then have copied the 
innovative sounds Eddie Sauter and Bill Finegan 
put into their arrangements for that orchestra."

Gil Evans is another composer-arranger Phillips 
cites as an innovator with the tuba, first with 
Claude Thornhill, then with Miles Davis. Phillips 
considers the tubist on Birth of the Cool, Bill Bar
ber, among the greats, and for years, whenever 
Barber was unavailable, Phillips recorded with 
Evans and others. "The best things I've been in
volved with are the Impulse albums with Manny Al
barn, especially Cabin in The Sky with Curtis Fuller. 
The tuba writing in that is just fantastic. And an 
album I did with John Carisi, which was produced 
by Gil Evans, called Into The Hot; we did a thing on 
that called Angkor Wat which gives the tuba a long 
jazz solo line." Phillips recorded several LPs in the 
50s and 60s with Quincy Jones and Billy Byers, 
memorably Byers' Tribute to Duke Ellington, LPs by 
Wes Montgomery, Roland Kirk, and others; and 
several then and since with Pat Williams. "Pat and 
I still work together on various projects," Phillips 
said. “I just did one with Pat and Bill Fowler at the 
University of Denver called Colorado Fusion."

At the same time Phillips was free-lancing jazz, 
he'd become a first-call on tuba in classical, com
mercial and broadcast music. "For 18 years I was 
with The New York City Ballet," Phillips enumer
ated. "For 14 years I was with The New York Brass 
Quintet; I was one of the founding members. I did 
The Bell Telephone Hour for 1 2 years, The Voice 
of Firestone. Band of America. Lucky Strike Hit 
Parade. Sid Caesar's Your Show of Shows. The 
Jackie Gleason Show and all those albums Glea

son did, Kostelanetz recordings, The Symphony of 
the Air. I was consulted by Stokowski when he first 
formed The American Symphony Orchestra, and 
for many of Stravinsky’s recordings I put together 
the orchestra. Anything and everything! I did com
mercials for Dreyfuss Mutual Fund, Eastern Air
lines, Olympia Beer, Mt. Rainier Beer—any kind of 
beer you can think of; the tuba fits well with beer."

Phillips also founded Orchestra U.S.A, with John 
Lewis. And among the more prestigious gigs, Phil
lips performed with The Festival Casals Orches
tra; an autographed "souvenir” from Casals is 
proudly displayed in Phillips' office.

Another memento is a menu from the "Harvey 
Phillips Day" dinner at The New England Conser
vatory at which Phillips was honored with a doc
torate for all he'd contributed to the conserva
tory's revival. "Gunther Schuller and I were very 
close from the time we first met around 1951," 
Phillips said. “I went with Gunther in 1967 to The 
New England Conservatory. He was the president 
and I went along as an assistant. To me, Gunther 
Schuller is the most important living American 
musician. I don't know of any other musician who's 
accepted on the highest levels in as many disci
plines of music as Gunther. Phillips assisted 
Schuller with the conservatory's financial difficul
ty at the time and started their series of excellent 
recordings.

In the year of the conservatory's tribute, 1971, 
Phillips became a professor of music at Indiana 
University, replacing his own teacher, William 
Bell. Since then, he's been involved in almost too 
many projects to list, among which: international 
tuba festivals and brass congresses, more and 
more recordings, numerous recitals (five in nine 
days at Carnegie Hall in late 75), Octubafests (in 
which tubas and beer convivially delight together), 
a forthcoming tuba camp "to indoctrinate young 
tuba players into what it means to be a tuba play
er,” and the annual Christmas tuba concerts at 
Rockefeller Center in New York ("You can’t laugh 
at 500 tubists playing Silent Night!"). And through
out all this, he's playing jazz again. "I'm very excit
ed now about a group Rich Matteson and I put 
together, with six tubas and four rhythm. We pre
miered the group at the First International Brass 
Congress in Montreux, and it was the hit of the 
whole congress. Nobody can believe that sound 
until they hear it. It swings like crazy!"

Phillips' fellow professor at Indiana University, 
David Baker, composed a piece for tuba and string 
quartet, the newest of several works for the tuba 
composed for Phillips. Among the other compos
ers he's inspired are Alec Wilder (who has proba
bly written more for the tuba than any other com
poser) and Gunther Schuller. Perhaps the ultimate 
manifestation of Phillips' influence is that he has 
not simply inspired and created work for other tub
ists: as a consultant for Conn Instruments, he's 
often designed their tubas.

Along with all this, it's not just the tuba Phillips is 
evangelizing for. He's outraged that young com
posers and players of other instruments don't get 
enough work, that the music industry wastes 
money on doing the same things again and again. 
“It angers me no end when I see money wasted, or 
duplicity," Phillips raged, "or when I see great 
composers put aside and then picked up when 
they're 70. It's too late then. If someone is creating 
great works of music when he's 20, let him enjoy it 
then. How much genius have we lost by not docu
menting them more while they're in their prime?"

Harvey Phillips at 46 is still in his prime, always 
working for the future and remembering his roots. 
“I'm putting together what I hope will be a com
plete listing of all the tuba players since 1900 with 
a resume about each, just to give our young tuba 
players a heritage—so that they know they 
have roots that go very deep, so they can be proud 
of being tuba players." Among those Phillips con
siders important in jazz: Joe Tarto and Singleton 
Palmer from the 1920s on, Country Washburn with 
Spike Jones, Phil Cadway of the ABC staff, Red 
Callender, Bill Barber, Don Butterfield, Rich Matte
son, Tommy Johnson, and Howard Johnson—not to 
forget Harvey Phillips himself. He's one of the 
greatest living roots—or, as Phillips laughed, "a 
knot on the tree maybe!" db
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RAHSAAN
ROLAND KIRK
Village Vanguard, 
New York City
Personnel: Kirk, tenor sax, manzello, clarinet, 
flute, harmonica; Steve Turre, trombone: Hilton 
Ruiz, piano. Milton Suggs, bass, Walter Perkins, 
drums; Betty Neals and Michael Hill, vocals.

Earlier this year, Kirk suffered a stroke that 
left his right arm paralyzed. Yet he has been 
able- through some mechanical attachments 
and alterations to his instruments—to con
tinue his career, albeit with partially subdued 
energy and daring (he no longer plays two 
horns at once and sits in a chair when not 
playing, but he does still use circular breath
ing). This comeback in itself is astonishing, 
but even more unfathomable is the fact that in 
some ways his music is now better than ever.

Before his stroke. Kirk overflowed with 
energy, so much so that his playing and music 
many times became frenetic or nearly hyster
ical, a lot of unchannelled energy diffusing 
and damaging the force of his music. This 
problem is apparently all gone now, for every
thing seems succinct, well-honed, and near 
perfection. He is helped immeasurably in this 
regard by one of the best groups he has ever 
assembled. Ruiz is one of the finer young 
pianists—he can play well in any style from 
stride to bop. Turre is a truly gifted trombon
ist. with fine technique and a full tone. Suggs 
and Perkins (an old Kirk crony) swing and 
drive on relentlessly.

A new facet to the Kirk scenario is the addi
tion of vocalist Hill, who sang the themes of 
Don't Get Around Much Anymore and Sugar in 
a distinctive tenor reminiscent of Mel Torme, 
as well as Neals, who did several narrated 
passages in a captivating dramatic voice, espe
cially succeeding with Duke Ellington’s re
flections on music from Music Is My Mistress, 
with Kirk softly playing Mood Indigo in the 
background.

Kirk still keeps his repertoire attractively 
varied, mixing it up between tunes he's played 
for years and new material, all with the aim of 
promoting the historical wealth of jazz. 
Witchcraft was given a respectful reading, with 
inventive solos by Kirk. Ruiz, and Turre. Step 
Into Beauty was a lovely ballad reading for all 
concerned, which Kirk dedicated "to the 
memory of Illinois Jacquet. Buddy Tate, Ben 
Webster. Don Byas. Flip Phillips and others." 
Sugar was an up-tempo cooker. A Kirk main
stay, Ma Cherie Amour, received a light
hearted, warm treatment with Kirk playing 
the melody on his new vertically held, curved- 
end flute. A medley of tunes that included 
Volunteered Slavery and Hey Jude showed that 
Kirk can still swing intensely at a never-lag
ging pace. His clarinet-vocal tribute to Sidney 
Bechet and “New Orleans funky-butt jazz’’ 
was both joyous and cynical (Bechet, it was 
pointed out, never received here the plaudits

he got in Europe).
But Kirk’s feature,///Loved You, best indi

cated the welcome change in his approach. 
On the live Bright Moments recording, Kirk 
played up to the audience, giving the beautiful 
Rodgers-Hammerstein piece an overlong and 
overdramatic reading. Yet at the Vanguard, 
his treatment was much more subdued, sin
cere. and attentive to the feelings of the tunc, 
and the end result was a more successful inter
pretation that indicated what a fine musician 
Kirk is.

Yes. Rahsaan only plays one horn al a time 
now (with one hand), but he’s still great, 
and—because of his physical handicap—even 
more amazing than before. —scott alhin

BOBBY HUTCHERSON
Personnel: Hutcherson, vibes, piano; Emanuel 
Boyd, soprano and tenor; James Leary III, acoustic 
bass; Eddie Marshall, drums.

YUSEF LATEEF
Personnel: Lateef, tenor, oboe; Kenny Barron, 
piano; Bob Cunningham, acoustic bass; Albert 
Kuumba (Tootie) Heath, drums.

The Bottom Line, 
New York City

This was a first-rate evening of jazz and an 
appealing study in contrasts.

Mostly. Hutcherson’s group played charts 
by their leader and Leary from Waiting, the 
band’s latest LP. The tunes owe much to con
ceptions routinely explored by McCoy Tyner. 
They open with richly melodic heads; subse
quent. spirited improvisations remain close to 
the initial changes and are more like rhyth 
mic/dynamic explorations than whole new 
series of notes. (The group's beautiful, faithful 
rendition of Herbie Hancock’s Dolphin Dance 
was a relative exception.) As fans of Tyner 
know, this system builds terrific intensity-an 
excitement Hutcherson's band also induced. 
Yet though Boyd’s and Hutcherson's solos 
were thus cxplicably conservative, I would 
have enjoyed hearing both players be more re
sponsive. Leary, in contrast, used his open 
space for strongly stated virtuosity. His two 
bass spots were jammed with fresh ideas and 
chordal and pacing shifts; each solo wrung its 
core changes dry. Still, the band hit a fat 
groove the instant they started playing, and 
held it for forty minutes. Hutcherson’s musi
cal integrity continues.

This can also be said of Lateef and com
pany, purveyors of good music from a slightly 
older school. In their set, solos resumed a tra
ditional importance. On Heath’s In Andante 
Pastorale, Lateef opened with a precise, al
most classical flute statement, then wailed on 
tenor, joyously quoting Doodlin’, Lester Leaps 
In, and When The Saints Go Marchin' In. 
Though 1 heard less emotion than recall and
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dexterity in this pastiche, I was next treated to 
all three elements in Barron’s marvelous long 
solo. This player may—as some claim—lack 
his own voice, but few other pianists today 
can so subtly vary their improvisatory agenda 
with such deftness. Here, Barron moved into a 
full-scale calypso statement while holding any 
past, unfinished business in faint abeyance, 
and then meandered back to the head with 
charged grace and timing. This solo was as 
satisfying as a full meal and a good cigar after
wards.
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A couple of tunes later, the set closed with 
Lateefs classic oboing on In the Evenin’. Here 
Yusef supplied the feeling 1 was listening in 
vain for earlier, then gave way to a long solo 
by Cunningham that essayed every ounce of 
the blues with joyous musicality and even a 
touch of humor. Heath’s minimal, atop-the- 
beat timekeeping proved an important foil, as 
Lateef and Barron cleared out for at least five 
minutes. When the ensemble came back with 
the outro, Kuumba keyed the release exactly 
right. These days, the Lateef Quartet seems an 
especially rare group. —michael rozek

BOBBY SHORT
The Bottom Line, New York 
City
Personnel: Short, piano, vocals; Beverly Peer, 
bass; Gene Gambit, drums.

Bobby Short could probably convince me 
to buy my own left hand. The guy is terribly 
charming. His allure begins with his stage pre
sence. Live, Short was warm, quipping to the 
audience; yet also slightly distanced. Writer 
Brendan Gill has noted this paradox: “A per
former is a king and the rest of us but subjects; 
he may be benign or tyrannical, but in either 
case it is necessary that his subjects know their 
place.” In an unmysterious age, where all is 
known save place, I liked feeling passively 
spellbound for a change. But the distancing 
probably had an easier explanation: Short is 
classy and true to his social position. Gill fre
quently hears him at New York’s swank Cafe 
Carlyle, the singer’s regular booking. “At the 
Carlyle,” notes Gill, “. . . Bobby Short ... on 

many evenings ... is almost entirely surround
ed by friends—Mellons, Browns, Onassises 
and the like.”

Such intimacy with the riche is also crucial 
to Short’s interpretive powers. Cole Porter, 
Noel Coward, Rodgers and Hart—perhaps 
Short’s favorite songwriters—also moved 
through, and wrote about, upper social strata. 
It was no surprise, then, that Short didn’t turn 
Porter’s I’m a Gigolo into sheer lunacy. First 
he caviled that “once I was too young to sing 
this song, now I fear I’m too old.” Then he 
primped comically, while toying with lines 
like “I’ve no mother but jazz.” But in all, he 
let the song stand on its own: part send-up, 
part pathos.

Other touches abounded too, with any over
broadness avoided. In another Porter tune, 
Why Shouldn't I? (Know of Love), Short 
crooned “All debutantes/Say it’s good”, draw
ing out “good” to suggest, say, a Wellesley girl 
of the past’s secret love for the visceral. And 
in Porter’s I’m Throwin’ a Ball Tonight, which 
details the plans of a jade who lives for par
ties, Short made sure “I feel like dynamite” 
was the fellow’s lame, sole excuse for grand
iose revelry.

But beyond these witty snaps of a world that 
probably still exists—in spirit if not in dic- 
tion—Short showed some heart. He began

“If they only 
made cars 
like LP makes 
congas!”
Manuel Rodulfo has good reason for 
saying this. Last August his car was 
involved in a serious auto accident. 
In the trunk was his LP conga as well 
as a wooden one. His car and wood 
conga were totaled. He wound up in 
the hospital. His LP needed only a 
new head!
Before you buy your next conga 
drum do as the leaders do and

Trust the leader

Send50C for catalog.
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Vernon Duke’s / Can’t Get Started (“Tell your 
parents Bunny Berrigan did not write this 
song”) with the verse; at first, Anita O'Day’s 
recent, moving version came to mind. She 
read the song as the lament of a woman past 
her romantic prime. Yet Short projected a 
younger, male persona suggesting a sincere 
Fred Astaire sitting down at the piano to work 
out his troubles with Ginger Rogers. Even bet
ter, Short handled Rodgers and Hart’s I’ll 
Take Manhattan quietly, almost reverently. It 
was a real paean to a city the country’s been 
kidney-punching.

Short encored with And Her Mother Came 
Too, written by silent screen star Ramon 
Navarro. The song is not about group sex. It 
concerns a woman who compulsively 
chaperones. All along, Short had been slightly 
raising his eyebrows, keeping straight amidst 
funny lines and laughter from the patrons. But 
the expectation of the closing twist was too 
much even for him. He paused before singing 
it, grinned and said, “And her mother came 
too.” A minute later was off the stage for 
good. For his understanding of English as a 
first language, his wit, his heavyweight treat
ment of popular and even novelty songs, his 
class—and even his solid piano playing— 
Bobby Short is absolutely great.

—michael rozek
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never do a set without doing the blues.” Is that 
approach coming through?

Adderley: I don’t want to do a whole gig 
without doing the blues, meaning the basic 
stomp, downhome blues. If there’s one thing 
that encompasses all of what there is in the 
jazz world, it’s the blues. We’ve used the blues 
for everything. The hippest and the strongest 
tunes are blues, and we can't ever get away 
from the blues if we’re going to call ourselves 
“jazz” musicians. 1 have never heard a crea
tive musician play modern American music 
without hearing the blues. When I first heard 
Ornette Coleman, people were saying, “What 
is it? What’s going down?” You can hear the 
cry in there, man. There’s not much difference 
between a hot-selling artist like Stanley Tur
rentine and the sound of Ornette Coleman 
when the notes reach that pitch, that cry, like 
a primal kind of thing. It may be a little more 
difficult to hear when you're talking about 
Cecil Taylor, but only because of that instru
ment. When Stanley Turrentine plays, we call 
him “hongry” because there’s that cry. But 1 
would not say it’s because of the black ex
perience that 1 hear it. We have a total music 
here—from King Oliver to Cecil Taylor, in 
between and beyond—and we must be able to 
hear what is in all that music in order to judge 
it, whether good or bad. And there are only 
two types of music: good and bad.

Lyons: Docs the type or purpose of the mu
sic matter to you? I’ll admit to disliking dis
co music as a genre, even though I’ll snap my 
fingers or dance to it. I don’t think it will 
further music or that it’s meant to last more 
than its turn on the charts.

Adderley: I don’t have a reaction against 
styles; I have a reaction against bad music. I 
try not to dislike anything because it has a 
label on it. I went to a disco and found out 
they were dancing to a Ron Carter record, so 
if 1 cut off disco music, maybe I’ll have to cut 
off Ron Carter, or Hubert Laws, or the Cru
saders. 1 give the Crusaders a lot of credit for 
being able to musicalize some things that 
wouldn’t be musical if they didn’t do it.

Lyons: In the spectrum of music from the 
Crusaders to Cecil Taylor, where do you place 
yourself?

Adderley: I feel most comfortable in the 
middle, in the mainstream. At times I’m com
fortable to the far right, and sometimes to the 
far left. But because we can do all of it, that's 
what we’re going to do. The mainstream is 
wide itself. You see, many people become 
highly stylized because the style is a selling 
point for them. 1 don’t want to be sold like 
that: you’ve got a record in that vein, so you’re 
going to play that way. I want to be able to 
play all 1 can play—and 1 want my musicians 
to be able to play all they can play. I don’t 
want to be “tyrannized by style”—that’s a 
phrase Cannon used to use. Being highly 
stylized has another commitment attached to 
it. If you go out of your style, your fans turn 
around. 1 don’t want to have fans based on any 
one style.

Lyons: Do you think the so-called main
stream is changing?

Adderley: A lot of interviewers ask where 
jazz is going, and I have a stock answer: If 1 
knew, I’d get there first. If you look at what 
records are selling, you’ll see all kinds of rec
ords doing well.

Lyons: You mean a lot of exceptions and 
no : ules no trends?

Adderley: Yes, that’s what it is. There’s not 
a pattern to what’s happening now. As a re
sult, you can’t know what’s going to be suc
cessful. I’ve always had the idea, though, that 
if you want to play creative music, you have to 
make a financial sacrifice. If you don’t want to 
commit yourself to financial sacrifice—and 
you have the ability, go ahead and play some 
music that people like, get rich, and split, be
cause that’s all it is. But if you really want to 
do something and be happy with it, then make 
the commitment and stick to it. If you know 
enough to understand what is good and bad 
and can get the feeling of an outstanding per
formance—well, nobody can take that away 
from you. That feeling that you really laid it 
out there. That makes it worth everything—all 
the abuse you have to take.

Lyons: Do you think the receptivity of the 
audience to good music has increased?

Adderley: Yes, I think so, and I think that, 
inadvertently, it was caused by all that bad 
music we listened to all those years.

Lyons: Which years?
/Vdderley: All through the rock ’n roll 

thing. Now, I’m not saying all rock is bad, or 
I'd be contradicting myself. What I’m saying 
is that there was an awful lot of terrible music 
from the late ’50s through the late ’60s. 
There’s less bad music now. The worst disco 
music I’ve heard—with strings and every
thing—is still better than .. . let’s see .. .

Lyons: Grand Funk Railroad.
Adderley: Okay, that’s one. You said it; I 

didn’t. From the first time Elvis Presley shook 
his hips on the Ed Sullivan show through all 
that Grand Funk Railroad stuff, the worst dis
co music is better than all of that. The chords 
are better. The beat is not quite as insistent. 
There’s more creative thought. I believe the 
audience for all music is improving, too. You 
know how many clubs in New York have jazz 
played in them now? Over 40. It’s happen
ing. Now some of them may just have Barry 
Harris playing piano, but it’s pretty hip to lis
ten to Barry Harris playing piano—and he 
ain’t playing no bullshit. He’s playing music. 
It’s improving, man.

Lyons: I’d like to get a look at you as an in
strumentalist. Do you have a practice routine?

Adderley: 1 don’t have a set routine be
cause when I’m working 1 don’t have to prac
tice. As far as technique goes, what 1 have, 1 
have, and what 1 don’t have, I ain't gonna get. 
If 1 do have a technical problem, 1 often use 
Charles Colin’s book, Lip Flexibility, or Ar- 
bun’s book, which every trumpet player is fa
miliar with—everything that can be played on 
a trumpet is somewhere in that book. The 
trick is in knowing how to find it. I think these 
two are the best books, and you know anyone 
who goes through them can really play.

Lyons: Speaking of the trumpet, do you 
ever use it or fluegelhorn instead of cornet?

Adderley: 1’11 use trumpet on a big band 
date, yes. 1 don’t really like it because it’s too 
brassy the way 1 play it. That’s not a comment 
on how others play it. But I’ll still use it in a 
section. Now the fluegelhorn . . . well, every
one’s playing it, for one thing, and 1 don't see 
where it would do that much for me, since 1 
can get a low register sound on the cornet 
that’s very much like the fluegelhorn sound. 
Incidentally, switching mouthpieces doesn't 
interest me either. Fortunately, 1 had a couple 
of copies of the Olds #3 1 lost in Newark.

Lyons: What about electrical attachments 
for the cornet?

Adderley: 1 once did an alburn f A&M
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Records and used the Maestro attachment. 
Basically, what it does for brass instruments is 
double the octave'. I thought it wasn’t doing 
that much, and it didn’t sound like a cornet 
anymore. Maybe they’ve improved the attach
ment since then, and I might like some of the 
things it does. I’m not interested in using it, 
but I’m not against it, either.

Lyons: I’ve come to the end of my ques
tions. Do you have anything to add?

Adderley: Yes, I do. In order to review 
creative music, one should have some back
ground in the music. I read db and for the life 
of me I can’t understand why you don’t have 
separate people reviewing rock records and 
jazz records. It annoys me to find a bad record 
by a rock group getting a good review and a 
good record by a jazz group getting a bad re
view. I see the same reviewers doing both re
views. I think there ought to be people who 
only review rock records because they prob
ably have a rock mentality.

Lyons: What do you mean by “rock men
tality”?

Adderley: Oh, I’m hitting below the belt, 
you bet your sweet—I am, because when 1 say 
one has a rock mentality, what 1 really mean 
is that one has a head like a rock.

Lyons: Not that the type of music is bad?
Adderley: Not the music, because I don’t 

mean all rock is bad, much of it is though. 
And I’m not saying all jazz is good—much of 
it is though.

Lyons: That’s a good ending. Let’s stop.
Adderley: Yeah. db 

dards for awarding degrees, certificates, and 
other such stamps of approval.
1919—George Eastman donates twelve 
million dollars to his pet musical project 
(which also bears his name).
1924—Mrs. Edward W. Bok donates twelve 
million to her own pet musical project, the 
Curtis Institute of Philadelphia.
1924—Augustus D. Juilliard, five years after 
his million-upon-million donation to his pet

musical project, gets a graduate school named 
after him.
1940—Serge Koussevitzky, recognizing that 
the Mrs. Andrew Hepburn/Mary Tappan 
land-grant to his Boston Symphony orchestra 
would make a fine spot for summer music 
training, sets up his Berkshire Music Center at 
Tanglewood.
1976—The NASM continues to inspect and 
regulate its member music departments.

they grow on you...
IT HAPPENED

1776—Americans who want to learn music 
still must turn to musty singing manuals by the 
Rev. John Tufts and the Rev. Thomas Walter, 
both of whom are Massachusetts ministers try
ing to get their choirs in tune.
1833—Lowell Mason, attempting to broaden 
the base of music study, invents the prototype 
of the conservatory in his Boston Academy of 
Music.
1838—Ohio’s Oberlin College heightens 
higher education by hiring the first U.S. music 
prof.
1840-1865—American musicians head for 
Europe in hopes of getting their rough musical 
edges polished.
1867—Oberlin scores another first by setting 
up its college music department.
1867—New England Conservatory parallels 
Oberlin, but in the conservatory format.
1867—Chicago Musical College and Cincin
nati Conservatory get into the music educa
tion act.
1868—Peabody Institute, too.
1870—Luther W. Mason provides his Na
tional Music Course for all around public 
education.
1876—Aware of expanding musical educa
tion in schools like Harvard, Yale, Columbia, 
Vassar, Smith, Wellesley, and major state 
universities, music profs band together into 
The Music Teachers National Association.
1924—Aware of expanding discrepancies 
among music curricula, colleges band to
gether into The National Association of 
Schools of Music, which soon sets up stan-
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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 Gin« Musica
Free Catalog Now: Dept. D, P.O. Box 16099

Seattle, Wa. 98136

SUBSCRIBERS!
Please include a down beat address label 
whenever you write us about your subscrip
tion. The numbers on your address label are 
essential to insure prompt and accurate ser- 
vice CHANGE OF ADDRESS

Please let us know six weeks before 
you move.

down beat
222 W. Adams Street Chicago. III. 60606

OUTRAGEOUS MOTHER DOES IT AGAIN!
Thanks to all of you who made our first year 

such a great success.
Send for our new free 1977 catalog with 20 more 
brand new original charts by Phil Wilson, Jack 
Petersen, Rich Matteson, Paul Condziela, 
Howie Smith, and Mark Taylor.
IRON-ONS $1.50 each (add 50c per order for postage 
and handling).

OUTRAGEOUS MOTHER, INC.
BOX 511D, LEWISVILLE, TEXAS 75067

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 tines to 
standards and blues. Written out as I would play them 
on the job. $8.00

DAN PLISKOW
1134 Oakdale Dr. Smyrna, GA 30080
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FOSTER continued from page 15

To illustrate his point, Gary turned to the 
subject of rock. “If someone my age isn’t care
ful, they react completely the wrong way to 
rock music. First of all, it becomes difficult 
when you consider my generation’s back
ground in bebop. It would be very easy to just 
shut it out and say it doesn’t exist. But, by 
God, it does! I know when I hear Zappa’s 
stuff, Jean-Luc Ponty’s new things, or George 
Duke or John Abercrombie, that it’s real mu
sic. There may be some things that I may not 
be able to assimilate because I came out of an
other era. But the validity of it I don’t chal
lenge a bit. 1 pursue that. I’m at a crossroads 
now where I think I can assimilate some of it, 
but it is an effort for me. It’s not an effort for a 
young person because he’s what you might call 
a musical peer of it. He’s involved in it. But 
the guys of my generation, maybe five years 
older, guys who were playing in the big bands 
when 1 first started to listen, they don’t play it 
at all. 1 don’t mean to make a big deal out of 
that, but I see that as one of the dangers of not 
having the goal of keeping up with what’s go
ing on.”

Along with the challenge of studio gigs, 
Gary had also participated in a wide variety of 
musically stimulating enterprises with little or 
no financial compensation. “I guess I’m hard
headed enough so that I really never thought 
about doing anything else once I got the pic
ture of the kind of music that happens here in 
L.A. Sometimes it isn’t even the kind of music 
that pays any money or the music that people 
see. There is an incredible amount of activity 
and rehearsal because the musicians are want
ing to improve by interacting with each other.

You can, for example, go to the Union here 
everyday—morning, afternoon, late after
noon—and hear outstanding music.”

This led to a discussion of the fine big band 
led by the husband-wife team of Toshiko Aki
yoshi and Lew Tabackin. “The band’s been 
together for two and a half years and it’s still 
the musical high point in the week just to par
ticipate in it. The earnings from it have never 
been a factor. To my mind it’s a privilege just 
to be involved. In the late 1960s Clare Fischer 
had a band that was exactly the same thing. It 
was a musical treat and one of the high spots 
of my musical life. I would die if I had to miss 
a rehearsal. Both bands have really been great 
experiences.”

I next asked Gary about the life of a studio 
musician. “Studio playing 1 enjoy very much. 
The challenge of playing a variety of music on 
a variety of instruments and not knowing what 
you’re going to sec tends to keep your juices 
going. It also helps the involvement in your 
instruments and the practice you need to keep 
your abilities up. I play the flutes, including 
piccolo, clarinet, bass clarinet, and saxo
phones, though I’m better at playing the high 
members of the saxophone family. I also play 
the recorders. I never thought I’d play them 
but I’ve used them in everything from classical 
scores to motion picture scores to a Bob Dy
lan session. Another benefit for a professional 
studio musician is being able to play with a 
peer group of players who are excellent.”

One plan for the future involves Gary’s col
league, Lew Tabackin. “I’ve enjoyed playing 
chamber music which almost never gets per
formed in concert. And Lew Tabackin and 1 
have been talking for a few months about do
ing a chamber music concert. In my book, 

Lew is one of the giants of the saxophone. 
He’s also a fine jazz flutist who has an excel
lent classical background. We’ll do things for 
two flutes, and for clarinet and flute, with key
board or string backgrounds or another in
strument. We might also do something for two 
saxophones in a jazz idiom. It would be an 
evening of music created by two people who 
want to cross over from one style to the other. 
We’ve got a bunch of music and we’ve re
hearsed a few times. We’ve enjoyed the con
tact but the ultimate thing will be a concert. It 
will probably be at a college or we’ll reserve 
an auditorium. We’ll do it free so that our stu
dents and friends and anyone else can come. 
It isn’t important that we get paid for some
thing like that because we will have done 
something musically that otherwise wouldn’t 
happen.”

The last area of our conversation focused 
on the tremendously rigorous demands that 
Gary puts on himself. “One thing we haven’t 
talked about in relation to musicians is their 
need to find time to practice. Playing a lot re
ally can’t be regarded as practice. You have to 
find a private time to maintain your tools and, 
if time permits, to advance yourself. There’s 
always another plateau to reach for. 1 get up at 
5:30, whether 1 set the alarm or not, and I en
joy it. I take my shower and am at the studio 
by 6:45 and get in a good hour or hour and a 
half of practice. I also make sure all my reeds 
are working right. You reach a point in your 
business where you’ve got the jobs and you 
might say, ‘Well, 1 don’t have to work for 
them.’ But the minute you do that you're auto
matically on the way down because you have 
to maintain your skills and you have to work 
hard to get further along.” 4b

cAs JAZZ AIDS
A NEW APPROACH to JAZZ IMPROVIZATION by Jamey 
Aebersold. $8.95 per volume (LP & Booklet) (Canada 
add $2.00 per order) A series of books & LP stereo 
records which allow you to learn to improvise at 
your own pace. Can also be used for classroom 
teaching. Each volume contains a stereo record 
and accompanying booklet. Booklet includes parts 
FOR ALL INSTRUMENTS: treble & bass clef, Bb & Eb 
parts in each book. Special stereo separation for 
rhythm section players: Left channel has Bass & 
Drums, right channel has Piano & Drums. The 
back-up rhythm section on records is outstanding! 
Makes you want to play. The most widely used im
provisation method on the market.
□ VOLUME 1 "A NEW APPROACH"—Beg./lnt. level. Contains 
Dorian minor tracks, Blues in F & Bb, 24 measure song, Ca
dences, Cycle of Dom. 7th’s & one II/V7 track. Scales are 
written in measures and chord tones are notated. Chapters 
on Melody, Blues scale, Time, Modes, Exercises, Chords, 
etc.
□ VOLUME 2 "NOTHIN' BUT BLUES"—Beg./lnt. level. 11 dif
ferent Blues in various keys and tempos. This volume is tru
ly fun to play with. Rhythm section on LP grooves! Scales 
and chord tones are written.
□ VOLUME 3 "THE II/V7/I PROGRESSION"—Int. level. Prob
ably the most important musical sequence in modern jazz. 
A must for all jazz players! Supplement includes 11 pages 
of II/V7/I exercises to be applied with LP. 8 tracks to impro
vise with and practice in all keys.
□ VOLUME 4 “MOVIN' ON"—Int./Adv. level. A Challenging 
collection of Aebersold & Dan Haerle tunes. Book contains 
melodies and needed scales/chords for all instruments. 
Only for the brave!
□ VOLUME 5 “TIME TO PLAY MUSIC"—Int. level. Similar to 
Vol. 4 except the songs are much easier. Modal Voyage. 
Killer Pete. Groovitis, etc. Next logical Vol. after Vol. 1 or 3. 
Lots of variety.
□ VOLUME 6 “ALL BIRD"—Adv. level. 10 songs written by 
Charlie Parker. Ron Carter, bass; Kenny Barron, piano; Ben 
Riley on drums. Record has excellent Bebop feel! Best way 
to learn these famous tunes; Now's the Time. Yardbird 
Suite. Donna Lee, Confirmation, etc.
And more to come; Sets of Miles Davis, Sonny Rollins, 
Woody Shaw, Cannonball Adderley, and David Baker tunes!!

Watch this ad!

by Jamey Aebersold

PIANO PLAYERS—Five books of Piano 
Solos & Songs by FOUR all time Jazz greats. 
Most all solos & songs are written for Two Hands with 
chord symbols just as the masters play them.
□ CHICK COREA: 16 tunes including Spain, 500 Miles High 
& La Fiesta ........................................................................ $5.95
□ BILL EVANS #1:6 transcribed songs ..................... $2.95
□ BILL EVANS #2: 5 transcribed solos & one song $3.95 
□ BILL EVANS #3: 5 transcribed solos & 15 songs off rec
ords .................................................................................... $3.95
C HERBIE HANCOCK: Over 45 greatest hits..............$7.50 
□ HORACE SILVER: 53 transcribed songs exactly as re
corded including Sister Sadie. Nica’s Dream. Nutville & Sil
ver's Serenade .................................................................. $6.95

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

□ DAN HAERLE JAZZ-ROCK COMBO SERIES—12 combo ar
rangements scored for Trpt, Ten, Alto. Bone, & rhythm sec
tion. Write for catalog. Each arr. $4.00
□ JOHN COLTRANE (combo arrangements) transcribed from 
original Blue Note recording (Blue Train): (Blue Train, Mo
ment's Notice, Locomotion. Lazy Bird.) Complete parts for
trumpet/tenor/bone/rhythm. All 4 only $7.00
□ HORACE SILVER (combo arrangements). Complete parts 
for trumpet/tenor/rhythm. All 4 only $5.00

□ ARRANGING & COMPOSING for The Small Ensemble: 
jazz/r&b/rock by David Baker, 184 pp.......................... $15.00
□ JAZZ IMPROVISATION by David Baker ................... $15.00
□ ADVANCED IMPROVISATION (with 90' cassette) by David 
Baker. Spiral bound. 256 pp.........................................$25.00
□ Jazz Styles & Analysis: TROMBONE by D. Baker. History of 
Jazz 'Bone via 157 solos................................................$15.00
□ Jazz Styles & Analysis: ALTO SAXOPHONE by Harry 
Miedema, edited by David Baker; 125 transcribed and an
notated solos by 103 famous alto saxophonists. . $12.50 
□ Jazz Improvisation Method STRINGS: Vol 1, Violin and Viola 
by David Baker. 160 pages ...........................................$12.50
□ Jazz Improvisation Method STRINGS: Vol 2 Cello and Bass 
Viol by David Baker. 152 pages...................................$12.50
□ CONTEMPORARY TECHNIQUES for the TROMBONE by Da
vid Baker...........................................................................$25.00

□ "BIRD LIVES” by Ross Russell. Hardbound book of 
Charlie Parker’s life. The best book on Parker currently 
available!.......................................................................... $10.95
□ "JAZZ TRUMPET TECHNIQUES" by John McNeil. Special 
book designed to help solve certain problem areas of jazz 
trumpet playing. A much needed book. (1st printing) $2.95 
□ JAZZ/ROCK VOICINGS FOR THE CONTEMPORARY 
KEYBOARD PLAYER by Dan Haerle. An important, inter
mediate method includes voicings, principles of chord 
function, substitutions, melody harmonization, etc. $4.95 
□ SCALES FOR JAZZ IMPROV, by D. Haerle ................. $6.95
□ PATTERNS FOR JAZZ by Jerry Coker et al. Excellent for 
daily practice.................................................................. $14.00
□ IMPROVISING JAZZ by Jerry Coker
Paperback (12th printing)............................................... $2.95
□ THE JAZZ IDIOM by Jerry Coker
Paperback (1st printing)................................................. $2.45
□ LYDIAN CHROMATIC CONCEPT by George Russell $26.50 
□ THE EVOLVING BASSIST by Rufus Reid. SPIRAL BOUND. 
For Electric and Upright..............................................$12.50
□ 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 3 transcribed solos............... $5.95 
□ CHASIN’ THE TRANE by J. C. Thomas. The music & mys
tique of John Coltrane (hardbound).............................$7.95
□ THE PROFESSIONAL ARRANGER COMPOSER by Russell 
Garcia. Standard text for big band writing............... $7.95
□ CHARLIE PARKER ORIGINALS—30 tunes in concert key 
 $2.95

□ PENTATONIC SCALES FOR JAZZ IMPROVISATION by Ramon 
Ricker. Study of Pentatonic scales in modern jazz. 6 trans
cribed solos by C. Corea, H. Hancock, K. Jarrett, J. Hender
son, J. Farrell, and W. Shorter. 40 pages of licks and exer
cises. 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, & more. .. $19.95

Send check or M.O. Free postage in the USA for 
3 or more items; add 50c postage for 1 or 2 
items.

JAMEY AEBERSOLD 
1211-D AEBERSOLD DRIVE 
NEW ALBANY, IND. 47150 eAo
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TERRY continued from page 13
ticulate the exact sound. Take an ending: “be- 
diddlee bee boo doo wee pow wow.” The 
“wow" means removing your lips from the 
mouthpiece, which you cannot do. But by 
thinking it, you can get that same sound and 
you’ve produced it from deep inside your 
body. Your head thought it, but your body did 
it without any help, automatically.

Smith: Would it help that thinking process 
by knowing harmonics, such as those learned 
from keyboard instruments?

Terry: Every musician who is getting in
volved in music today should learn a key
board. Whether the guy is a drummer, a banjo 
player, a bass player, trumpet, whatever, he 
should know his keyboard, know how to con
struct a chord. It gives more insight and when 
he hears arrangements he knows what’s going 
on.

Smith: What of the quality of instrument?
Terry: I wouldn’t tell a parent to go out and 

spend $400 on a horn that’s going to end up 
on top of the pile that contains one deflated 
football and some spokeless bicycle wheel. As 
long as the instrument is adequate to get the 
proper sound to learn the things that you are 
supposed to learn in the proper manner you’re 
in good shape.

Smith: Is there a standard mouthpiece or 
cup size?

Terry: The student should always stay close 
to his tutor, so he can be watched and listened 
to as he grows. One size for one age group is 
impossible to determine. No two children have 
the same structure of teeth, or same air 
capacity in the chamber, the throat, jaws, 
same size lips; all that calls for different types 
of materials. We have to watch out for over
bites which blow down, and underbites which 
blow up. Each student bears watching by his 
teacher. He doesn’t know to make a decision 
on his own.

Smith: And all the time the youngsters are 
playing they should be reading, to know 
what’s going on around them, both equipment 
wise and performance wise.

Terry: Yeah, but by the same token they 
don’t have to believe everything they read, 
even in the trade papers. Sometimes there are 
record reviews that give a false picture of what 
the musician was trying to say. Here’s a kid 
with five dollars who wants a record. He looks 
in down beat, sees a two star rating and looks 
further. It is the responsibility of any maga
zine to present astute reviews by competent, 
knowledgable reviewers. You have a gentle
man who reviewed an album of mine, with men 
who have spent most of their lives in jazz— 
giants; that’s what the album was called (Clark 
Terry And His Jolly Giants). This reviewer 
should not have been given the task to begin 
with, but he comes off like he knows what he 
was talking about.

Smith: Aren’t there others who feel the 
same way about other reviewers?

Terry: Probably. But it’s the student, or the 
youngster that wants to learn, that suffers the 
most. He may just have found something in 
that record he needed.

Smith: I don’t think we have a solution to 
that problem. It’s as old as criticism itself. 
You know, there’s no accounting for taste. $

Terry: Well, 1 have one word for that re- g, 
viewer. (At this point Clark rattled off a string S. 
of mock epithets that were decipherable only ° 
by those who translate his “mumbles’’ record- § 
ings. All was taken in good spirits.) |

Smith: But you say that the student is defi- 8

ON 
THE 
PEARL 
BEAT
Pearl drives the big bands
A big band drummer never lets 
up. It takes an incredible amount 
of skill, stamina and sheer talent 
to drive a big band the way 
Butch Miles does with Count 
Basie. Steve Schaeffer does 
with the Tijuana Brass and 
Les De Merle does for

Harry James and his own 
Transfusion group. And it 
takes an incredible drum 
too with versatility, 
strength and cutting 
power. So these artists 
drive their big bands with 
Pearl Drums.

Butch

distributed by Norlin Music. Inc.
7373 N Cicero Ave.. Lincolnwood. Illinois 60646
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HOWTO heighten high school by Dr. William L. Fowler

"Our only limits are student needs and our own imaginations. ”—Faculty at Denver Public Schools’ 
Career Education Center

Blackbyrd s Gold Series
The music of the Blackbyrds now avail
able in stage band arrangements and 
method books.

Donald Byrd’s Method & 
Symmetrical Music

From the Movie 
"CORNBREAD, EARL AND ME”

1. Cornbread 4. Riot
2. The One-Eye Two 5. Soulful Source 

Step 6. At the Carnival
3. Mother/Son Theme

From the Album THE BLACKBYRDS
1. Do It, Fluid 4. The Runaway
2. Gut Level 5. Summer Love
3. Reggins 6. A Hot Day Today

7. Funky Junkie
From the Album

THE BLACKBYRDS FLYING START
1. I Need You 5. Walking in Rhythm
2. The Baby 6. Future Children,
3. Love is Love Future Hopes
4. Blackbyrds' Theme 7. April Showers

8. Spaced Out
From the Album 

THE BLACKBYRD S CITY LIFE
1. Rock Creek Park 4. All I Ask
2. Thankful 'bout 5. Happy Music

Yourself 6. Love So Fine
3. City Life 7. Flying High

Send for complete utilog end information.
BLACKBYRD PRODUCTIONS, INC.

1625 Woods Drive Los Angeles, CA 90069
(213) 656-3239

Apply 
Now ...

For classes at the new 
Institute of Jazz Studies 

at North Carolina Central U.
Durham, N.C.

Under the direction of 
Donald Byrd 

Courses of study include:
• Jazz history
• Arranging
• Improvisation
• Jazz and blues ensembles
• Business of music

Write now for complete information

Donald Byrd, Chairman
Institute of Jazz Studies, Music Dept. 
North Carolina Central University 
Durham, NC 27707
Please send me, without cost or obligation, 
complete information on the Institute of Jazz 
Studies at N.C. Central U.

Name------------------------------------------------------- —

Address ------------------------------------------ - -----------

City___________________________________ -

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

Í^or several weeks now, ever since Denver’s Career Education Center put its brand new plans 

into operation in its brand new plant, students have been smiling. The reason? Their faculty ex
hibits not only imagination, but professional know-how as well. Students are discovering that 
when a faculty understands what a pro really is, training toward careers gets right on.

Every day at CEC, the how-to’s turn into happenings. It’s something like a busy little city 
where each citizen-student contributes to the well-being of all by working at some useful skill 
while developing it to professional level, guided and aided by citizen-faculty experts. Those 
faculty experts smile, too. They’re imagining how they will utilize all that state-of-the-art equip
ment at CEC to fulfill any student need (plus a few experimental needs of their own!).

The CEC isn’t a high school as such: Denver shows no need for another. Like many an Ameri
can city, its fixed boundaries tend to circumscribe population growth. No, the CEC is not a de
gree-awarding self-contained school serving some geographical segment of the city. Instead, it 
extends but doesn’t duplicate the offerings of all nine high schools in the Denver School Dis
trict. Its students get a slice of time each day to come for their individual special interest classes 
but meet their degree requirements at their home schools. Subject matter at CEC therefore can 
be extremely specialized within any practical field. It can be. and is, a cross section of advanced 
knowledge and skills essential to cooperative urban life, a cross section of commerce, health 
care, transportation, art, law, communication, entertainment, leisure time use—all the activities 
by which people may benefit themselves and one another.

Any high school student within the Denver Public School system can enroll at CEC for one of 
its subjects. There’s no careful culling or secret selection to build a super student body. Student 
interest, normally coupled with some previous experience in a subject, fills up the classes. And 
this democratic way of letting students choose some special direction for their own education 
might be the main reason the CEC student body parallels the ethnic proportions of Denver itself.

School board members wanted CEC “to be naturally integrated—not just racially, but social
ly and economically.” It is. Regardless of race, social background or economic status, any stu
dent can sign up for any course; a most accurate and handy method of revealing adaptability for 
any job, talent for any art, personal resources for any profession. Someone with leanings toward 
law, for example, can spend several days going to court, poring over legal tomes, and construct
ing contracts—all as an aide to some practicing Denver attorney. Then the "Am I really inter
ested in and qualified for law?” question will answer itself. Or some home kitchen-krafter who’d 
like to try a livelihood among the oven-fresh and temptingly-tasty can check talent for pinching 
salt and raising dough at the CEC bakery, where a retired master baker now oversees student 
pies and pizzas. Sometimes, having discovered inaptitudes while on the job, such vocation test
ers turn to other fields. But most find they were right in their initial interest, then proceed at 
their own speed in the specialty class they have chosen. Whenever they might attain professional 
level in a special skill, be it welding or sound recording, and no matter how long it takes to 
reach that level, CEC issues its certification of job-ready skill.

And so the courses go—each skill identified, each step toward professionalism prepared, each 
final goal the actual demonstration of the mastery of a skill.

“We’re on the cutting edge of what’s happening in American high schools,” declares CEC 
principal Irving Moskowitz. “We’re trying to make the students responsible for their actions 
and independent in their learning. The whole curriculum is individualized, self-paced and com
petency-based. Either you’ve mastered a specific objective or you haven’t. ...”

Students seem to figure that’s fair enough:
“What students learn is determined by how much effort they themselves put into a class, says 

one.
“1 hope to become a woman engineer. So far there are very few. The CEC is opening doors for 

me,” says another.
And from many others comes support for the Moskowitz/CEC-faculty philosophy;
“1 am finally heading in the right direction with what I want to do with my life and without 

the Center I would be lost.”
"The CEC is showing a lot of people what the career they have chosen will be like. It has real

ly helped me to decide what I want to do for my life.”
“The Career Center offers me a chance to learn skills which are up to date and related to to

day’s society. The atmosphere of the whole school stresses that education can be enjoyable.”
“I had wanted to be a recording engineer for about five years but never could get any informa

tion on the subject at all. No one seemed to know anything about it. When it was announced that 
CEC was giving a Sound Recording class, I couldn’t believe it. Then when I saw all the equip
ment 1 really couldn’t believe it! I’m now in the twelfth grade and disappointed that I don’t have 
another year or two to go.”

“Everybody in the Center is helpful and friendly, which makes it a pleasure to come to. And 1 
don’t ever mind having to ride the school bus home for an hour every day because I leave with a 
feeling that 1 have been learning.”

“It is the best thing that ever happened to Denver public schools!”
And Dan Scott’s side remark further explains the student smiles: “Nobody calls you a kid.”
Such is the atmosphere which music students quickly discover at CEC. Instead of being 

frowned at for writing parallel fifths, they get asked to make music for actors in a genuine 
Japanese drama (Samisens and kotos furnished, as is instruction in the Japanese use of the pen
tatonic scale). Instead of being told they’re not Beethovens, they are encouraged to compose or
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arrange or improvise for the school ballet or the woodwind quintet or the student lounge bash. 
They come for scheduled classes in improvisation, arranging, composing, conducting, film scor
ing and the like, then find themselves swept into extra on-the-spot non-scheduled activity.

The CEC curriculum planners accurately consider music a vital urban profession as well as a 
life-filling avocation, an attitude reflected in the faculty as well as in course offerings. They look 
for teachers having wide experience as well as strong specialties, plus ability to turn students on.

Richard Eichenberger, for example, who trains sound recording and conducting students, is a 
one-man cross-section of knowledge and skills both in and out of music. He ran a custom re
cording service for many years, got degrees in both math and physics, and achieved civil engi
neering certification. He conducted a variety of music groups, taught math and music, and de
signed school programs. And if that’s not enough to qualify him to work with students, he’s also 
a member of the Colorado Bar with a Doctorate in Law.

The music staff includes six more wide-rangers—Neil Bridge, Scott Brownlee, Sonny Phillips, 
George Sanborn, Gerald Sutton, and Dana Wells, a regular faculty whose collective experience 
spans the whole music profession plus most of its related fields. But should some particular stu
dent need not be covered by that faculty team. CEC can tap its list of willing consultants in 
the metro Denver area. To top off this piece of educational cake, CEC regularly schedules na
tionally-based pro groups and individual stars for formal and informal workshops, demonstra
tion, and individual consultation. First featured in this series was John Harmon’s aggressive 
young group, Matrix, in a demonstration-concert, improvisation-clinic, come-up-and-join-the- 
band marathon.

CEC is now only a couple of months old, its students still in a dream-come-true trance. But 
already its teachers are dreaming up new subjects, the school board is eyeing space for addition
al building, and music superintendent Dick Culver is planning expanded city-wide high school 
interaction, while not just a few college profs and successful pros are showing more than slight 
curiosity about becoming a part of it all.

Perhaps other school boards will take their own looks at Denver’s solution to the national 
problem of specialized high school education. Perhaps the special needs of special young musi
cians will find new fulfillment. Perhaps the Denver smiles will spread nationally. . . .

I Enn T continued from page 41

nitely getting valuable information from such 
a publication.

Terry: For the most part, our trade papers 
and magazines are widely read by students. 
The writers and editors should be concerned 
with the young reader; they are the ones who 
are coming up. We only have a few trade pa
pers left and those often gullible kids depend 
a lot on them.

Smith: What about hard cover volumes on 
music? Would you assign a volume to a stu
dent on, say, Bird, or Ellington?

Terry: Hell, yeah. It’s all a part of history. 
When you get involved in improvisation you 
have to know something about jazz history as 
well. Some young people who get involved 
with the music want to get involved with the 
scene right now. It’s like building a building 
and starting on the 15th floor. I mean, that’s 
the short cut up to 25, isn’t it? They forget 
there are basements, too. In order to go up 
high you have to go down deep. Knowledge is 
the same. When you get involved in jazz, you 
want to get deep into it. Maybe you get it 
through osmosis, but everything you do be
comes part of it. You want to find out why, 
how. How did the plunger come to be used? 
Where did growl come from? It all comes un
der the heading of jazz history and you have to 
read up on that. Of course, some are very well 
written while others are pure bullshit. Use 
your discretion.

Smith: I assume the same thing goes for re
cordings. Would you recommend Music 
Minus One and Famous Solos recordings, 
where there are missing parts to play along? 
(Both of these companies have recorded 
works by Clark.)

Terry: Yes, they are excellent because 
those that have copied the solos have done so 
diligently. When they are down there on paper 
you can figure how they did those licks. It also 
gives the student the opportunity to do it the 
way he wants to. And it’s a great way to be
come acquainted with a good rhythm section. 
I can’t impress students too much with the 
value of that. A competent soloist can easily 

be put away by a bad rhythm section. Bad 
chords, wrong changes, messing up time, an 
unsympathetic drummer going cr; sh, bang, 
when you are trying to solo.

Smith: Where do workshops and repertory 
companies such as the New York Jazz Reper
tory Company and the National Jazz En
semble fit in?

Terry: Workshops afford the young person 
an opportunity to sit in with people who know 
the music, some who may have actually per
formed it. Imagine how a young trumpeter 
feels being taught, not in words, but in deeds, 
by the likes of Taft Jordan. Heck, when I was 
coming up, those old cats actually told us 
wrong things to play for fear that we would 
take over for them.

The repertory companies preserve the origi
nal form of the work, lead sheets, sclos, all of 
it. and just lay it out to be studied later. It's 
vital as a comparative study of what is being 
done today and how Louis Armstrong or 
Charlie Parker could be orchestrated.

Smith: In your clinics, what do you stress 
the most?

Terry: The no-nos, how not tv play cer
tain things in a certain manner. We tell the 
drummer not to play the wrong type of beat or 
pattern behind a certain type of song. The 
trumpet player's use of mute when he 
shouldn’t be using it. The piano player playing 
arpeggios when he should be comping. The 
bass player who should be playing bass notes 
intead of fingering up in the cello range, or us
ing very rapid notes when he should be pick
ing out good foundation notes. And good 
rhythm sections, as I discussed earlier.

A kid always wants to know about his fu
ture. Aside from the preparations for his craft, 
there is a certain amount of luck and sti ing 
to be a good person that goes along will« rO- 
fessionalism. Don't look down on the lesser 
talented people. They may not have had the 
natural talent, or they m y have decided that 
they had progressed far enough. They are sat
isfied and have stopped studying. They have 
settled into a groove. Remember, the only dif
ference between a gro< and a grave are the 
dimensions. db

3rd annual
Mid-Winter JAZZ

COMBO/IMPROVISATION CLINIC
at Ft. Hays Kansas State College, January 
2-8, 1977, cosponsored by the college 
and the National Jazz Clinics (beginning 
their 19th season).
Faculty Includes: Jamey Aebersold (Director), 
David Baker, Jerry Hahn, Dan Haerle, Joe Hen
derson, Rufus Reid, Ed Soph, and others plus 
jazz guest artist to be announced.
Clinic curriculum includes: individual and 
group improvisation and performance, theory 
and arranging, ear training, evening concerts by 
students-faculty-guest artists, plus two day 
special ' Business of Music” course in cooper
ation with the NARAS Institute.

Enrollment limited to musicians over 1 7 years 
old. Send today for application and full details!

National Jazz Clinics db 1
dox 221, South Bend, IN 46624
Please rush to me an application and full details on the 
3rd annual Mid-Winter JAZZ Combo/lmprovisation 
Clinic at Ft. Hays Kansas State College, Jan. 2-8, 
1977.

Name_______________________________________

Address_____________________________________

City________________________________________

State Zip 

| Instrument:__________________________________

I □ I'm a teacher

Guitar Teachers 
Correspondence Course 

offered by

The BILLY BAUER Guitar School
975 Willis Ave.

Albertson, NV. 11507 
Phone 516 '46-4436

Don Sebesky
Now accepting stuaenis for 

classes in arranging.
For information call (212) 582 2960
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THE STATE OF THE ART

PHASE SHIFTER
The most advanced Mini-Phaser available 
anywhere! Exclusive “Color” switch 
transforms the mellow, rolling, full- 
bodied milky phasing to the sweeping 
swooshy phasing made famous on early 
Jimi Hendrix recordings, and previously 
only available on special studio equip
ment. Rate dial sets the speed of the 
shift, from a slow swelling to vibrant 
warble. The Small Stone is highly effi
cient, having the lowest battery power 
drain of any popular phaser. Also, it’s 
the first AC/DC unit available. Plug a 9V. 
battery eliminator into the jack and you 
run on AC only. Low noise, high quality, 
and fantastic effects make this a neces
sary addition to any guitar or keyboard. 
Comes with a battery.

Buy the Small Stone using the coupon 
below and try it!!! If it’s not the greatest 
phase shifter you’ve ever heard, return it 
to us within 10 days for a full refund!!! 
Or if you want to save some money check 
your local music stores. Many leading 
music stores have the Small Stone on 
special sale now for less than $44.00.
• • 

: etectro-harmonix DB1 x • 
J 27 West 23rd Street, New York, N.Y.10010 J

* Please ship: Postage paid by Electro-Harmonix. J 
; Small Stone : 
•Phase Shifter $79.95 • • •
• I I Enclosed is a total check for order *
• •
* □ Please place me on your new product •
• announcement mailing list at no charge. •
• •
• •4 Name. J • •• •
I Address-----------------------------------  1• •
: city-------------------------------------------- :
• •
• State Zi p•

BOUCKS
JATL BASS LINES, by Dan Pliskow, Box 

76344, Atlanta, Ga., 30342; 36 pages; S8.00. 

' -L'his new book by bassist Dan Pliskow has 
as its basic premise that one learns best by- 
imitating. To that end he has put together an 
intelligently constructed book that should be 
particularly helpful to neophyte bass players.

Aside from a brief introduction, some for
mula endings, a page of “kick” patterns and 
several blues, the book follows a simple and 
effective format. 14 tunes are presented 
melody first, then a two beat bass line and 
finally a walking line in 4/4. The book is 
liberally sprinkled with excellent advice vis- 
a-vis the rhythm section, functional bass play
ing, chord substitution and professional per
formance.

The tunes presented include Satin Doll, Fog
gy Day, Funny Valentine and others.

The walking lines are particularly well con

Madison Square Garden: Chicago (11 /19).
New York University (Loeb Student Center): 

Highlights In Jazz presents "A Jazz Portrait of 
Hoagy Carmichael'' w/Jimmy Rowles, Helen Mer
rill, Richard Sudhalter, Chuck Wayne, George 
Duvivier and others (11 /17).

Village Vanguard: Joe Farrell (11/9-14); Thad 
Jones-Mel Lewis Orchestra (Mon.).

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

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

Cookery: Mary Lou Williams (thru 11 /6); Big Joe 
Turner (opens 11/8).

Damian’s Jazz Club (Bronx): Open jam session 
nightly; Mary Connelly Quintet (Mon. & Tues.); Har
ry Shields and Bones of Contention (Wed.); Peter 
Ponzol and Pyramid (Thurs.); Lou Romano Trio (Fri. 
& Sat.); Kenny Kirkwood Trio (Sun.).

Folk City: Albert Dailey and Friends (Suns. 4-8).
Arthur's: Mabel Godwin, piano.
Blue Moon II (Lake Ronkonkoma, L.I.): Mickey 

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

Club Sanno: YoHo Music presents "Jazz In A 
Japanese Garden" (Sats.) Famous artists. Call 
club.

P.S. 77: Bucky Pizzarelli (Mon., Thurs.-Sat.).
Westchester Premier Theatre (Tarrytown, N.Y.): 

Ella Fitzgerald. Count Basie Band, Oscar Peterson, 
Joe Pass (11/3-7); Jerry Vale & Caterina Valente 
(11 /9-14); Liberace (11 /16-21).

Sonny’s Place (Seaford, L.I.): Vera Auer 

structed and the perceptive player should be 
able to draw conclusions with regards to lead
ing tones, scalar lines, chordal constructs, 
etc., from these models.

Among the book’s strong points are:
(a) beautifully constructed lines;
(b) advice to the budding professional;
(c) a set of “must know” standards with 

melody, changes and lines;
(d) large easy to read script.

Among its weak points are;
(a) lack of adequate verbal explication;
(b) lack of basic information dealing with 

such absolute necessities as cycles, turn
arounds, information for dealing with 
modal tunes (changes that last two mea
sures or more), sophisticated blues 
changes, / Got Rhythm changes and other 
frequently used jazz forms;

(c) a few minor mistakes, i.e., measure 5 of 
the melody to I’ll Remember April has a 
B# instead of Bb.

Objections aside, this is a fine book and one 
that should prove valuable to budding young 
bass players. —david baker

(11 /5-6); Ernie Byrd (11 /12-13).
Feam's Hamess Shop (Roslyn, L.I.): Jeff Cohen, 

Bill Miller (Thurs.).
The West End Cafe: Last minute schedule 

changes; call club.
Central Presbyterian Church (St. Peter s): Jazz 

vespers Eddie Bonnemere (11/7); Carol Mitchell 
11/14) all at 5PM.

Massapequa Library (Massapequa, N.Y.): Alan 
Polanker, Tom Uzzo and Peter Grant (11/7).

Mugg's: Alan Polanker, piano (Wed.-Sat.).
Empire Room (Waldorf-Astoria Hotel): Chita 

Rivera (thru 11/6).
Reno Sweeny's: Stephane Grappelli (Mid

November).
Sweet Basil: Dick Hyman (11/2-7); Mike Nock 

(11/10-14); Woodwind Quartet featuring Paul 
McCandless (Suns, in Nov.).

Creative Music Studio (Woodstock, N.Y.): Fall 
session now thru 12/13.

Town Hall (Interludes 5:45 PM): Charles Mingus 
(11 /10); Gus Giordano Jazz Dance Co. (11 /17).

The Kitchen: The Negative Band (11/16).
Tramps: Patti Wicks (Sats.).
Hotel Diplomat: Sam Ulano presents Drum Fair 

Clinic and Concert w/Jo Jones, Freddie Waits, 
John Sarracco's 18 piece band, Sam Ulano Speak
easy Four, Russ Moy, Bill Rotella & others (11 /7).

Storyville: Dixieland (Mon.); Jazz Today (Tues.); 
American Song (Wed.); Jazz Classics (Thurs.); 
Jam sessions (Fri. & Sat.).

Day School (Church of Heavenly Rest): Dick Hy
man plays Joplin, Jelly Roll, Satchmo and James P. 
w/Bob Wilber, Pee Wee Erwin, Milt Hinton and Bob
by Rosengarden (11 /21).

Carnegie Hall: Pablo Jazz w/Count Basie Band, 
Ella Fitzgerald, Oscar Peterson and Joe Pass 
(11/26).

Carnegie Recital Hall: Rio Clemente Trio 
w/Milt Hinton and Ronnie Cole (11/26).

Great Gorge Hotel (McAfee, N.J.): "The Strides 
of March" jazz weekend sponsored by the New

44 □ down beat



Jersey Jazz Society (3/25-27, 1977); Reserve 
now. Call Bert McSeverey 201-239-0838.

Gulliver's (West Paterson. N.J.): Jill McMannis 
Trio (11/3); Gerry Niewood w/ Dave Samuels, Ron 
Davis (11/10); Ted Brown Quartet (11/17); Ron 
Carter Quartet (11/4-5).

Upsala College (East Orange, N.J.): Rio Cle
mente (11/14).

All’s Alley: Guest artists all week.
Bar None: Dardenelle. piano.
Barbara’s: Art Blakey, Jr. & open jam (Mon.).
Bradley’s: Jimmy Rowles.
Eddie Condon's: Red Balaban (Mon.-Sat.); 

guest (Tues.); guest group (Sun.); jazz lunch (Fri. 
noon).

Crawdaddy: Sammy Price (Mon.-Fri.).
Downstairs At Bill's Meadowbrook (Uniondale.

L.I.): Name groups weekends.
Gaslight Club: Sam Ulano.
Gregory's: Warren Chiasson Trio (Mon. & Tues.);

Brooks Kerr Trio (Wed.-Sun.).
Jazzmania Society: Jazzmania All Stars (Wed., 

Fri., Sat.).
Jim Smith's Village Corner: Lance Hayward 

(Mon., Tues., Thurs.-Sun.); Armen Donelian (Wed.).
Jimmy Ryan’s: Roy Eldridge (Mon.-Sat.); Max 

Kaminsky (Sun.).
Ladies Fort: Joe Lee Wilson and guests 

(Weekends).
Monty’s: Brew Moore Memorial Jazz Band (Sun.- 

Tues.).
Richard’s Lounge (Lakewood, N.J.): Chico Men

doza and Ocho. (11/4-7); Arnie Lawrence & Trea
sure Island (11/11-14); Cosmology (opens 
11/18).

Stryker’s: Lee Konitz has returned (Thurs.); Call 
club for more.

Three Sisters (West Paterson, N.J.): Stars 
(Weekends).

Top Ot The Gate: Big name talent all week.
Environ: New sounds (Mon., Wed., Fri., Sat.); 

Call them for details.
Memorial West Presbyterian Church (Newark, 

N.J.): Jazz vespers (Sun. 5PM).
Sam's Place (Brooklyn): Irene Reid and Trio 

(11/4-6); Houston Person and Etta Jones 
(11/11-13); Larry Young Trio (opens 11/18).

Surf Maid: JoAnne Brackeen (Thurs.-Sat.).
Bottom Une: Don McLean (11/2-3); Melanie 

(11/4-7); Al Stewart/Diane Marcovitz (11/8-9); 
Cate Brothers (11/10-11); John Hammond/Per- 
suasions (11/12-14); Aztec Two Step/David For
man; Ozark Mountain Daredevils (11/17-18).

LOS ANGELES
Concerts By The Sea: Closed; annual vacation 

(10/29-11 /7); Eddie Harris (11 /9-28).
Lighthouse: David Liebman (11/1-3); Grant 

Green (11 /9-14); Milt Jackson (11 /16-28).
U.C.L.A. (Royce Hall): ECM Jazz Festival 

(11/11); includes Gary Burton, Ralph Towner, En
rico Rava. Jack DeJohnette, Eberhard Weber, Terje 
Rypdal, and John Abercrombie.

John Anson Ford Theatre: Jay Migliori Quintet 
(11 /7); Kim Richmond & The New Hereafter 
(11/14); (admission and parking free).

Roxy: Gato Barbieri (11/1-2); Sarah Vaughan 
(11/3-6).

Donte's: Jazz all week; details 769-1566.
The Cellar: Les De Merle & Transfusion and 

guests (Sun. & Mon.); details 487-0419.
Sand Dance (Long Beach): Jazz Thurs.—Sat.; 

details 438-2026.
Parisian Room: Top name jazz all week; details 

936-0678.
Baked Potato: Seawind (Mon. & Tues.); Don 

Randi (Wed.-Sat.).
Hungry Joe’s: Orange County Rhythm Machine 

(Mon.); Various artists (Tues.-Sun.).
Troubador: Occasional jazz; details 276-6168.
King Arthur's Restaurant: Big bands every Fri.

& Sat.; details 347-3338.
Studio Cafe (Balboa): Iliad (Wed. & Thurs.); 

Storyville (Fri. & Sat.); Jam session (Sun. 12-6 PM).
Memory Lane: O. C. Smith.
Eagle Rock High School: Concerts (2nd Sun. of 

month).

Rates: one insertion S1.40 per word ($21. minimum): three 
insertions $1.30 per word; seven insertions $1.25 per 
word; 13 insertions $1.20 per word; 22 times $1.10 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 1793, Monterey. 
CA 93940.

SPECIAL ARRANGEMENTS for accomplished pianist who 
accompanies mature vocalist. Nostalgic songs, show 
tunes, swing era hits. Low vocal range. $1.00 brings sam
ple arrangement and list. John Goulet, 306 East Marcy, 
Santa Fe, NM 87501. BOOKS
FREE—MUSIC INDUSTRY CATALOG of the most com
prehensive list of entertainment publications ever com
piled. Write: TALENT & BOOKING, Dept. DB, P.O. Box 
3030, Los Angeles, CA 90028, or call toll-free (800) 
421-4100,_____________

DRUMMERS—DEALERS—EDUCATORS! The experts 
have called them the most valuable instruction books ever 
written. "ADVANCED TECHNIQUES FOR THE MODERN 
DRUMMER", Vol I, list $5.00. Vol II. "The Open End—Unfin- 
ishable Lifetime Drum Book", list $35.00. At your dealer or 
send check or money order. Drum instruction album also 
available. JAMES P. CHAPIN. 50 Morningside Dr., New 
York. NY 10025, (212) UN 4-4636. Write or call for clinic 
information.

1,002 JAZZ TUNES!
■ New Fake Book. Giant collection of best jazz 1 
I ever assembled. Play the finest jazz written & | 
■ played by top stars—All Styles! 680 pages— ■ 

Spiral bound. 31/4 pounds of jazz! Use on jobs “
I or reading & improvising study. Try 7 days. I 
■ Money Back Guarantee. 1,002*JAZZ TUNES- ■ 
■ $19.95. Order Now: IMPERIAL CREATIONS 1 
L bb ■ Box 66-DB, New York. N.Y. 10022. ■■ JPROFESSIONAL SERVICES
MUSICIANS NATIONAL REFERRAL SERVICE. "Musicians 
looking for musicians." Call 24 hours (214) 690-0828' 
(800) 527-6180, toll-free.

MUSICIANS!!
PROFESSIONAL MUSICIANS’ REFERRAL

is the LARGEST national registry of individual 
musicians seeking groups . and groups seeking 
new members. CALL TODAY!

(612) 825-6848 or Toll Free (800) 328-8660

ET CETERA
CHARLIE PARKER T-SHIRTS! Also Ellington, Coltrane, 
Billie Holiday, Mangione, Lester Young, Dolphy, Clifford 
Brown, Monk, Mlle. Davis. 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 $13.95. The Bill Lee Jazz 
Series, P.O. Box 248365 University Branch, Miami, FL 
33124.

MUSICIANS! Need $800 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, 114T, Main St., W. Babylon, NY 11704.

30 to 60% DISCOUNT! Any model: Guitar, Amp, Drum, Ban
jo, Dobrol Warehouse, D-102, 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. INSTRUMENTAL METHODS
JAZZ GUITARISTS ENCYCLOPEDIA. Ideas. Runs, Pro
gressions. $4.25. 9383 Goldengate Ave., Orangevale, CA 
95662.

CLIFFORD BROWN SOLOS—Twenty of Clifford's greatest 
solos transcribed. In spiral bound book. Only $10. Brownie

Publications, 4861 Mammoth Ave., Sherman Oaks. CA 
91423

CLARK TERRY’S SYSTEM of Circular Breathing, $2.50. 
JAZZ FLASH CARDS, Series I, Chords: Their Construction 
and Alteration, $5.00; Series II, Modes: Their Melodic Use 
in Jazz, $5.00. Creative Melodic Techniques Used in Jazz 
Improvisation, $15.50. Send check or money order. 
Modern Music School. 101 Northfield Rd., Bedford OH 
44146 LIGHTING
LARGEST MUSICIAN'S HANDBOOK. Dimmers, Spots, 
Color Synthesizers, Foot & minimanual controls, Strobo
scopes, Fog Kaleidoscopes,... Send $3.00 shipping: Roc- 
tronics, 22-DB Wendell, Cambridge, MA 02138.RECORDS & TAPES
FAST RELIABLE JAZZ record service—foreign orders 
welcome—send for FREE LP sales list. Jaybe« Jazz, Bex 
24504, Creve Coeur, MO 63141.

OLDER JAZZ, SWING LP»—lowest prices. Monthly lists. 
OC's, soundtracks, auctionsl RECORDS, Box 1138D, Whl: 
tier, CA 90609.

WRIGHT SILVA ALI FEWLAST POLKA IN NANCY? $7.00 
registered air mail. Send I.M.O. to Sun Records, 103 ruo 
Vercingetorix 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, Free Catalog 
Innovative Records, P.O. Box 518, Hempstead, NY 11550 
Wholesale prices available.

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

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

THE NEW MUSIC—JCOA, WATT. STRATA-EAST, CRI, 
BET-CAR, SURVIVAL—100 more. N.M.D.S., 6 West 95th 
St., N.Y.. NY 10025.

JAZZ AUCTION: Over 1,000 out of print and rare LP s 
Free List. Gary Aiderman, P.O. Box 9164, Madison. Wl 
53715.

JACK REILLY—New—Solo Plano—"Tributes". Order from 
Carousel Records. 125 Prospect Park West, 6B, Brooklyn. 
NY 11215. $6.98 payable to Jack Reilly. Foreign air mail 
add $1.00. 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. 384 New 
York, NY 10019. Phone: (212) 246-5661.

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

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

PLAY CONGA! PLAY ROCK DRUMS! Home-study courses 
teach you fast! Details free. TIP Publishing Company 1163 
Anchor. Dept. DB. Phila. PA 19124.

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.

GEORGE RUSSELL'S LYDIAN CHROMATIC CONCEPT 
OF TONAL ORGANIZATION—This famous book may be 
purchased from Concept Publishing, Suite 1104, 12 Eas 
41st St., New York, NY 10017, for $30.50

STUDY WITH 
CHARLIE 
BANACOS

Used by professionals and stu
dents worldwide. Fast results and 
inexpensive. Mr. Banacos person
ally answers all questions and 
guides you in these home study 
courses. Send name, address and 
short resume for information.
CHARLES BANACOS MUSIC CO. 
Dept. F, 33 Tyngsboro Rd. 
Dracut, MA 01826 U.S.A.
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Eight by David Baker...
□ arranging & composing For The 
Small Ensemble: jazz/r&b/jazz-rock (1st 
Ed. 1970) 184 pps., spiral bound.

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

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

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

□ Vol. II, The V7 Progression (© 1968;
4th printing 1971) 76 pp.. spiral bound

S9.00
□ Vol. Ill, Turnbacks (1st Ed 1971) 84 
pps , spiral bound . $9.00
□ Vol. IV, Cycles (1st Ed 1971) 260 
pp.. spiral bound . . $15.00

•
□ Jazz Styles & Analysis: Trombone 
(1st Ed. 1973) 144 pps., spiral bound.
.............................. $15.00
□ Jazz Styles & Analysis: Alto Sax by
Harry Miedema, edited by David Baker 
(1st Ed. 1975) 104 pps. spiral bound.
.......................................................$12.50

Free Catalog — Free Postage

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

□ Dave Baker's Jazz-Rock Library arrangements 
$4 50 ea □ Ten arrangements $37 50 □ Complete 
set of 20 $75.00

□ Encyclopedia of Improvlvatlon—Stuart $15.00
□ Eddie Bert (Trombone Method) $5 00
□ Frank Metis (Rhythm Computer) $10 95
□ David Baker (Contemporary Techniques for the 

Trombone Vo 1. 2. $15 00 each Complete $25 00
□ Geo. Tremblay Definitive Cycle 1 2 Tone Row S15 00
C Encyclopedia of Progresaive Duets $7 50
□ Encyclopedia of Duets—lazz Phrasing $7 50
□ Barney Kessel (The Guitar) $15 00
□ Colin-Broiles (Art of Trumpet Playing) 3 50
□ Rick Wald (Guide to Creative Jazz Improvisation 

$4 95
□ Van Alexander (First Chart) 112 pages $6 95
O Gordon Delamont (Modern Harmonic Techniques) 

Vol 1. 2—each $15 00
□ Delamont (Modern Arranging Technique) $15 00
□ Delamont (Modern Contrapuntal Technique) $6 00
□ Ernest Toch (Shaping Fo’ces in Music) S6 95
□ DoLaunay—New Hot Discography $15 00
□ Jerry Coker (Patterns for Jazz) $14 00
□ Russell (Lydian Chromatic Concept) $26.50
□ Branch (How to Play Clubs & Shows) $22 50
□ Encyclopedia of Rhythms & Jazz Patterns $15.00
□ Russell Garcia (The Professional Arranger) S7 95
□ Earl Hagen (Scoring for Films) $15 00
□ Angelo Dellaira (Arranger s Workshop) $7 50
□ Angelo Dellaira (Chord Workshop) $9 00
□ Angelo Dellaira (Creative Arranger) $15 00
□ Complete Encyclopedia of Chords $12 50
C Frank Skinner (Underscore) $6 95
n Williams (Complete Trumpet Method) $9 00
O Dr. Chas. Colin (Lip Flexibilities) complete S6 00 □ 

Trumpet or Trombone. Vol 1 — 2—3. each $2 95
□ Colin-Schaeffer (Encyclopedia of Scales) $12 50
□ Dr. Chas. Colin (Complete Trumpet Method)

Revised and Augmented Edition $15 00
□ Slonimsky (Thesaurus of Scales) $25 00
□ Ernest W. Williams (Best of Williams) $9 00
□ Dan Ricigliano (Popular Jazz Harmony) $9 95
□ Dr. Donald S. Reinhardt (Pivot System for all cup 

instruments) Augmented Edition $2500
□ Stuart's Encyclopedia of Modern Jazz $12 50
□ Dr. Deutsch (Trpt Pedal to Triple Hi C) S15.00
□ Dr. Maury Deutsch (Improvisational Concepts and 

Jazz Patterns) S1500
□ Fake Book for the Club Date Musician S7 50
□ Hank Mancini (Sound & Scores) $15 00
□ O. Nelson (Patterns for Improvisation) $8.00
□ Nelson's Advanced Duel (6 bks in one) S7 50
□ Capozzoli (Encyclopedia Around The Drums) $7 95
□ Aaron Harris (Advance Trumpet Studies) $6 00
□ Dr. Charles Colin (The Brass Player) $7 50
□ Ulano (Professional Drummer—592 pps) $37.50
□ Jerome Callet (Trumpet Yoga) $1500

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

Jimmy Smith’s Supper Club: Jimmy Smith Trio 
& special guests (Thurs.-Sat.); Jam session 
(Mon.).

Azz Izz (Venice): Jazz nightly; details 399-9567.
Come Back Inn (Venice): Various jazz groups 

(Tues.-Sun.).
Irish Knight (Toluca Lake): Jazz nightly; details 

845-2727.
Pasadena Civic Auditorium: Tentative sched

ule for fall/winter includes Oscar Peterson, Bill 
Evans. Sonny Rollins, Crusaders.

CHICAGO
Jazz Showcase: Dexter Gordon (11/10-14); 

Louis Hayes and Woody Shaw (11/17-21); call 
337-1000 for details.

Amazlngrace: Name jazz and contemporary 
music regularly; call 328-2489 for details.

Ratso’s: Name jazz and contemporary music 
nightly; call 935-1505 for details.

Ivanhoe: Name jazz and contemporary music; 
call 549-3410 for details.

Rick’s Cafe Américain: Bucky Pizzarelli 
(11/2-20).

Orphan's: Synthesis (Mon.); Ears (Tues.); Joe 
Daley (Wed.); Ed Palermo (Thurs.).

Enterprise Lounge: Von Freeman (Mon.).
Wise Fools Pub: Dave Remington Big Band 

(Mon.).
Transitions East: Muhal Richard Abrams Big 

Band (Mon.).
Biddy Mulligan’s: Chicago blues, occasional 

jazz nightly; Windjammer (Mon. and Tues.).

SAN FRANCISCO
Keystone Komer: Jim Pepper's Pow Wow and 

George Muribus Trio (11/2-4); Eddie Henderson 
Quintet and the David Liebman/Richard Bierach 
Duo (11 /5-7); Jessica Hagedon and the Dave Lieb
man Trio (11 /8); Jon Lucien (11 /9-14); Steve Kuhn 
(11/15); Jack DeJohnette’s Directions with John 
Abercrombie (11 /16-21).

El Matador: Cedar Walton with George Coleman 
(11 /2-6); Mose Allison (11 /9-20).

Reunion: Salsa de Berkeley (11/5-6); Bill 
Watrous (11/11-13); Vince Wallace Quartet 
(11/19-20).

Great American Music Hall: Maynard Ferguson 
(11/5-6); ECM Festival (11/13-14); Chuck Man
gione with Esther Satterfield (11 /17-20).

Boarding House: Amazing Rhythm Aces 
(11 /4-6); Peter Allen (11 /17-21).

Fairmont Hotel: Mel Torme (10/28-11 /1 2).
The Blue Dolphin: Experimental jazz most eve

nings.
Pangaea: Experimental music weekends; call 

824-6131 for information.
Bach Dancing and Dynamite Society (Half 

Moon Bay): Bill Watrous (11 /14).
The Inn of the Beginning (Cotati): Julian 

Priester (11 /22); jazz every Mon.
Butterfield’s (Menlo Park): Courtial with Errol 

Knowles (Tues.-Sat.); special programs Sun. eves.

PITTSBURGH
Duquesne University: 1st WDUQ Benefit Jazz 

Festival, Rockwell Hall, names to be announced 
(11/13-14); for information call 412-434-6024, 
-6030.

Chatham College: Eric Kloss and Barry Miles in 
concert, Chatham Memorial Chapel (11/16).

Carlynton High School (Rosslyn Farms): Benny 
Benack and the Dodge Kids (11 /8 or 11 /15).

Syria Mosque: Frank Zappa (11 /7).
Soldiers & Sailors Hall: Jean Luc-Ponty and 

David Sanborn (11/12); Tom Waits (date uncon
firmed).

Crawford Grill & Concert Hall: Lou Donaldson 
Show (10/25-11 /6).

Ernie’s Esquire Lounge (McMurray): Al Dowe 
Quintet with featured vocalist Etta Cox (Thur., Fri., 
Sat).

Sonny Dayes' Stage Door Lounge: Spyder & 

Co. featuring Eric Kloss (Wed.-Sat.); Mose Allison 
(date unconfirmed); jam session every Tuesday.

Encore I (Shadyside): Local and name jazz regu
larly; for information call 412-471-1225.

Hines Hall: Oznam Strings (11/21).
Civic Arena: Doobie Brothers (11/16); Parlia

ment and Funkadelic (11/19); J. Geils Band 
(11/26).

PHOENIX
Celebrity Theatre: Al Stewart (10/23); Patti 

Smith. Southside Johnny (11/9); Be-Bop Deluxe 
(11/12); Jerry Jeff Walker, Vassar Clements 
(11/18-19).

Boojum Tree: Kai Winding (11/1-6); Armand 
Boatman Trio (11 /8 on).

Varsity Inn: Grant Wolf's Night Band (11/8, 
11/22).

Civic Plaza: Ohio Players, Brass Construction 
(10/29); Barry Manilow (1 2/4).

Joe Hunt's: Lou Gamo Trio.
Tucson Doubletree: Jeff Daniels Band/Jan Man- 

ley (to 10/23); Dizzy Gillespie (10/28-30); Free
way (10/25-11 /20); Arizona (11 /27 on).

B. B. Singers: Jerry Byrd Quartet (Tues.-Sat.).
Hatch Cover: Charles Lewis Quintet (Sun- 

Wed.).
Page Four: Don Lampe Trio (to 11/25); Mary 

Kaye-Nadine Jansen Trio (11/26 on).
Century Sky Room: Soul Injection (Fri.-Sat.);

Jazz jams (Sun., 7 p.m.).
Lunt Avenue Marble Club (Phoenix): Steve 

Springer Quartet (Tues.-Sat.).
Marvin's Gardens (formerly El Bandido); Mon

opoly with Prince Shell and Margo Reed (Thurs.- 
Sat.); Jazz jam (Sun.).

Crazy Ed's: Crazy Ed's Dixieland Band (Tues.- 
Sat.).

No Name Saloon: Hans Olsen (Tues.-Weds.).
Valley Ho Hotel: Joel Robin Trio.
Reuben's: (Phoenix); Phoenix.

^BALTIMORE-WASHINGTON

Left Bank Jazz Society (Baltimore): Name jazz 
every Sunday from 5-9 PM at the Famous Ball
room; Jazzline 901-945-2266.

Palace (Baltimore): Name jazz and rock nightly; 
details 788-7720.

Sportsman's Lounge (Baltimore): Jam sessions 
every Sat. from 3-7 PM.

Showboat Lounge (Silver Springs, Md.): Name 
jazz Tues-Sun. details 301-587-5400.

Capitol Center (Largo, Md.): Shows featuring 
name jazz and rock.

King of France Tavern (Annapolis, Md.): Name 
jazz Mon.-Sun.; details 301 -261 -2206.

Cellar Door (D.C.): Name jazz, rock, and folk 
nightly; details 202-337-3389.

Childe Harold (D.C.): Name jazz, rock, and folk 
nightly; details 202-483-6700.

Ed Murphy's Supper Club (D.C): Name jazz and 
rock nightly; details 202-234-3617.

Pig Foot (D.C.): Featuring guitarist Bill Harris 
(owner) playing nightly with his trio; also name 
jazz; details 202-337-4141.

Jazz Blues Alley (D.C.): Name jazz nightly; de
tails 202-337-4141.

Sagittarius (D.C.): Jazz nightly featuring D.C. 
musicians; details 202-332-7440.

MINNEAPOLIS-ST. PAUL
Orchestra Hall: Harry James (11/11); Crusad

ers (11 /14); Chieftans (11 /17).
Longhorn Eating Emporium and Saloon: Pat 

Martino (11/18-21).
St. Paul Civic Center Arena: Wayne Newton 

(11/12-14); Tower of Power (11/24); Foghat 
(11/27).

Rainbow Gallery: Local jazz artists plus special 
events (Thurs. thru Sun., 9 PM to 4 AM).

Registry Hotel (Bloomington): Local jazz con
certs, jam sessions, previews and discussions 
(Sat., 1 to 4 PM).
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I Vincent

Elkhart, Indiana

are able to express 
talent that would / 

be lost on any / 
ordinary horn. I

Most trumpeters regard 
the Bach Stradivarius as 

the finest brass instrument ever 
created. Vincent Bach spent a 

lifetime perfecting it. And because 
of his work, trumpet artists all over 

the world who play the Bach



...has been on

AVEDIS ZILDJIAN 
all the way for over forty years 

you'll like them too.


	better."

	The best trumpet players praise Clark Terry.

	Clark Terry praises the best trumpet.

	(Norlin),M

	the first chorus

	s


	chords GmcO

	First Prize Floridians

	Thelin As Thor


	BWKROME

	Unconscious Azar

	Nipponese Defense

	Urbie Pro And Con

	Reggae Beat

	Critical Note

	Hackett Salute

	Lost In Bass Forest

	Berg On

	Airwaves



	N e w 'Rei ea ses

	Nipponese Bluestormers

	FINAL BAR



	NAT ADIIBRLEY

	A

	T



	The Strongbox.

	•JBL

	ARCHIE SHEPP


	Il W*

	Bobby Short’s Accompanist

	STEVE MARCUS/ COUNTS ROCK BAND

	PASSPORT

	MICHAEL MANTLER/ EDWARD GOREY	

	PHILIP CATHERINE	

	★ ★ ★


	‘Drummer's TOlim.

	WAXING

	ON....


	caught...

	RAHSAAN

	ROLAND KIRK

	BOBBY HUTCHERSON

	YUSEF LATEEF

	EF^

	"TOP BRASS



	Think of them as

	© YAMAHA

	BOBBY SHORT

	Trust the leader

	they grow on you...

	COLOR dS-" CATALOG!

	SUBSCRIBERS!


	JAZZ AIDS

	HOWTO heighten high school

	3rd annual


	Mid-Winter JAZZ

	COMBO/IMPROVISATION CLINIC


	Don Sebesky


	PHASE SHIFTER

	1,002 JAZZ TUNES!

	STUDY WITH CHARLIE BANACOS

	Eight by David Baker...







