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Find out what it's like. 

JBL Sound Power. The pros have known what 
it's like for years. And now. so can you. 

For a limited time only, you can bring your lead 
guitar, bass guitar, or whatever you play, into a JBL 
musical instrument dealer and plug it into a special 
JBL demonstration loudspeaker. 

FEES. Lots of them. ( But 
for a limited time only.) 
Bumper stickers, ircri-on 
trani;fers — your JBL dealer 
will even give you your own 
floch of screaming fans on a 
fantastic 42" x58" poster. You 
can hang di on your wall and 
say things like• fame is a 
fleeting thing: 

Better yet, bring your old speaker along too. 
Then listen to how you sound on your stuff. And 
how you sound on our stuff. 
When you hear how much better JBL sounds, 

you'll know why most of the really big rock groups 
—the guys who can sell out any concert anywhere 
anytime— use JBL loudspeakers. 

Just call, toll-free, (800; 243-61001.` We'll tell you 
where to go. And when you get there, you'll find 
the JBL demonstration speaker and JBL Loud-
speaker Enclosure Construction Kits. ( For 5 bucks, 
the kit tells you everything you need to know about 
building your own JBL enclosure.) Just look for 
the poster of the screaming fans. 

After all. when you find screaming fans, JBL 
loudspeakers usually aren't too far away. 

UBL 
James B Lar-ring Sound no 

Professional Divisior / 8500 Balooa Blvd Northridge, Calif 91329 
*Fr. Connecticut. call 1-800-882-6500 
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We've 
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made! 
Introducing the 
HARD HIEAD-105 
another 'ro-Mark 
H-è.ndmade original 
Desigmed for the 
drummer who plays 
very hard and heavy 
rock aid a6 a 
lightweight marching 
band stick. 161/8" 
long: Pear-shaped 
tip and thick diameter 
under tip makes it 
extra strong. 
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13 Sonny Rollins: "The Way Newk Feels," by Chuck Berg. Time never stands still, not 
even for living legends. Sonny candidly discusses the past while looking forward 
to a promising future. 

15 The Blackbyrds: "Horatio Alger Comes To Howard U.," by Conrad Silvert. This 
quintet of university students has already achieved the near- impossible. Further 
high finance is programmed for their future. 

17 Otis Rush: "The Worrisome Woes Of A Workingman," by Charles Carman. 
Bluesman Rush has fought a ceaseless battle with the twin monsters of 
unemployment and poverty. His tomorrow is in bad need of a rainbow. 

21 Record Reviews: Lonnie Liston Smith; George Benson; Bob Wilber/Kenny Davern; 
Hank Crawford; Otis Rush; Carlos Garnett; Count Basie; Seawind; Shelly Manne; 
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34 Blindfold Test: Bob Thiele and Teresa Brewer, by Leonard Feather. 

35 Profile: Mike Nock, by Michael Rozek; Onaje Allen Gumbs, by Arnold Jay Smith. 

37 Caught: Oregon, by Gregory J. Marshall; Marian McPartland/Joe Morello, by 
Arnold Jay Smith. 

40 How To Visualize Keyboard Chords—Part Ill, by Dr. William L. Fowler. 
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It seems they never pack 
your guitar case the way 

you pack your guitar. 
These days, going on the road with your guitar can be a real trip. At least 
when it comes to getting where you're going with your axe in one piece. 
Sky caps and baggage handlers and roadies and the like just don't see 

much difference between your guitar case and an ordinary piece of 
luggage. So it takes a goodly beating. And so does what's inside. 

Point is, if you and your guitar get around a bit, and if that axe of yours 
is really worth protecting, you need PROTECTOR—the new crushproof 

guitar case from Gibson. 

PROTECTOR is what it says it is—the toughest, longest lasting, 
most protective guitar case ever. That's because it's made of a 

new fiberglass and polypropylene compound called 
Azdel —the stuff they use on car bumpers, train couplers 
and the sides of hockey rinks. You can bash it, bump it, 
drop it and crunch it... even turn it over to the surliest 

of bag handlers. PROTECTOR can take it. And so 
can your guitar. 

The latches can't fly open, either. Without 
keylocks or other gadgets to jam or break, 

they just flip open and snap closed. Virtually 
no impact will open 'em. 

Despite its mean look (some people think that's 
pretty), PROTECTOR has lots of cushy features. 
Like a padded, two-way contour handle. A plush, 

cushiony thick lining. A pop-up guitar stand. 
A box for picks, rings, strings and things. 

PROTECTOR will hold most Gibson solid body 
guitars, as well as many others of similar shape. 
So if you've got a guitar worth protecting, see 

your Gibson dealer and try PROTECTOR on for 
size. Remember. Ain t nobody going to pack 

your guitar case the way 
you pack your guitar. 

4-0 
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PROTECTOR 
The One for the Road by oh 

1 
Another quality product from Norlin 

(Nortin) 75317N3aNn t.uCcikceetroBiAvvde.nsucea. r Lb on rcooul ng wh000dniallrtionocisan6a0d6a46 



Mariena Shaw. 
How 

sweet she is. 
Marlends debut Columbia 

album is called"Sweet 
Beginnings:' but she's hard-
ly starting from scratch: Her 
musical career includes 
world-wide performance 
credits ( including four years 
with Count Basie and band), 
six successlul albums, top-ten 
single status in England, 
Record World's Most Promising 
Female Jazz Artist award,and a 
reputation as one of the most 
unusual song stylists around. 
With all this to back her up, 

Marlends now taking the next 
big step—b-inging her unique 
-end beautiful talent to a whole 
new audience, with "Sweet 
Beginnings." 
And beginnings are meant 

to be shared. 
"Sweet Beginnings:' 

The start of something big 
for Marie na Shaw. Her first 
album on Columbia Records 
and Tapes. 

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  

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 catalog and information. 
BLACKBYRD PRODUCTIONS, INC. 

li25 Woods Orin Los Wiles, CA 90069 
(213) 656-3239 

the first lorus 
By Charles Suber 

"R oots," a word usually associated with 
jazz and blues, has gone pop. Suddenly, it 
seems, it's popular for all God's chillun to 
speak of roots and freedom and such. Implicit 
in this freedom talk is a plea for the right of 
self-definition: the right to label (or libel) 
one's self and one's music according to one's 
own criteria. In this issue, several musicians 
discuss their criteria, roots, soul, money and the 
like. 

For an example, take the Blackbyrds. These 
student/apprentice musicians are learning 
how to successfully exploit themselves and 
their jazz roots for money. Money, they be-
lieve, will give them the freedom to do more 
productive work, such as publishing books 
and charts and other teaching aids for their 
younger brothers. 
Under the benevolent direction of their 

mentor, Donald Byrd, the Blackbyrds' ex-
ploitative talents have, in the last four years, 
"generated more than ten million dollars." 
Dr. Byrd makes no apology for such affluence. 
He has seen "too many black musicians suffer 
too much." His soul machine is programmed 
for economic emancipation. 
Take quite another example, Sonny Rollins. 

The Boss Tenor player of our generation is 
suspected by ever-alert jazz rooters to be 
headed along an heretical path labeled Black 
Pop. This jazz hall-of-famer is accused of sell-
ing out to Energy. And what's more, Rollins, 
in response to Chuck Berg's sensitive inter-
viewing, readily admits to at least part of the 
charge. But like his playing, Rollins' reason-
ing is reasoned and immaculate. 
Sonny Rollins wants to continue to grow as 

an active jazz musician and composer and not 
be relegated to a niche labeled Jazz Elder. 
Like Miles Davis and other genuine jazz 
heroes, Rollins wants to play and record with 
musicians who "are fresh, who have the 
energy, the desire. It turns out that a lot of 
these guys are playing electric instruments. So 
that's why 1 play with electric instruments. It 
happens to be what's happening right now." 

Is Rollins motivated by money? Yes, to a 
point. He is proud to be a professional with 
the attendant responsibility to an audience. 
But he can't violate a deeper responsibility to 
his roots, his craft and himself. He character-
istically underplays his credo: " I'm not a good 
enough musician to play something that I 
don't like. I can't do it." Money? "It's good 
when you can make a living doing what you 
like to do." 

Otis Rush wishes he could make a living 
playing the blues, something he likes to do 
and does so well. Rush has paid a heavy price 
for his stubborn devotion to the blues, the liv-
ing bridge to his African roots. He vehemently 
doesn't like watching the money parade pass 
him by. He talks about possibly adding back-
ground vocals and Stevie Wonder-like dance 
tempos to his repertoire. He also says, "Give 
me my flowers while I'm living." Otis, would 
you like Byrd's phone number? 
The next issue starts out with a short history 

of Latin music, then enlarges on the motif 
with solo passages by Gato Barbieri, Santana, 
and Mongo Santamaria; y otros musicos and 
motivos. db 
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"Nobody has learned how to play 
the trumpet. It's endless:' 

Leblanc Duet No.3, featuring Maynard Ferguson 

rWe'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 valkey. 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 th,rteen hard 
weeks, but then l' I 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 

T-

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 igured 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? 

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. 

HoLtoNRJ 



discords 

o 

Constructive Alpert 
I was very disappointed in critic Russell 

Shaw who reviewed Gato Barbieri's Caliente. 
He said, "Believe it or not, Herb Alpert has 
put some constructive input here." 

I'd like to know where Shaw has been. Since 
Alpert came out of retirement in 1974, he has 
put constructive input everywhere. His music 
is more jazz now.... Forget the old Tijuana 
Brass. This is a new Herb Alpert. I'll admit 
Herb's not the best trumpeter, but give credit 
where credit is due. 
Bill Bernard Bergstrom A.F.C., Tex. 

Nobody But Phil 
In the Blindfold Test with Sonny Stitt 

(2/10), Mr. Stitt was quoted as saying about 
Phil Woods' solo on Superstition that "I 

noticed the saxophone solo, but I have no idea 
who it is. Anybody could play like that." 

In response to this, all I have to say is that 
Phil Woods is without a doubt the alto sax 
player of the present time. Perhaps Mr. Stitt 
should check out Phil's Floresto Canto album, 
and then try saying anybody could play like 
that. In my book, nobody can play like that. 
Brent Jensen Boise, Id. 

Burning For Byrd 
It really burns me to read your "Guitar 

Sound Forum," with its accompanying 
selected discography of contemporary guitar 
styles (2/24) and find absolutely no mention 
of Charlie Byrd in either. 

Charlie's long series of fine combo and solo 
albums on several labels ... cannot be 
ignored, even if Underwood and Schneckloth 

Details, Details, Details 

Adjustable 
bass drum 
pedal. 

The Slinger-
land snare 
drum. The 
standard of 
the industry. 

'Trip e plated 
hardware. 
Designed for 
quick set-up. 
Wide-stance 
bases avail-
able. 

It's the details in the 
drum that make the 
difference. Like expertly 
finished shells. Quality 
constructed hardware. 
New heavyweight fea-
tures available on all 

Kashian Cym-
bals. Bright 
tone, no over-

- tone. Many 
styles and 
sizes available. 
Priced com-
petitively. 

New heavy-
duty tom 
mount. Set it, 
forget it. 
Designed for 
the most 
powerful 
drummers 

New Custom 
Cordova fin-
ish illustrated. 
Available in 
seven super 
colors. Looks 
rich. Wears 
tough. 

hardware. Slingerland 
builds drums to last! 
Look close at our 
drums. It's the crafts-

manship and care The details make 
which make our drums the difference. 
outstanding. 

All wood 
const-uct ion. 
Wood drums 
sound best. 

Slingerland 
Drums 

See us at Frankfurt 

6633 N. Milwaukee Ave., Niles, III 60648 

find the Columbia orchestral albums 
distasteful. (So do I; but try Byrdland, CS 
9392, or Travellin' Man, CS 9235.) 

Byrd's omission is doubly ironic in view of 
the emphasis on acoustic guitar in the article. 
Charlie has been doing it all along, and with 
the tremendous increase of interest in 
classical guitar during the past decade, I'll bet 
you'll be hearing a lot more Byrd-influenced 
guitar in the next few years. 
Preston Woodruff Horse Shoe, N.C. 

Instructional Plea 
This is an open letter to anyone who claims 

to be a music instructor in the public schools. 
If you don't know what you're talking about, 
please don't teach. 

I'm sick of being taught things that are 
completely wrong, and not knowing what's 
right until my private teacher tells me. 
I am a 15-year-old alto player. For the last 

three years, my music teacher has been trying 
to tell me that tone and intonation aren't very 
important in a band. Many good musicians 
could be ruined unless we get better teachers 
who know what they're doing. 
Brenda McMaster Vancouver, Wa. 

Fantastic Jaco 
Thanks much for Neil Tesser's interview 

with the Florida Flash, Jaco Pastorius ( 1/27). 
What a fantastic musician! And isn't it rare to 
hear someone speak so lovingly of his family? 
An addendum to the discography: To my 

ear the best of all of Pastorius' playing can be 
heard on Joni Mitchell's latest, Hejira. The 
melody he summons on Refuge Of The Road is 
like nothing else I've ever heard. 
Glenn A. Osborn Toledo, Oh. 

Five To One 
While reading the reviews of records in the 

1/27 issue, the review of Chuck Mangione's 
latest endeavor struck me as being rather 
prejudiced against Mangione. It was obvious 
by the second line that Bennett does not like 
Mangione. I was always under the impression 
that a reviewer should remain as objective as 
possible and personal dislikes should not 
enter into his work. 

Bennett on the other hand did make some 
good points about the album—it is not one of 
Mangione's better releases. 

If sarcasm were being reviewed, I'd give 
Bennett five stars. As for the review of 
Mangione's album—Bennett gets only one 
star. 
Bob Coleman Milwaukee, Wis. 

Planetary Reply 
Thanks for the intelligent review (The 

Planets, 1/27). In retrospect I wish there had 
been more of those moments you liked, and in 
the next album there will be. I was a little 
timid about rescoring the work, that was the 
problem. 
The next record will be jazz (or what I call 

jazz, not what some people will call jazz I am 
sure)—one side will be synthesized rescoring 
of one of the tunes from Bitches Brew. 
Thanks again. I would much rather get a 

mixed review that showed perception and 
clarity than a favorable review for all the 
wrong reasons. 
Dr. Patrick Gleeson San Francisco, Cal. 
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TAYLOR MEETS NEW WORLD JAMATHON RENT BLAST 

NEW YORK—Leon Thompson recently conducted the Symphony 
of the New World in a Carnegie Hall concert featuring jazz. 

For the celebration of Black History Week 1977, Billy Taylor and 
his trio performed Bily's Suite For Jazz Piano And Orchestra. Tay-
lor's piece took second chair to a new work by Noel DaCosta 
called Ceremony Of Spirituals. This world premier had Barbara 
Grant as vocal soloist and Sam Rivers as guest saxophonist. Join-
ing the soloists and orchestra was the Howard University Choir. 
Grant and Rivers were also featured in the joining interludes; they 
were given complete freedom in those places. 

Taylor's Suite was originally dedicated to Art Tatum, his mentor. 
But with Eubie Blake in the house, it was rededicated to the ancient 
pianist. The dexterity of Taylor was much in evidence as he ran 
from Tatum-esque runs to an easy bolero tempo. The opening 
Duane, with its beautiful melody, was reflected throughout the 
piece's other two movements. 
The orchestra's use of a full percussion section, including claves, 

xylophone, triangles, chimes, and the like, proved an interesting 
contrast to some full-throated brass figures. 

Unfortunately, there seemed to be some laxity in the performance 
of the Taylor piece. The composer's virtuosity nevertheless 
showed through in the final segment, La Cote d'A voire, as he took a 
long a cappeHa contrapuntal solo. 

More classic Savoy record-
ings from Arista include Opus De 
Bop, Slain Getz; The First Q, Milt 
Jackson; Encores, Charlie Park-
er; Discoveries, Art Pepper; Fat 
Girl, Fats Navarro; and All Star 
Swing Groups, featuring the 
groups of Cozy Cole and Pete 
Johnson. 

• 

Recent Atlantic adds include 
Big City, the latest from former 
Return To Forever drummer 
Lenny White; Mr. Flute, highlight-
ing former Ray Barretto flutist 
Art Webb; Love In C Minor, Cer-
rone; Uptown & Lowdown, 
Mama's IF)ride; Peter Gabriel, a 
solo disc by the former Genesis 
lead vocalist; and The Kenny 
Rankin Album, Kenny Rankin. 

• 

St. Louis-based Nighthawk 
Records has released four nota-
ble blues discs. The Nighthawk 
anthologies are Windy City 
Blues: The Transition (1935-
1945); Chicago Slickers (1948-
1953); Lowdown Memphis Har-
monica Jam (1950-1955), and 
Detroit Ghetto Blues (1948-
1954). 

New platters from RSO in-
clude Marscape, Jack Lancaster 
and Robin Lumley; Love Me, 
Yvonne Elliman; and Two Sides 
To Every Story, Gene Clark. 

• 

Hot wax from Vanguard in-
cludes Transition, the first label 
waxing from Chicago saxophon-
ist Bunky Green, and Summit 
Meeting, an all-star session fea-
turing Elvin Jones, James 
Moody, Clark Terry and Bunky 
Green. 

• 

Muse has released Crystal 
Reflections, Buster Williams; As 
One, Richard Davis; Invitation, 
David Schnitter; and My Buddy, 
Sonny Stitt. 

• 

Concord Jazz has released a 
new disc by guitarist Tal Farlow 
called A Sign Of The Times, as 
well as the return of vocalist 
Ernestine Anderson, via a plat-
ter tagged Hello Like Before. 

• 

CTI has released The Fox, Ur-
bic Green, and The San Francis-
co Concert, Hubert Laws. db 

NEW YORK—The continuing 
saga of the on-again, off-again 
New York Jazz Museum was ... 
on-again, off-again during the 
month of February. 
On Feb. 2, former director and 

co-founder Howard Fischer was 
locked out of the place as the 
board of directors found them-
selves up to their embouchures 
in mortgage debt. A " Committee 
to Save the Jazz Museum" was 
hastily formed, led by John Ham-
mond, Ruth Ellington, critic John 
S. Wilson, publicist Phoebe 
Jacobs, and others from the 
worlds of music and politics. 
The following weekend, with 

the help of radio station WRVR, 
Bell Sound Studios and musi-
cians and fans, a 60-hour-long 
"Jamathon" was held at the Mu-
seum. This super rent party be-
gan Friday afternoon and went 
through early Monday morning, 
packed with nonstop music. 
"We forestalled foreclosure," 

board chairperson Ann Ruckert 
said. "But we are not out of the 
woods yet." 

The Museum collected 
$13,000 for all their collective 
efforts, but they need $54,000 
more. Miles Davis promised 
$500 and Johnson's Wax 
another $3000. There was an 
anonymous donation of a $100 
bill in one of the plates that was 
passed hourly. RCA donated 
records for auction; trumpeter 
Danny Moore and photographer 
Carol Friedman donated photo-
graphs for auction. 

"If we could get our sales 
shop into action, we could meet 
the rent," Ruckert said. "There's 
so much for sale there." 
The Museum is still looking for 

an interim director. 
Among the Jamathon stars 

was a group called New York's 
Finest. A group of swinging NYC 
cops, this band played in the 
wee hours of Saturday night/ 
Sunday morning to an audience 
made up of a good sampling 
of NYC's Broadway beauties: 
pimps, pros and panhandlers. 
"At least it got 'em off the 00 
streets," someone quipped. DE 

Beacon Shines Anew °ID 
NEW YORK—After a long run 

as an art deco movie palace, and 
a much briefer one as a rock, 
jazz and Latin music emporium, 
the Beacon Theatre has been re-
furbished to its former glory. 

Impresario Kozuko Hillyer 
has undertaken the project of 
the renovation, which will in-
clude interior cleaning, recar-
peting, retiling and installation of 
brighter lights. 

"It's a shame that no one has 
ever seen what this beautiful 
theatre really looks like," Hillyer 
said. "The fixtures, the statuary, 
are just magnificent." 
The former lessees, Steve 

Metz and Steve Singer, had been 
presenting rock, jazz and Latin 
concerts to the dismay of the 
neighborhood. Their bankruptcy   
delayed Hillyer's takeover, but   
the first presentation came off 
Feb. 8 as rescheduled. There JLJL 
will be little or no rock at the 
Beacon, Hillyer said. "We want 
neighborhood support, and we 
will get it only if we keep the 
rowdy crowds to a minimum." 

Hillyer went on to say that she 
favors classical, ballet, folk and 
jazz acts at the place and plans 
to utilize the fine acoustic quali-
ties rather than overpower it 
with unnecessary amplification. 

NEW BERKELEY HOT SPOT 
BERKELEY—In what has been 

far too long a time coming, the 
social and cultural seedbed of 
Berkeley has sprouted a com-
fortable and openminded new 
jazz stage. The Mapenzi club— 
which offers a carpeted and or-
nately tiled lounge with beer, 
wine and cheese, as well as an 
equally pleasant performance 
space with perhaps 20 tables— 
opened recently with the Pyra-
mids, an Oakland-based African 
jazz ensemble led by reedman 
Idris Ackamoor. An extra warmth 
and artist/audience rapport per-
vaded the club, augmented by 
friends of band and management. 

Without much publicity at all, 
the Mapenzi has already attract-
ed a sizable regular audience for 
its weekend and occasional mid-

week dates. While co-owner Art 
Scott told db that he's " inves-
tigating all the different musical 
areas," the club has thus far spe-
cialized in the best of the avant 
garde from Chicago and New 
York. In their first three months 
of operation, Scott and partner 
Jim McCloud have brought in 
Hamiet Bluiett and David Murray, 
Prince Lasha and Oliver Lake, 
among others, most of whom 
have performed in solo or duet 
capacities. At the time of this 
writing, Anthony Braxton, Leo 
Smith, Julius Hemphill and Leroy 
Jenkins are scheduled for solo 
concerts at the Mapenzi; indeed, 
as Scott told us, "the young, 
strong talents on all the instru-
ments, who are willing to carry 
the whole sound themselves." 
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potpourri 
The Jazz Institute of Chicago 

has received a grant from the 
Skokie (Ill.) Arts Council to 
stage a History of Jazz concert 
at Niles East High School on 
April 9. 
The Jazz Institute's Jazz Hot 

Line went into 24-hour operation 
on March 7. 

• 

Drummer Les DeMerle has left 
the Harry James Orchestra after 
a five-year stint. Les is currently 
teaching in L.A. The new person-
nel for his Transfusion group in-
cludes: Mark Hatch, trumpet; 
Bunk Gardner and Sam Riney, 
reeds; Hush Preston, baritone 
sax and flute; Barry Coats, gui-
tar; Robby Robinson, key-
boards; Rex Robinson, bass; and 
DeMerle on drums. 

• 

Chuck Mangione has also 
shaken up his quartet. The new 
group includes Chris Badela, 
reeds; Grant Geissman, guitar; 
Charles Meeks, bass; and 
James Bradley, Jr, drums. 

• 

Clarinetist Barney Bigard is 
back on his feet following emer-
gency surgery for bleeding ul-
cers at L.A.'s Midway Hospital. 
The 71-year-old Bigard plans to 
go to Honolulu in May, then on-
ward to Nice, France for George 
Wein's festival. 

• 

Speaking of Wein, George is 
bringing the Kool Jazz Festival 
to Hawaii May 2-8. Acts con-
firmed so far include Woody 
Herman, Chuck Mangione, 
Clark Terry, Zoot Sims, Ellis 
Larkins, Milt Hinton, Benny Car-
ter, Joe Williams, Trummy 
Young, Teddy Wilson, Earl 
Hines, Joe Venuti, Muddy Wa-
ters and Al Green. 

• 

The lineup of Alan Broad-
bent's new band includes Bill 
Stapleton, trumpet and fluegel-
horn; Ernie Watts, Dick Spen-
cer, Pete Christlieb and Don 
Menza, reeds; Fred Atwood, 
bass; Nick Ceroli, drums; Jerry 
Steinholtz, percussion; and 
Broadbent, piano. 

• 

The dance musical Fat Tues-
day (And All That Jazz!) recently 
premiered at Nashville's War 
Memorial Auditorium. Featured 
were the Olympia Brass Band 
and Arthur Hall's Afro-Ameri-
can Dance Ensemble. 

A John Coltrane Discography 
has been compiled by Brian Da-
vis. The 57-page book can be 
obtained from Trane Disco, 180 
Shaftesbury Ave., London, W.C. 
2. 

• 

Louis Bellson and Billy Cob-
ham will highlight a two-day 
workshop course in jazz-rock 
percussion at California State 
University in Northridge. College 
credit is available for workshop 
participation. The big thump oc-
curs on June 3 and 4. 

• 

Governors State University 
will hold its Sixth Annual Junior 
College Jazz Festival on May 6 
and 7. Judges for the fest will be 
Ernie Wilkins, Freddie Waits 
and Willie Pickens. 

• 

Flutist Paul Horn has changed 
labels, moving from Columbia to 
Mushroom. 

• 

A new marimba study by Ra-
mon E. Meyer offers 29 pieces 
for the instrument, with degree 
of difficulty ranging from inter-
mediate to advanced. Meyer's 
book is called Multiple Mallet 
Studies For Marimba. 

• 

Details about this summer's 
Nice Jazz Festival are beginning 
to roll in. Cab Calloway's Har-
lem Spectacle and Count Ba-
sic's Kansas City Seven are re-
cent additions to the jazz lineup 
that includes Barney Bigard, 
Dizzy Gillespie, Benny Carter, 
Jon Faddis, Joe Venuti, Ray Bry-
ant, Thad Jones/Mel Lewis, 
Muddy Waters, Pee Wee Erwin, 
Charles Mingus, Dave Brubeck, 
and many, many others. Dates 
for Nice are July 7-17. 

• 

Island Records in London has 
released a rare Booker Little al-
bum after 16 years in the closet. 
The trumpeter died in 1961 at 
the age of 23, shortly after this 
LP was recorded. 

• 

All you need to learn electron-
ic music composition is a record 
player, two-speed tape record-
er, microphone, scissors, splic-
ing block, and a watch with a 
second hand. So says Terence 
Dwyer in his new electronic mu-
sic course, available in book and 
recorded form from Oxford Uni-
versity Press. The volume can be 
understood by anyone from 12 
years on up. db 

Jazzmobile Expansion 
NEW YORK—Jazzmobile, the 

touring music program of N.Y.C. 
and environs, has embarked on a 
new program. It has implemented 
an arts enrichment program in 
District 4 of the city's school 
system. 
Located in what is commonly 

known as "El Barrio," the Span-
ish-speaking area of the upper 
east side of Harlem, the District 
seeks to make its schools at-
tract young students. 
"We want to make the kids 

want to go there and the parents 
want to send their children 
there," Jazzmobile Executive 
Director Dave Bailey said. 
What the program entails is 

sending professional artists into 
the area "teaching" the disci-
plines of music, dance, poetry, 
visual arts and drama and en-
deavoring to stimulate their stu-
dents. It has been found that this, 
in turn, gives the child a chance 
to open his mind to other things 
including the other academic 
courses. It also gives them a 

chance to develop an interest in 
the arts and to further enhance 
their knowledge. 
The monies for the project be-

came available to Jazzmobile 
through the Emergency School 
Aid Act (ESAA) in 1976. 
"We have expanded the pro-

gram for 1977," Bailey went on. 
"We have included District 3, 
also in Manhattan. The program, 
as we foresee it, has more than 
doubled." 

In another development, Jazz-
mobile is taking 20 musicians to 
Winnipeg, Canada. They will set 
up a series of daily workshops 
(starting May 23) for instruction 
and demonstration. Later, the 20 
will be joined by an equal number 
of Canadians who will perform 
saxophonist Jimmy Heath's Afro-
American Suite Of Evolution. The 
suite, performed here last year, 
will be broadcast by the Cana-
dian Broadcasting Company, 
which plans a documentary film 
of the performance for possible 
worldwide distribution. 

FINAL BAR 
Buddy Johnson, leader of swing bands during the period of about 

1945 to 1965 and composer of numerous r&b and pop hit songs, re-
cently died in New York City. He was 61. 
Buddy was born in Darlington, S.C. on Jan. 10, 1916 as Woodrow 

Wilson Johnson. (He was one of two noted bandleaders named after 
the World War One president, the other being Woody Herman.) 
Johnson learned to play the piano at an early age and headed for 
New York in search of a career in music. He worked as a pianist in a 
number of small clubs in Harlem and in 1939 went with the Cotton 
Club Revue on a tour of European cities that ended with the out-
break of the war. On returning to New York he worked at Barney 
Gallant's, popular Greenwich Village night club, and later organized 
a small combo of his own prior to being signed by Decca and even-
tually going forth with a big band. 
Signed by Decca Records in 1944 for what was then known as 

that company's "race" series label, Buddy and his band, featuring 
Arthur Prysock and his sister, Ella Johnson, as vocalists, turned out 
such hit sides as Baby, Don't You Cry, Please, Mr. Johnson, Stop 
Pretending, Since I Fell For You, You'll Get Them Blues, Don't Care 
Who Knows, They All Say I'm The Biggest Fool, Serves Me Right, 
and Did You See Jackie Robinson Hit That Ball, along with such in-
strumentals as Li'l Dog, Far Cry, Dr. Jive Jives and Down Yonder. 
Buddy switched to Mercury Records in 1953 and scored with nu-
merous hit singles and five LP's for that label, including I Don't Want 
Nobody (To Have My Love But You), the first record of his to hit high 
on the national pop singles charts. All were his own compositions 
and arrangements. 
The Johnson band was a fixture at the famed Savoy Ballroom and 

at the Apollo Theater in New York's Harlem, the Howard in Wash-
ington, the Royal in Baltimore, the Regal in Chicago, and in ball-
rooms, armories, warehouses and auditoriums throughout the coun-
try. In 1952, Buddy was crowned "King of The One-Niter Circuit" in 
a poll conducted among the nation's black dance promoters. The 
Johnson band at its height numbered 17 pieces with four trumpets, 
four trombones, five saxes, piano, string bass, guitar and drums, 
with Buddy himself at the piano. 
A pianist, arranger and composer, Buddy was one of the pioneers 

and chief delineators of big band rhythm and blues. Critic Leonard 
Feather in his Encyclopedia Of Jazz wrote: "Buddy Johnson's big 
band records, especially those with vocals featuring his sister Ella, 
are outstanding for their unique beat and for the melodic variety 
Johnson's arrangements attain within a narrow blues framework. 
Still almost unknown to the white public, the combination of Ella's 
laconic style of modern blues singing and her brother's ingenious 
arrangements is unique and delightful." 
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THIS 
PICTURE 
MADE 
DRUM 
HISTORY 
We asked Alex Acuna, 
star drummer of 
"Weather Report", to put 
his Rogers outfit to the 
tape measure test. He 
setup— took 
apart— and then 
reassembled his 
complete Londoner 
Seven outfit plus his 
extra floor tom, sets of 
bongos and timbales, 
and his pair of hi-hats 
and five cymbals. The 
result: a precise 
duplication of height 
and angle that was 
never before possible. It 
means that a drummer 
can quickly and easily 
match each set-up 
every time — so he plays 
the same "instrument" 
for every performance! 

The "Memri" gives 
more accurate set-ups 
in less time. The Loc" 
keeps it there. MemriLoc 
hardware: it gives you 
more time to do what 
you enjoy most... 
drumming. See it now 
at your Rogers dealer. 

• 

mos. 

Rogers Drums, CBS Musical instrument;, 1300 East Valencia Drive, Fullerton, California 

MRI 

s. 
.‘ 
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Freedom of 
ExOression 

Ovation String Offer 

Ovation String Offer—Save 50%. 

Name  

Address  

City  State Zip  

String set   

A good set of strings should catch every 
nuance of your style. That's freedom of 
expression. 

The string gauges in every Ovation string set 
are carefully matched to deliver even 
string-to-string response. Our wound strings 
have a hex core that bites into the windings for 
a tighter wrap. And, our inspection insures 
that Ovation strings meet our rigid high-quality 
standards. That means superior tone, longer 
life and accurate intonation — from one 
performance to the next. 

Save 50% on Ovation strings. 
We'd like to invite you to try a set of Ovation 
strings. For a limited period*, we're offering 50% 
off the suggested list price of our most popular 
string sets. Fill out the coupon below and mail it, 
together with a check or money order, to: 
Ovation's Freedom of Expression String Offer. 

Find out what freedom of expression is all 
about 

Light Gàvge Acoustic (Sug. List $ 5.50, now $ 2.75) 
A Med. Gauge Acoustic (Sug. List $ 5.50, now $ 2.75) 
9A Med. Tension Nylon (Sug. List $ 5.95, now $ 2.98) 
E Ex. Light.,Gauge Elec. (Sug List $ 5.50, now $ 2.75) 

Light Gauge Erec. (Sug. List $ 5.50, now $ 2.75) 
OA Silken Steel Acoustic (Sug. List $ 6.00, now $ 3.00) 
10A Silken Steel 12 String (Sug. List $ 9.75, now $ 4.88) 

Ovation Instruments, Inc. 
New Hartford, CT 06057 

A Kaman Company 

OVATION 
STRINGS 

*Offef expires Dec. 31,1977. Limit 2 sets/coupon. 
Conn. residents add 7% sales tax. 

Offer void where prohibited by law. 



"I want guys that are fresh, that have the energy, the desire. 
It turns out that a lot of these guys are playing electric in-
struments. So that's why I play with electric instruments." 

SON .1 ROLLA \SI 

The 
Way Newk Feels 

by chuck berg 

As a young struggling tenor saxophonist. 
one of the profound moments in my studies 
was the discovery of Theodore Walter (Sonny) 
Rollins. I played and replayed Way Out West 
until the grooves gave out. What initially 
fascinated me was Rollins' ability to make 
songs like Wagon Wheels and Buttons And 
Bows come to life. Instead of a straight-
forward reading of the melody followed by 
choruses based primarily on the harmonic 
changes, Sonny would often focus on a partic-
ular melodic fragment and tease out its latent 
expressive layers. 

His procedure was as precise as a research 
scientist's. The phrase would be subjected to 
dynamic variations ranging from ppp to iff. It 
would be examined at different speeds 
through Sonny's superimposition of fast, nor-
mal and slow motion versions over the rhythm 
section's steady metronomic pulse. It would 
also be attacked with articulations embracing 
everything from staccato to legato. In addi-
tion, the phrase's timbrel possibilities were 
plumbed through the use of different registers 
and tone colors. 

Leavening this almost laboratory approach 
was Sonny's ability to shift points of view. 
Like a film director alternating objective and 
subjective camera shots, Sonny would jump at 
ease from detached commentary to involved 
personal statement. Along with this was Son-
ny's mordant and ironic sense of humor. Like 
the great Dadaists Marcel Duchamp and Man 
Ray, Rollins had the knack of discovering and 
including in his work the most telling musical 
ready-mades in the form of quoted fragments 
from other tunes. 
There was also the balance between struc-

ture and surprise. Regardless of how incon-
gruous a new idea might sound, Sonny's su-
perb musical logic eventually supplied the 
connective tissue tying the new episode into 
his overall design. Even though I have been 
using the past tense in describing the lessons 
of such Rollins seminars as Saxophone Colos-
sus and The Bridge, it should be made clear 
that Sonny's inimitable lexicon is as alive as 
it's ever been. 
Sonny was born in New York on September 

7, 1929. After finishing high school in 1947, 
he started a decade of gigging and recording 
with stalwarts such as Babs Gonzales. Bud 
Powell, Fats Navarro, J. J. Johnson. Art 
Blakey, Tadd Dameron, Miles Davis, Max 
Roach and Clifford Brown. In 1957, Sonny 
set out to establish himself as a leader. His 
eminence has been recognized with countless 
awards and recognitions including election to 
db's Hall of Fame ( 1974) and by his sweep of 

db's recent critics (8/12/76) and readers polls 
f 12/16/76). 
Sonny is a warm, thoughtful man who cares 

deeply about music and musicians. While 
aware of his accomplishments, he speaks of 
his career with modesty and candor. His artic-
ulate statements further reveal the analytical, 
questioning mind that so brilliantly emerges 
in his well-documented searches for new 
levels of musical expression. Sonny and I met 
for the interview at the studios of WBAI-FM. 
Part of that conversation was broadcast 
earlier this year. 

Berg: I know your mother was raised in the 
Virgin Islands and that Caribbean music has 
been an important influence, especially in 
compositions like St. Thomas and Brownskin 
Girl. What were your family's musical roots? 

Rollins: The Caribbean influence was one. 
Also, my uncle had a lot of records that we 

used to play, people like Lonnie Johnson, 
Tommy McClennan and Arthur "Big Boy" 
Crudup. My sister plays and sings in church. 
She's a fine musician. My brother was a very 
good violinist. He went to the High School of 
Music and Art. He was supposed to go with 
the Pittsburgh Symphony but then decided to 
go into something else. I used to hear him 
practicing around the house all the time, you 
know, and that was good for my ears. So from 
the time I was small I heard music of all 
different kinds. 

Berg: I understand that you had some piano 
lessons at nine which didn't really take. 

Rollins: That's right. The family tried to 
get me to go because my brother and sister, 
who are older, went to school and took their 
lessons and had their teachers. But I just 
didn't make it. I was always sort of the black 
sheep of the family. I was out on the street 
playing ball so I never actually got into it. I 
began it but I didn't carry through. I'm sorry 
in a way that I didn't, but it was just my nature, 
you know. 

Berg: The alto saxophone provided your 
first significant musical experience. How did 
that come about? 

Rollins: That came about as a result of my 
family. I had a cousin who played alto. I 
looked up to him because he was older and 
was the kind of young kid who went out in the 
street and worked for his money. He was the 
sort of guy I respected, so I thought, "Gee, I'd 
like to play." One day when I was at his house 
I saw his horn. The look of the horn was so 
great, you know, beautifully curved, golden, 
and all those keys. So that was it. I said, "Gee, 
I want to play music on that horn." So, I found 
the thing that I wanted to do. 

Berg: How old were you? 
Rollins: I think I was probably around 11 

or 12 when I began playing. 
Berg: When did the transition to tenor take 

place? 
Rollins: Well, the more I listened to music 

the more I began to enjoy various artists. I be-
came enamored of Coleman Hawkins. When I 
heard him, there was really so much music in 
the way he played. To me it was a real in-
tellectual experience listening to him. So I 
bugged my mother to get me a tenor. She had 
already bought me an alto, you know. But I 
had a beautiful mother who tried to give me 
everything that I wanted and let me do what-
ever I wanted to do. She loved me. Whatever I 
did was okay. So I got a tenor eventually. She 
got me a new horn. The alto wasn't a new one, 
so the tenor was the first new horn I had. That 
was it. I tried to play like Coleman. 

Berg: In that period when you were trying 
to play like Hawkins, were there other saxo-
phonists who influenced your style? 

Rollins: I enjoyed Louis Jordan who played 
all the horns. Then after a while I got turned 
on to Lester Young and of course I loved him 
too. So Lester and Hawk were the guys that I 
really dug. But I should also say that I was just 
a horn fan. I dug guys like Lucky Thompson 
and Lockjaw Davis, who's a really fantastic 
musician. I'm sure that there are others that 
I'm forgetting but those are some of the guys 
that I enjoyed a great deal. 

Berg: What was your first gigging experi-
ence like? 

Rollins: We had a small group, kids, you 
know, so we played at a lot of small affairs. Of 
course, in those days things were exactly the 
way they are now in that the competitive thing 
between kids in school was very strong. It's 
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the old business of everyone trying to outplay 
the next guy. So I came up through that vigor-
ous environment. You had to fight to win, and 
learn to take the defeats. But I had the stamina 
to stay, so as time went on I played more and 
more. 

Eventually, I played with Monk. A friend 
of mine, a guy in our band, was playing with 
him and asked me to come down to Monk's 
rehearsal. Then Monk said, "Well, come and 
play with me." So, I used to rehearse at 
Monk's house with his band which was a very 
great experience. 

Berg: Did Monk influence your harmonic 
development? 

Rollins: I think so because I started going 
to Monk's house when I was still quite young. 
He had a great influence on me. And I re-
spected him so much that I know I got some 
things from him. 

Berg: Did you do much gigging with 
Monk? 

Rollins: No. Actually I mainly rehearsed 
with Thelonious. We did some recordings, 
some things with Julius Watkins, a very fine 
french horn player. But I don't recall doing 
much gigging with Monk's group. 

Berg: What was your experience with Art 
Blakey like? 

Rollins: Art was a tremendous figure. To 
me, a giant. He still is. At that time I was 
looking up at this great artist. I think Art was 
on the first record I made under my own 
name. And when I began recording regularly, 
Art was usually there. So Art was always 
around at that time when I was beginning to 
come out and up. I get an awful lot from 
listening to Art. I think he's a very underap-
preciated musician for what he has done and 
for what he is doing. 

Berg: Tell me about Bud Powell. 
Rollins: Back then I lived up town in an 

area called Sugar Hill. Bud lived close by. Of 
course, Bud was older than me and the guys I 
hung out with like Jackie McLean. But any-
way, Bud heard about us. We got to hang out 
with Bud and go to his house and play. He was 
such a great musician, such a fantastic musi-
cian, but also an erratic person in many areas 
of his personal life. He was the real prototype 
musician. You never knew what was going to 
happen, but the music was there. Of course I 
put Bud in my pantheon. In the late '40s, I 
think, I made one of my early records with 
Bud. 
I don't know how I had the nerve to play 

with those guys at that time. I had the nerve, I 
guess, because I did it. But, I wasn't at their 
level. There wasn't a school, or experience, or 
anything that was as great as they were. Play-
ing with Monk, Art, Bud and guys like Fats 
Navarro who were top notch people was fan-
tastic. The fact that they wanted me to play 
with them also inspired me to keep playing, 
which I'm still doing today. At any rate, I 
would say that Bud had a tremendous influ-
ence on me. 

Berg: What sort of influence? 
Rollins: Musical ideas, dedication to 

music. As I said, he was only into music. Out-
side of that, his life was kind of up in the air. 
I'm not that dedicated. I'm not as devoted as 
Bud was. But I think he helped me to think in 
that direction. He gave me a good example of 
what a great musician should be. Bud was al-
ways playing and practicing. I just loved Bud. 
He was fantastic. 

Berg: What about Tadd Dameron? 
Rollins: Well, to me Tadd was more of an 

arranger. When I first played with Tadd it 
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was hard because I couldn't read that well. It 
was difficult for me to play the parts. As time 
went on, of course, I got a little better and was 
able to do more work with Tadd. Later, he 
wrote a song that I recorded with Max Roach 
and Clifford Brown. He said he had me in 
mind when he wrote it. So it was great to be 
able to record some of his original music. 

Berg: How did you happen to get involved 
with Miles? 

Rollins: I used to go down to a place on 
118th St. in Harlem and jam. I was playing 
there one night and a guy said, "Sonny, I want 
you to come up and play the intermission at a 
place in the Bronx. We have a lot of top jazz 
stars and you can come up with your group 
and play the intermission for these jazz 
greats." I said, "Okay, great." So, this I did. 
Miles was one of the jazz greats that was play-
ing there. That's when Miles heard me playing 
with my trio. Miles heard me and said, "Oh 
wow, come join my band." I'll never forget 
that night because I never got paid for that 
job. The guy ran out without paying me my 
money. Of course it turned out great because I 
had a chance to meet Miles. Right after that I 
joined his band. 

Berg: Who was in the band at that time? 
Rollins: Miles had Art Blakey playing with 

him. But different guys were coming and go-
ing. Harold West and Roy Haynes both 
played drums with us, I think. Coltrane was 
on some of the jobs with Miles coaching him 
on the side. 

Berg: I was going to ask you about your re-
lationship with Coltrane because I think any-
one seriously looking at the last 25 years puts 
you and Coltrane at the top of the tenor list. 

Rollins: That's very kind of you to put me 
in that category. But that's when I first met 
John, when I was playing with Miles. It was 
really great, you know, because Miles would 
whisper to me while John was playing, and 
then when I was playing he'd whisper to John, 
to keep a lot of excitement going. 

Berg: What would he whisper? 
Rollins: He would just say "Oh, listen to 

that. Listen to what he's playing." He would 

SELECTED ROLLINS 
DISCOGRAPHY 
FIRST RECORDINGS!—Prestige 7856 
JAZZ CLASSICS—Prestige 7433 
WORKTIME—Prestige 7750 
3 GIANTS—Prestige 7821 
TENOR MADNESS—Prestige 7657 
SAXOPHONE COLOSSUS—Prestige 7326 
ROLLINS PLAYS FOR BIRD—Prestige 7553 
FREEDOM SUITE PLUS—Milestone 47007 
SONNY ROLLINS' NEXT ALBUM—Milestone 9042 
HORN CULTURE—Milestone 9051 
SONNY ROLLINS—Prestige 24004 
THE CUTTING EDGE—Milestone M-9059 
NUCLEUS—Milestone M-9064 
THE WAY I FEEL—Milestone M-9074 
THE BRIDGE—RCA LSP-2527 
WHAT'S NEW?—RCA LPM-2572 
NOW'S THE TIME!—RCA LPM-2927 
SONNY ROLLINS: VOLUME ONE—Blue Note 
81542 

SONNY ROLLINS: VOLUME TWO—Blue Note 
81558 

A NIGHT AT THE VILLAGE VANGUARD—Blue Note 
81581 

NEVVK'S TIME—Blue Note 84001 
WAY OUT WEST—Contemporary 7017 
CONTEMPORARY LEADERS—Contemporary 
7564 

SONNY ROLLINS ON IMPULSE—Impulse A-91 
ALFIE—Impulse A-9111 
EAST BROADWAY RUNDOWN—Impulse A-9121 
RE-EVALUATION: THE IMPULSE YEARS—Impulse 
9236 

THE SOUND OF SONNY—Riverside ALP 12-241 
BRASS/TRIO—Verve V6-8430 
TENOR TITAN—Verve VSPS-32 
SONNY ROLLINS—Archive of Folk Music FS-220 

talk about John's playing and say, "Maybe you 
can do that." These were things that would 
push a guy, but in a very positive way. So that's 
when I first met John. We became quite close 
as the years went by. 

Berg: How was it playing with another 
tenor saxophonist? I would think there'd be 
some competitive tension. 

Rollins: No, there wasn't, because when we 
met I was still in such awe of the whole scene 
that I was just happy to be there. I guess I had 
that attitude for quite awhile. Actually, getting 
back to Miles, Miles was the guy that brought 
me out of my shell in certain ways. I felt that I 
couldn't really play as well as certain other 
guys that were big at that time and Miles said 
"No man, you can do it. That's why I have you 
instead of some other guy." So he spurred me 
and pushed me a lot of times. 

Berg: So people like Art, Bud and Miles 
were influential not only because of their 
music but because of the encouragement and 
push they gave you. 

Rollins: Yeah. I'm fortunate that I was 
around those guys. Even if I never do anything 
else in music I have my memories to make me 
happy, you know, Clifford Brown and all 
those guys. When I think about some of the 
musical things that we used to get into, I real-
ize that I've been very fortunate in this life. 

Berg: After Miles you freelanced from 
about '51 to '56 before rejoining his band. 
What was the scope of your activities during 
that five year span? 

Rollins: All through that period I had a lot 
of personal things that I was getting involved 
in, you know, the negative side of the music 
business. So there were parts of that time that 
I wasn't playing at all. I was just trying to get 
myself together. But I did play with Miles off 
and on through those years. I first played with 
Miles in '49 or '50 and then went back full-
time in 1957. That was when John wanted to 
go out and start his own group. I had just left 
Max Roach's band and Clifford had died, so I 
went back to play with Miles for a short time 
in '57. 

Berg: The Max Roach-Clifford Brown 
band is one of the legendary ensembles in the 
history of jazz. What was that experience like? 

Rollins: Oh, it was great. It was marvelous. 
Max, of course, is a master. I've learned so 
much from Max. And Clifford was a fantastic 
person and musician, just an angel. There was 
nothing he would do that would make you 
mad. His demeanor and temperament were so 
straight and even. Anyway, as a person, as 
well as a musician, Clifford had a tremendous 
influence on me. 
I was kind of wild when I first went in the 

band, in an emotional way. But Clifford was 
so together as a person you wouldn't have be-
lieved it. For a guy that plays that much to be 
so humble and beautiful, it was just amazing. 
So I tried to be nice after that. 

Berg: Musically, did Clifford influence 
your style? 

Rollins: Well, I hope I got something from 
him. I don't know if I did or not. He was 
really a great player. I would hear him night 
after night deliver such fantastic things. It's 
really difficult for a guy to reach those heights 
every night, but Clifford did it. 

Clifford and I made a record with some of % 
my songs. People said they could hear a little a 
Clifford in me and a little of me in Clifford. a 
But when I was with them, I was mainly trying 8 
to project the music of the Roach-Brown 
band. But there was a bit of crossover on that 
record. 



THE ICLACICIIITIPS 

Horatio Alger 
Comes To Howard U. 

by conrad silvert 

A thousand-seat, tables-cum-dancefloor 
San Francisco ballroom called the Palace, 
complete with toweringly high ceiling and ex-
cellent ventilation for sweaty dancers or 
chain-smokers, recently hosted the Black-
byrds. At one time this group may rightly have 
been known as a fledgling crossover jazz 
band, but today the Blackbyrds are a sophis-
ticated urban dance band. Their sound is a 
melting pot of black musical styles, played 
with technical grace which, especially in more 
intimate settings, occasionally delves into the 
band's jazz roots. 
With educator/administrator/musician 

Donald Byrd at the helm, the band has made a 
major thrust into the American marketplace 
since their formation four years ago; they've 
released five albums on Fantasy, the last two, 
City Life and Unfinished Business, reaching 
gold status. Their thrust into the public arena, 
despite their individual backgrounds in jazz, 
has shown more of an ability to move bodies 
than to move minds. As such, along with 
groups exemplified by Earth, Wind & Fire, the 
Blackbyrds are very much in the heart of the 
definition of Black Pop, '70s style. 

Orville Saunders, the group's guitarist, once 
told a Billboard reporter, -We believe that 
certain chords make money and certain 
chords do not." And as serious as each Black-
byrd seems to be about his own education and 
musical development, it's plain that Dr. Byrd 
has been very successful in instilling them 
with a realization that personal art and the 
music business can be very separate entities 
indeed. 
This interview took place the day after the 

band played the plush Palace gig. Deciding to 
interview each Blackbyrd separately, the first 
visit was with keyboard player Kevin Toney, 
who has often served as a spokesman for the 
group. I found him listening to a tape of Earl 
Hines and Fats Waller—he was working on 
transcriptions. Neatly arranged on the half-
made hotel room bed were copies of several 
black music magazines, directly alongside a 

row of Bach and Chopin exercise books and a 
transposition guide. A batch of new records 
Toney had picked up during a blitz of record-
store promotions leaned against the wall. Ti-
tles were by Ahmad lama', Bob James, Mel 
Lewis, Clifford Jordan, Erroll Garner, Fred-
die Hubbard, Doug Cam, Jean Cam, Jean-
Luc Ponty and Miroslav Vitous, along with 
Miles's Funny Valentine and Sketches Of Spain 
and Donald Byrd's latest Blue Note curiosity, 
Caricatures. 
What with the near-frenzy of activity—Bay 

Area gigs. promos and interviews were to be 
followed by more of the same in Los Angeles, 
where the group was to play the Shrine Audi-
torium—it seemed incredible that Kevin 
could keep current with his studies (he's now a 
senior in music education at Howard). 
"Our schedule's been ridiculous. We'll start 

off at 10 in the morning and do radio inter-
views till 6 o'clock, and then maybe do a 
magazine interview before the gig. The next 
day we'll hit the record stores, get back here 
by 7, rush to the gig ... the gig's over by 2 in 
the morning, you get out of the building by 3, 
then get something to eat, and maybe get to 
bed by 4 or 5 o'clock. We might be averaging 
four hours sleep a night, and that's no way to 
study. I try to do as much as I can on the 
plane. 1 have a lot of tapes—classical things, 
symphonies, as well as some material I've 
been writing for the band." 
With Unfinished Business not yet hitting its 

peak on the charts, Toney already has ten 
songs written for the next LP. But he's also 
been working toward his own solo project that 
he says will involve none of the other Black-
byrds. "We want to keep it very separate—it 
will give me, Kevin Toney, a chance to dis-
play all of his talents." 

Kevin was born in Detroit (April 23, 1953) 
and began studying classical piano at age five. 
"But I've been composing since I was six. I 
played cello starting in the third grade, and 
saxophone too, but I liked piano the most. In 
the seventh grade my band director suggested 

that I get a combo together for the spring fes-
tival. So I went to a cello player's house—his 
father had a lot of jazz records, he played a 
Horace Silver piece, and the first solo I ever 
learned was from part of Song For My Father. I 
could only hear the first two chords—I had 
the technique to play the rest but I couldn't 
hear the voicings. 
"When I got to high school I met Billy Mc-

Coy (now with Norman Connors), and I knew 
about Herbie Hancock, McCoy Tyner, Chick 
Corea and Keith Jarrett. Then I met Herbie 
and we played some piano together, he was 
showing me all this stuff. Herbie was my ini-
tial idol, then McCoy. But it was Herbie in the 
'60s, before I went to Howard—Blue Note 
Herbie, making dates with everybody and 
with Miles. That was the shit. Herbie Han-
cock is a bad mother—, and you can quote me 
on that. 

"But other influences have come in, like Art 
Tatum, Bud Powell. I particularly like Wynton 
Kelly, he's bad too, and Bill Evans, Monk, 
Cedar Walton too. I keep my ears open for new 
pianists—I like Patrice Rushen and Cedric 
Lawson—and other players, horn players, too." 

In 1972, shortly after Toney moved to 
Washington, D.C. to study music under Don-
ald Byrd, the Doctor hired him to play in what 
was then the Byrd septet: "We played funky 
jazz clubs like Slug's in New York. The band 
consisted of Byrd, myself, Barney Perry, who 
was the Blackbyrds' guitarist the first few rec-
ords, and jazz cats like Joe Chambers, Stanley 
Cowell, Harold Vick, George Coleman and 
Billy Harper—the saxophone players rotated, 
but Stanley and I played together, one on elec-
tric and the other on acoustic piano. We just 
played straightahead jazz, which was great, 
because I have a jazz background more than 
in what I'm doing now with the Blackbyrds, 
which is like a rebirth in another area." 
Toney claims his ears were closed when he 

was growing up: "I hated vocal music. Even 
being from Detroit and being so exposed to 
Motown groups, I hated r&b with a passion. If 
it wasn't jazz I didn't want to hear it. I never 
knew when I came to Howard to study with 
Donald Byrd that I would end up making gold 
records and traveling all over the country." 
Many people think the Schwann catalog 

errs by cataloging the Blackbyrds in their jazz 
section. But Toney says, "I think we're setting 
new trends. People dance to our music but it 
still has a lot of jazz in it, which is why none 
of us have been able to label it. Our records 
usually end up on most of the charts—easy 
listening, r&b, jazz. I think we're just basically 
pop." 

At this point the discussion turned to defini-
tions of soul and disco music, the latter style 
something various db reviewers have accused 
the group of playing with mindless, money-
grasping abandon. Toney says he prefers soul 
over disco, saying that soul has a beat, good 
vocals, and some improvisation. "Disco isn't 
going to be here that long, but I think soul 
music is a permanent style, just like gospel 
and jazz." 
He adds that the Blackbyrds' early music 

barely resembles what they play today. "We 
were playing electronic avant garde pieces, 
just freakin' out, which was fun for what it 
was, but we moved on. Donald has exposed us 
to a hell of a lot, so many things, in music, 
business and life." 

In 1972 Byrd steered Toney toward his first 
synthesizer. Now his stage set-up includes a 
Rhodes piano, Hohner Clavinet, ARP pro so-
loist, String Ensemble and Odyssey, two 
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Moogs and a Yamaha organ. At home he also 
has an ARP 2600, a Yamaha mixer and an 
acoustic piano. 
The Blackbyrds' records have evolved con-

siderably since their beginnings, changing 
from light and airy, loosely structured music 
to that on the current album, Unfinished Busi-
ness, where the band's energy is channeled 
down strictly defined commercial corridors. 
The most obvious difference between the 
group of today and four years ago is the han-
dling of vocals, which were once little more 
than an afterthought but now are central to 
the band's message. A comparison of Walkin' 
In Rhythm with In Life (from the new LP) is 
the difference between adding a vocal as a 
casual hook and making it the backbone of a 
song. 
When Toney talked about other changes the 

Blackbyrds have experienced, the first subject 
was producers and arrangers: "Larry Mizell 
produced us in the beginning, but we've pro-
duced ourselves with Donald since. Wade 
Marcus arranged the last two albums, but we 
want to seek other *minds, not get locked in, 
because change is what we're about. One thing 
to expect is a new approach to vocal color, 
like singing through a Mu-Tron. I've been ex-
perimenting with a rhythm machine used 
through an echoplex and a ring modulator, then 
to maybe match that with a natural voice." 
What about expanding the stage band be-

yond the current six (including Byrd)? 
"Well, after everyone graduates, which 

hopefully will be by the end of this year, ex-
pansion will make sense because we'll be able 
to tour on more of a full time basis. An ideal 
situation would be to have a lead singer who 
can also play an instrument—it could be a 
male, but preferably a female. And we'd like 
another keyboard or guitar, a chordal instru-
ment. And another horn player and maybe a 
percussionist." 

Conjecturing on what would happen if the 
band became as big as Earth, Wind & Fire and 
whether the group members would forsake 
their planned teaching careers, Toney said: 
"No. Sure, we'd go on the road, do what we 
had to do, but then we'd sit back, come up 
with new stuff and let the demand grow. We 
want to be able to do a lot of things—record, 
arrange, produce, so that we can do academic 
things too. Right now I'm working on an im-
provisation book that deals with the linear as-
pect, how to develop solos off a basic idea. 
We're working on a whole line of academic 
publications—theory books, improvisation 
books. And we have stage band arrangements 
on all our recordings. So we're exploiting our-
selves as much as possible, which is good be-
cause we're using our knowledge from school 
to write scores, to record and whatever. So 
we'll reach a greater market, people will hear 
about us—that's the only way you can do it." 

Twenty-two-year-old guitarist Orville Saun-
ders joined the group in 1975. Serious and 
soft-spoken Saunders grew up in Washington, 
D.C., where his first gig was with a band that 
included Joe Hall on bass. The fee was $30 for 
the entire band. "1 met Joe in junior high and I 
met Keith Killgo in high school. But of course 
I had no idea we'd be playing together today, 
going through these kind of changes." 

Orville cites Wes Montgomery, Jimi Hen-
drix and Kenny Burrell as his main guitaristic 
influences, and Miles Davis and Cannonball 
Adderley as general influences. Before joining 

16 El down beat 

the Blackbyrds (after the departure of original 
guitarist Barney Perry), Saunders played with 
Burrell at a seminar and did brief stints with 
Hancock and George Benson. But none of his 
earlier experience adequately prepared him 
for the lifestyle he leads today. 

"Since I joined the Blackbyrds my life has 
changed immensely! The respect you get from 
people, and your health goes up and 
down.... It's beautiful though, because it gets 
a discipline thing going. I try to use every min-
ute of the day because 1 want to do so much. 
Moving fast, you know? And that's just the 
way I like it. For instance, I recorded profes-
sionally with Groove Holmes before I joined 
the band but it was nothing like what we do 
here—it was a live recording at a defunct jazz 
club in New York, and I was a big rookie, ner-
vous and scared to death." 

Saunders' first guitar was a Gretsch Country 
Gentleman that he treasured until the day it 
fell from its precarious perch, piled high atop 
his amplifier. "At that time," he says, "my at-
tachments were just a fuzz and wah wah. I 
didn't particularly care for the fuzz and still 
don't—if you're going to get distortion, get a 
natural distortion, somewhere in the vein of 
what I'm getting with the amplifier I have on 
the West Coast." 
The Blackbyrds have two set-ups, one for 

each coast. Saunders carries all his guitars 
with him, however; his current array includes 
a Fender Stratocaster, a Birdland, L-5 Gib-
son, Les Paul, a 12-string acoustic and a ban-
jo. "Each one is hooked up differently to get a 
different sound. Like with the Birdland you 
get a David T. sound, or, if I want a good fat 
sound like Wes or Benson gets, I'll use my 
L-5. The Strat's for hard rock, and what have 
you." Orville goes to D'Aquisto in New York 
for technical work. 

Saunders explains that he took classical les-
sons and doesn't use a pick "99% of the time," 
preferring to use an altered form of classical 
fingering, though he does use a pick for cer-
tain effects in the studio. "The flesh sound" is 
something he wants to develop personally and 
see explored by other guitarists, perhaps his 
future students. 

"If you listen to a classical guitarist, par-
ticularly flamenco, if he had the mentality he 
could play all the lines a bebopper could play, 
plus the flamenco stuff around it, blend it all 
to come up with a totally new style. I see it as 
a reservoir of riches. The flesh and bone struc-
ture is different for each person, whereas with 
a pick all the guitar players sound alike, they 
all go out and buy Fender mediums. Not that 
I'm closing my mind to the importance of a 
pick, because just like a bass player you have 
the pizzicato and the bow, you have to have 
facility with both." 

Even though Donald Byrd was responsible 
for getting Saunders into Howard University's 
first guitar degree program, Orville is critical 
of the school's attitude. "It's a typical black 
school, trying to be white. Before Donald 
came, things were geared toward making 
black people into symphony players, and 
when you come out there aren't any gigs [Bill-
board just reported that less than one per cent 
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of the symphony players in the United States 
are black]. So it's an absurd, obsolete trend in 
schooling, where they could build schools to 
teach contemporary music, electronic music, 
aside from the basic scales and traditional 
repertoire. It's no longer the 18th century, it's 
1977." 

Similarly, even though he personally wants 
to further explore his jazz roots, Saunders sub-
scribes to Donald Byrd's music-as-business 
ethic: "We're business people and we're not 
going to beat our heads on the wall trying to 
make something happen that's not going to 
happen. I feel the music this band makes as 
much as jazz or any other music. We listen to 
all sorts of things, and I don't categorize my-
self as a rock or jazz musician. I'm a musician, 
period." 

Saxophonist Wesley Jackson, 23, is the 
newest Blackbyrd, having recently replaced 
Stephen Johnson, who in turn was one of a 
string of eight reed players who have come 
and gone with the band. Jackson met Donald 
Byrd at North Carolina Central (in Durham), 
where Byrd has taught since leaving Howard 
two years ago. Jackson was a member of 
Byrd's "B team" at NCC, the New Central 
Connection. He gets along well, musically 
and personally, with the Blackbyrds, and his 
pretty face doesn't hurt with the group's post-
pubescent female fans. His fellow Blackbyrds 
expect Jackson to be around awhile. 

Wesley is a singularly unassuming fellow 
who speaks in a soft Georgia drawl and, when 
confronted with anything approaching praise, 
is likely to glance away with an "aw, gee" 
shrug. Jackson is the group's youngest member 
(Keith Killgo is a few weeks older), but he's 
the farthest along in his studies—he met Byrd 
in his senior year at N.C. Central, but now he's 
in graduate school at Howard, saying he wants 
to have teaching "to fall back on." 

In his childhood, Jackson studied the guitar 
with his father, also named Wesley Jackson, 
who led a family band, Jack & His Jewels. 
Wesley, Sr. also gigged with several profes-
sional bands, including Gladys Knight & the 
Pips. In the fifth grade, Wesley, Jr. switched 
from guitar to saxophone, a Martin tenor he 
played with a No. 2 Rico reed (he's now grad-
uated to a 3 VI). "I wasn't into one style, be-
cause I played with several different groups— 
my family, the high school rock and roll band, 
and in supper clubs with my father." 

Jackson offered Stanley Turrentine, Sonny 
Stitt, Eddie Harris, "and all the rest of the 
cats" as players he's taken from. "But I listen 
to trumpet players, too, just everybody, be-
cause I can create more by listening to all the 
instruments." 

Keith Killgo is a very self-assured 23—his 
father is Harry Killgo, a pianist who from the 
start exposed Keith to a full panorama of jazz. 
In school Keith "played in a youth symphony 
from the eighth to tenth grades, but never 
studied tympani. But I played them, along 
with the vibes, snare drum and marimbas, in 
the DC Youth Symphony and the DC Chor-
ale. Then I had several private instructors in 
the upright bass, classical percussion, key- «,1! 
boards, and vibes and marimba." 
He says his most important learning has a 

been on his own, but that at Howard, where 
his is a music education major, "my composi-
tional sensitivity, of course, has been en-
hanced, because of theory, counterpoint and ê 



OTIS RUSH 

The Worrisome Woes Of A Workingman 
by charles carman 

In the summer of 1956, blues singer and gui-
tarist Otis Rush exploded onto the scene with 
the single I Can't Quit You, Baby. The tune, 
Rush's first recording, reached number nine 
among Billboard's national "R&B Sellers in 
Stores," and as high as number six on their 
juke box charts. Recording on the Cobra label 
with the assistance of Willie Dixon, in the 
next two years Rush released a series of sin-
gles which included All Your Love, It Takes 
Time and Double Trouble. These tunes made 
their impact first through cover versions by 
bluesmen like Magic Sam and Little Milton, 
and continue to reverberate through the music 
world, the most recent incarnation being 
found in Eric Clapton's essentially unaltered 
version of Double Trouble on his No Reason To 
Cry album. But I Can't Quit You, Baby was the 
only record that Rush or Cobra ever put on 
the charts, and Rush's career started going 
down slow. He was tied up with a string of 
multi-year contracts, and the record com-
panies such as Chess and Duke were apparent-
ly indifferent to Rush's career. Except for five 
cuts released on Vanguard's Chicago— The 
Blues Today anthology, Rush material did not 
appear on wax for over ten years. 

This hiatus was broken with the 1969 re-
lease of his album Mourning In The Morning 
on Cotillion. The release in the last two years 
of three albums on rather obscure labels, and 
a generally favorable but less than ubiquitous 
critical reception provide some hope that 
Rush will not musically be buried alive. It is 
ironic that in a time of "fusion," Rush has not 
achieved a greater popularity, since his guitar 
playing incorporates jazz influences of Kenny 
Burrell and Jimmy Smith. Furthermore, in a 
musical climate where, particularly among 
guitarists, there is increasing emphasis on 
tonal identity, Rush has a distinctive sound 
which he has developed over the years, and 
which he produces with apparent ease on 
equipment he would replace if he only had the 

money. 
Watermelon Man is an excellent introduc-

tion to the diversity of Otis' guitar style. Al-
though not on wax, many sets in live perform-
ance begin with the tune's clear, soothing 
chords complementing the electric piano of 
Alberto Gianquinto, followed by a single note 
solo reflecting the B.B. King school. The song 
is usually finished with a tremolo chording 
based on Jimmy Smith organ licks. A set by 
Otis generally includes one or two jazzy in-
strumental cuts in the same vein as Water-
melon Man. Only after these does the band get 
down to the blues staples for which Rush is 
most well known. 
There is a definite element of fatalism in 

Otis' music. In the opening cut of Cold Day in 
Hell, on Delmark, he sings "Suppose I cut you 
loose/I know I won't shake this curse/I'll find 
me another little baby/Who'll be just as bad or 
worse." Musically, the sense of foreboding is 
reinforced by the use of minor keys on many 
songs, and the minor keys coupled with the 
full-bodied, searing single note solos are a 
Rush trademark. 

His sense of phrasing and suspense can pro-
duce exalted moments which leave the bad 
luck, bad women and small pay back in the 
other world. The guitar notes are more full-
bodied than. those of many guitarists playing 
in this idiom, and the previous note is still 
resonating when the next is picked. The result 
is an avalanche of sound which avoids the 
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choppy quality of other players. The effect is 
often heightened by a preceding chord in 
which each note is picked separately, a fol-
lowing tense silence, and then the avalanche 
of the solo which releases the tension. 

This interview with Otis was arranged by 
Steve Tomashevsky of Delmark Records, with 
whom Otis is currently under contract. It was 
one of the sub-zero days of the Ice Age of 
1977, and when Otis opened the door of his 
house on Chicago's far South Side, he had a 
mop in his hand. The previous night a water 
pipe had frozen, and a second had frozen and 
broken just prior to our arrival. Our discus-
sion was punctuated by the comings and go-
ings of the plumber, who was not having an 
easy time finding the necessary parts on a Sun-
day afternoon. Throughout the afternoon, 
symbolic counterpoint to the soft-spoken 
Rush was provided by the vicious barks of the 
Doberman in the basement. 

Because Otis has played with the same band 
for several years and work has not been steady 
as of late, it seemed natural to ask how the band 
got by during such periods. "They're working 
day jobs," Otis said. "They're working day jobs, 
and I'm looking for one. If things keep turning 
out the way they're going now, I'm going to have 
to get two jobs, if I can find something that is 
worthwhile taking that is paying something. 
There aren't many things I can go into, either, 
but I've got to do something. Quite a few musi-
cians have day jobs because music is spaced. 
Contracts don't come around too often, and 
when they do everybody has their hands out say-
ing 'we want you, we want you' on the same 
dates." 
When asked about the role of the musicians' 

union in redressing injuries or assisting musi-
cians, Otis said, "The union ain't gonna do any-
thing. I don't have any confidence in the union 
because I've been in there since I started and 
they never did anything for me. They never got 
me a job. They're supposed to help you get a job 
when you're out of work, but they just accept 
your dues and that's it. That's pretty much the 
way it is. They collect the dues, and you can 
work out of town [ without a contract) and 
maybe a month passes by and somebody has re-
ported you and wrote you a letter [ to collect)." 
Trying to strike a more positive note, the 

topic switched to the current Rush band, 
particularly keyboard man Alberto Gian-
quinto. A manic artist if there ever was one, 
Gianquinto evokes the playing of Cecil Tay-
lor or a demented Thelonious Monk, display-
ing a searching, experimental style leagues 
ahead of most blues musicians. Body swaying, 
eyes rolling, hands and elbows attacking the 
keyboard in a frenzy, Alberto's angular 
sounds cascade out in thumping waves, as 
though he was playing with his fists. But Al-
berto sometimes goes too far out for Otis' own 
taste. "He can play the piano ['he can play' is 
the ultimate compliment for Otis', but the 
idea is that you've got to play what you're 
playing instead of ad-libbing and all that stuff. 
If we're playing the blues, and he goes way out 
on keys and playing way out stuff—jazz—it 
doesn't fit with the blues. So if you're playing 
the blues you got to play the blues. If you play 
jazz you play jazz. You play rock, you play 
rock." 
When questioned about the element of jazz 

in his own playing, Rush replied: " It depends 
on what tune. I'm playing. If we start off on a 
real bluesy tune then we should remain that 
way. But if we start on a jazzy number then it 
stays that way. It blends out nice if everybody 
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stays together, but if one guy goes way out on a 
limb we have to try to get him back. Alberto 
can play it, but like I say, he goes wild. When 
he's not wild, he plays the piano. He's a good 
piano player." 

Gianquinto, an early member of Santana, 
has played with B. B. King, Albert King, Son 
Seals and others. He has been with Otis for 
some time now, adding an experimental di-
mension to the band which is unlikely to be 
matched by another musician. Understand-
ably enough, Otis does not particularly want 
to be surprised on stage, and Gianquinto is 
certainly capable of surprising. 

Otis' previous unit preferences included 
rhythm guitar, saxophones, and trombone in ad-
dition to piano, bass and drums. Yet Otis 
and many other blues musicians are limited to a 
four piece band at most times by brute econom-
ics. The intense sound of the best modern elec-
tric blues bands is attributable to this limitation. 
The sounds in the mind of the musician may be 
made by eight pieces, yet when there are only 
four to work with, alternatives must be found. 

"I think of horns because I really love to work 
with horns," Otis says. "But financially it's so 
bad that I just have to cut the pieces down and 
use the rhythm section. You also have to play 
harder." Extremely fast chording helps on jazz 
influenced tunes like Jimmy Smith's Midnight 
Special. "Yeah, that holds the background up so 
it sort of makes up for the horns, because that's 
what they would be doing. Horns would be more 
relaxed, easier on everybody in the band. But 
when it's only four of us, we've all got to play." 

Otis would prefer the more relaxed situation 
provided by additional instrumentation. It is ar-
guable that the very success of, for example, the 

good tune." 
It is obvious from this album that the addition 

of horns is no panacea. On the first mix the inci-
sive vocals and guitar licks were submerged. 
The results of the remix are not much of an im-
provement. Or as Otis puts it, "Thirty pieces can 
sound just as bad as four." The most recent Rush 
release, Right Place, Wrong Time is generally a 
successful album, but it also makes apparent 
that lavish production is not the final solution. 
The album was recorded in 1971, for Capitol, 
and only released late last fall on the Bullfrog 
label. While it is more slick and professional 
than some of his recordings, it also is a small 
step removed from Otis' more powerful early 
singles and the rougher yet more representative 
Cold Day In Hell. 
The most personal aspect of Otis' music is ex-

pressed through his lyrics. His stage persona is 
almost identical to the man himself. Rush is a 
guarded man, yet the years of exploitive con-
tracts and the brutalizing life of an uncompro-
mising musician striving for success have not 
rendered him unwilling, at least at times, to try 
to explain his feelings, which he acknowledges 
as the source of his lyrical expression. 

If it is true, as Nietzsche says, that "a joke is 
an epigram on the death of a feeling," Otis Rush 
must have his feelings intact. Although not a hu-
morless man, his wit is expressed more often 
through a soft ironic laugh in reference to his 
own life. On stage, he does not engage in the 
phony or strained requests to the audience to 
clap along or "give us a hand." His eyes are 
usually fixed on his fingers during a solo, or 
looking out past the crowd, past everything, as 
though he has some fear of harm. 

Because Otis sings directly from his own life 

problems. It just feels sort of good sometimes 
to get on stage. If you got a band and the band 
is playing well, and everybody acts like 
they're ready to play, then it's a nice feeling to 
be on stage. You get a good feeling playing the 
blues sometimes. You can let it out that way 
but it doesn't cure anything." 

Otis still plays an Epiphone 355, "same as a 
Gibson," through a worn-out Guild amplifier. 
The amplifier has been in the shop on occa-
sion, and it seems to restrict him on stage. He 
was renting a Yamaha for awhile and that is 
the one he would prefer if he could afford it. 
He'd like to have a new model of the same gui-
tar. It is clear that Otis' artistic development 
has been hampered by his equipment, but the 
question of "Who's going to pay for it?" un-
doubtedly haunts his dreams of better gear. 

Otis is not too voluble in general. But he is 
particularly reticent on the subject of the re-
cording of his own songs by rock musicians. 
He does not criticize even the absurd excesses 
of the Led Zeppelin cover of I Can't Quit You, 
Baby, but nevertheless leaves the distinct im-
pression that he favors versions which most 
closely follow the pattern set by the original. 
Also, these recordings of his early material 
provide him with no royalties since he doesn't 
own the rights to the songs. So he only gives a 
resigned stamp of approval. " It seems like I 
can't get off the ground, so it's good that 
somebody's doing them." 

Otis' vocal technique includes the typical 
blues melisma and an occasional falsetto, as 
well as the seemingly effortless ability to 
blend a shout into a note. On occasion he 
backs off the microphone and lets his power-
ful voice bypass the equipment. 

"It's a terrible thing that a musician has to die before he can become alive musicwise. . I 
say give me my flowers while I'm living." 

Kings has mellowed down their playing, that 
their years of success has led to a sound which 
no longer grabs your soul and shakes it—a sound 
more palatable to the record-buying public. 

Albert King, another left-handed upside-
down guitarist like Otis, is one of Rush's per-
sonal favorites, although Albert has opted for 
a rock/soul sound on some tunes. "I've no-
ticed that's happening to him," Otis says. 
"He's beginning to change just a fraction from 
his style, and to me that can lead to something 
big. Maybe it will hurt him in the long run, or 
maybe make him even bigger. I don't know, 
but I like Albert King as he is. I'd like to do 
more frock and soul] tunes on stage. That's 
why I like the horns, because they cover that 
part of the rock. I have done a lot of James 
Brown and Wilson Pickett tunes." 
This statement refers to Otis' personal experi-

ence with the same type of problem. After a ten-
year absence from the recording studio, he re-
corded the Cotillion album in 1969, produced 
by Mike Bloomfield and Nick Gravenites. Al-
though the album in its original version is out of 
print, it is available as an import on Atlantic, 
and as such has been remixed to bring out Otis' 
voice and guitar. Today, Otis refers to about half 
the songs on the album as "weak punches." 

"Mourning In The Morning wasn't all bad. It 
was sort of feel around and feel the people. I just 
put some of my type of music on there, and then 
I tried to do some other things ( songs by Bloom-
field and Gravenitesj and hoped it would go 
out and sell. I had a few compliments, but most-
ly bad reviews. I had more bad news than good 
news, put it that way. They just didn't accept it. I 
do get requests for Feel So Bad and Gambler's 
Blues, and Reap What You Sow was a pretty 
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and feelings, he achieves an authenticity ot lyri-
cal expression which is awesome and not a little 
frightening. A possible weakness of this is that 
the tunes with which he is primarily identified, 
and which are the foundation of his live per-
formances, express a limited emotional range. 

"I look for a good solid story.... Like I say, 
I'm sad. I'm not sad all the time. I just got prob-
lems, man, and I'm trying to work them out, and 
when I get on the stage I think about playing the 
blues. That's what I do. It doesn't solve my prob-
lems. My situation is sad right now, man, and 
that's why I'm playing sad music. If I ever get 
happy, I'll let you know. I'll change my rap on 
the stage and start singing happy tunes. A mir-
acle, if that happens, I'll be glad. But right now 
it's sad and that's the way I play, that's the way I 
feel. I'm drowning, man, on dry land." 

Within the range of bad luck/bad times/bad 
women limits, Otis has no equal. His deadpan 
off stage demeanor becomes deadly serious on 
stage and on record and his emotional turf is 
well complemented by the songs he chooses to 
record or perform. His very first words com-
mitted to wax were: "I can't quit you baby/But I 
got to put you down for a while/You messed up 
my happy home/Made me mistreat my only 
child." Double Trouble speaks of the combina-
tion punches of false love and unemployment. A 
sense of fatalism pervades his lyrics, typified by 
a line like "Today you love me pretty baby/To-
morrow you could be crying." In another song 
he tells his woman "The only thing you give me, 
baby, is a hard way to go." From another singer 
the line might be mirthful, but from Otis it is a 
matter-of-fact statement. 
"My music helps me financially, and I look 

forward to playing. But it doesn't solve my 

"Sometimes you're loud so you sort of back 
up and balance it to the audience. And you 
don't always want to just depend on the mi-
crophone. You can control your voice a dif-
ferent way when you are away from the micro-
phone than when you are close to it. You have 
to control it another way because the micro-
phone is carrying the sound. If you're going to 
be heard you have to have the microphone, 
but you try to keep away from it sometimes 
where the singing would sound strained." 
As far as guitar goes, Otis has been around 

one since he was a child. "I've always been 
around a guitar because my brother had one. 
My uncles could play a few tunes and I used to 
listen to them. I had my mind on the guitar. I 
used to sneak and play it while he was gone 
and put it back on the bed just like he had left 
it. I kept on messing with the strings and I 
wanted to tune it—that's the first thing I 
learned to do, tune the guitar. I would be 
messing with it and I had to leave it just like 
he had it tuned, and I just got it by ear. I got a 
pretty good ear for sounds, and I would tune. 
And I never got caught at it. I never had any 
problem tuning a guitar, just playing it." 

Otis is now considering using backup vo-
cals, something of an innovation in such a 
conservative and solitary type of music. "And 
I'm trying to get some new tunes together. You 
get tired of playing the same old thing, you 
know, it gets boring sometimes, and the peo- e 
ple like to dance. Like this fast tune by Stevie 
Wonder with the good beat. I have to try to Z. 
get more tunes like that together." 8 
Rush has made several tours overseas, 

where he usually plays to large auditoriums of t. 
blues fanatics, an occurrence which, except- 8 



Why is it that 
you have to boost 

both ends of a 
graphic equalizer 

to get a flat 
response from 

your RA. 

norm clip 

It seems that whenever you have to 
set up a P. A. system, the graphic 
equalizer has to be used more to 
reinforce the tone controls than to 
serve as an antifeedback device. 

This problem is nearly universal 
yet it isn't necessarily due to a poor 
quality sound system. Most sound 
systems exhibit an excessive 
amount of midrange due to phase-
cancellation in the tone controls. 
The effect of this phase-

cancellation is similar to what hap-
pens when two speakers are wired 
out of phase; the bass and treble 
response drops radically in propor-
tion to the amount of midrange in 
the system. 
To maintain proper phase rela-

tionships between all of the differ-
ent input signals which are mixed in 
your sound system would seem a 
simple problem to rectify. Yet even 
manufacturers who are aware of 
the problem attempt to solve it im-
properly with a switch or other 
vaguely assigned control. 
At Sunn, we've developed an 

exclusive feature called Phase-
Sync.® These tone control net-
works are standard equipment on 
all of our Automated Sound Sys-

tems to assure proper phase 
relationships throughout 

the system. Virtually 
all bass/treble 

tone con-

trol circuits in use exhibit phase-
cancellation which is accented each 
time the treble control is boosted. 
This problem causes your P. A. to 
exhibit a honkey, mid-rangey sound 
that is particularly susceptible to 
feedback. 
Simply stated, Sunn's new 

Phase-Sync® tone control circuitry 
eliminates this problem. As you 
turn up the treble control, you'll 
notice the increased clarity and bril-
liance... particularly at high vol-
umes. And without jeopardizing the 
bass response of the system. 
Automated Sound Systems have 

been expressly created for the 
musician to provide effective in-
strumental and vocal amplification 
without producing unwanted distor-
tion and tonal coloration. 

Phase-Sync® is only one of sev-
eral developments we've created to 
make Automated Sound Systems 
the finest available in the world. 

After all, music's the thing... and 
we're here to help. 

AUTOMATED SOUND 
GENERATION II 
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MADE ON EARTH FOR RISING STARS 

• 

• 
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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. 

For the ELECTRIC MISTRESS, our scientists have developed a complex matrix of fine comb fitters that gently sweep the sound 
spectrum. Through manipulation of the controls, you can produce effects identical to multiple tape machine or digital 

• delay flanging, as well as several unique spatial effects only our Flanger can create. In addition, our exclusive Fitter Matrix 
mode allows you to disengage the automatic sweep and manually move the filter bank to any desired position. In fact, the 
unit is so versatile and clean that studios which have very expensive flanging equipment are utilizing the ELECTRIC MISTRESS 

because of its additional unique options. 

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 of 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 cur computer tape system first 

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

etectro-barmonix 27 WEST 23rd STREET • NEW YORK, N.Y. 10010, U. S. A., EARTH 
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Ratings are 

***** excellent, **** very good, 
*** good, ** tan * poor 

LONNIE LISTON SMITH 
RENAISSANCE—RCA APLI - 1822: Space Lady; 

Mardi Gras (Carnival); Starlight And You; Mongotee; 
A Song Of Love; Between Here And There; Renais-
sance, 

Personnel: Smith, Ken Bichel, Leon Pendarvis, 
keyboards; Donald Smith, flute/vocals; David Hub-
bard, woodwinds; Gene Bertoncini, acoustic guitar; 
Al Anderson, bass; Wilby Fletcher, drums; Lawrence 
Killian, Guilherme Franco, percussion. 

* * * 
While Lonnie Liston Smith continues to 

walk the fine line between creative music and 
commercially "communicative" pap, there is 
a firmer substance and form in his latest work 
that was missing in such previous efforts as Vi-
sions Of A New World (Flying Dutchman— 
BDL 1-1196). 
The keynote for Smith's appropriately titled 

Renaissance is restraint. Instead of wall-to-
wall synthetically induced cosmicness, there 
are new spaces in the music which provide 
areas for reflection by both musicians and lis-
teners. For my taste, I would prefer even 
greater economy and room for the soloists. 
Nonetheless, Smith's work is headed in the 
right direction and is currently one of the 
more interesting fusion approaches on the 
scene. 
Space Lady has a funky, laid back pulse 

which nicely undergirds a bluesy flute solo 
and Smith's pungent acoustic outing. Mardi 
Gras is a festive up-tempo samba with an at-
tractive two flute line and an energetic flute/ 
piano dialogue. Starlight And You finds a con-
fident Donald Smith vocalizing above a shim-
mering string backdrop. Mongotee establishes 
a spacy medium-paced funk groove with 
phaseshifted flute lines and effectively em-
ployed electronic colorations. 

While opening with a provocative tape-de-
layed piano intro, Renaissance points up some 
of the group's shortcomings. Donald Smith, 
although greatly improved, still has intona-
tion problems as he shifts registers. The 
strings, which make positive contributions to 
tracks such as A Day Of Love, here, seem 
pasted on. 

Overall, Smith's compositions, while singly 
rather engaging, become in the aggregate 
somewhat tedious due to a sameness in struc-
ture. A somewhat similar fate befalls Smith's 
keyboard forays—while individually tasty. 
they suffer from repetitiveness and a rather 
detached point of view. 

Someday, hopefully, Lonnie Liston Smith 
will be able to let the cosmic echoes rever-
berate on into the void and concentrate on 
more fruitful materials and approaches. As re-
vealed in a solo performance of Ellington's 
Sophisticated Lady at a recent Carnegie Hall 
concert, Smith has a lot mote to give than his 
work with his current band has thus far shown. 

—berg 

GEORGE BENSON 
IN FLIGHT—Warner Brothers BSK 2983: Nature 

Boy; The Wind And I; The World Is A Ghetto; Gonna 
Love You More; Valdez In The Country; Everything 
Must Change. 

Personnel: Benson, lead guitar and vocals; Phil Up-
church, rhythm guitar, bass; Ronnie Foster, electric 
piano and mini-Moog; Jorge Dalto, Clavinet and 
acoustic piano; Stanley Banks, bass; Harvey Mason, 
drums; Ralph MacDonald, percussion. 

* * * 
Let's establish some basic premises at the 

outset. First of all, the fretboard-gliding sweet 
feel of Benson's early LPs no longer repre-
sents the commercial avenues he has paved for 
himself. Both Breezin' and In Flight are by 
contrast lush, string-punctuated forays into a 
land midway between rote Mottola-like 
melodic interpretations and a kind of cock-
tail-disco hybrid. 
Math teachers call this phenomenon Least 

Common Denominator. It is a fitting com-
ment on the mass market that George's most 
restrained musical effort would be the one to 
vault him into the ranks of pop superstardom. 
Yet while Breezin' did have some valid solo 
rides, In Flight seemingly finds the player 
sinking into the abyss of nightclub cliche. We 
hear very little of George's guitar; his silky 
voice is exposed on four of the six tracks. 

So why the three stars? Benson's change of 
direction is not unlike Dylan's electrification 
at Newport; both offended the purists; both 
were accompanied by frowns from the elitists; 
yet both turned the artist into walking Fort 
Knoxes. More important than that, Dylan and 
Benson both established a fresh definition and 
a new idiom. 

Benson's creative pathfinding may be an-
notated as establishment of a new breed of 
cocktail jazz. While not exactly a novel inven-
tion, his parallel scat singing-picking on Na-
ture Boy and Everything Must Change is, 
despite its silkiness, one of the smoothest ex-
amples of joint instrumental-vocal ventures to 
be heard in quite some time. Indeed, Benson's 
singing has long been underrated; his ability 
to jump from polished crooning to funky doo-
wops has just recently come into the fore. 

Yes, there will be those who decry the over-
production; producer Tommy LiPuma's habit-
ual use of Thorazined string sessions tends to 
declaw the album of any sharp talons. Yet 
prettiness is not necessarily a sin, and as a jazz 
primer for the Neil Diamond crowd, Benson's 
latest efforts serve a useful purpose. — shaw 

BOB WILBER/ 
KENNY DAVERN 
CHALUMEAU BLUE—Chiaroscuro CR 148: 

Nagasaki; Chalumeau Blue; Black And Tan Fantasy; 
Grenadilla Stomp; Danny Boy; Everybody Loves My 
Baby; Linger Awhile; Slightly Under The Weather; 
Wake Up Chillen'; 01 Miss; Devut; Some Of These 
Days. 

Personnel: Wilber, Davern, reeds; Marty Grosz, 
guitar; George Duvivier, bass; Fred Stoll, drums. 

* * * * 
SOPRANO SUMMIT IN CONCERT—Concord 

Jazz CJ 29: Stompy Jones; Grapes Are Ready; Doin' 
The New Low Down; Golden Rooster; Moxie; Brother 
Can You Spare A Dime; Swing That Music. 

Personnel: Wilber, Davern, reeds; Marty Grosz, 
guitar; Ray Brown, bass; Jake Hanna, drums. 

* * * 
Soprano Summit combines characteristics 

of grace and intensity in a unique and all too 
rare artform that's as old as jazz itself—col-
lective improvisation. This term is normally 
tacked onto dixieland type groups of one sort 
or another, but the result Wilber and Davern 

get is quite simply in a class by itself. It's pos-
sibly the most exciting in jazz today. 

Hearing two clarinets go up against one an-
other without a trumpet to referee or a trom-
bone to slide from chord to chord on is a de-
light of the purest order (Chalumeau, Stomp). 
The same can be said for the three tracks 
where both stick to soprano (a surging Naga-
saki, Black And Tan and Days) and the five 
cuts on which Wilber and Davern mix clarinet 
and soprano. Not all are equally successful, to 
be sure. Wake Up Chillen' sounds relatively set 
in its ways (although Davern rips off a smok-
ing glissando that arches up with an emotional 
.precision reminiscent of Artie Shaw). And 
Wilber's own Grenadilla Stomp often sounds 
more quaint than swinging. But these are 
minor reservations. More important is the su-
perb ensemble quality produced by the two 
horns. There is an exceptionally well bal-
anced sense of response throughout, and this 
is the heart of the group. 
Furthermore, the two reeds have cushioned 

themselves with a remarkable rhythm section 
that swings with subtle aggressiveness. The 
real hero in this department is Marty Grosz, 
whose acoustic rhythm guitar gives dimension 
and backbone to Duvivier's bass. It's a sound 
that's been missing from rhythm sections for 
too long. Bass and guitar are opposite sides of 
the same coin. 

Curiously enough, Grosz is both hero and 
villain on the Concord LP. Grosz has an amus-
ing satiric streak in him that often brightens 
his live performances. But it doesn't come 
over on the record, and too much time is spent 
trying to make it. His two vocal choruses get 
in the way, and the on-stage banter is a waste 
of time. 

Save for such lapses, however, this is often a 
boiling set. Davern's clarinet is striking on 
Grapes, and smoldering solo and ensemble 
playing is heard on Stompy, Low Down, All By 
Myself and Swing That Music. As sometimes 
happens with concert recordings, however, 
drum and bass solos occasionally are drawn 
out beyond their worth in the enthusiasm of 
the moment. There is excitement here, true. 
But their are also gaps. There is half an excel-
lent album here. But half a mediocre one too. 

—mcdonough 

HANK CRAWFORD 
HANK CRAWFORD'S BACK—Kudu 33: Funky 

Pigeon; I Can't Stop Loving You; You'll Never Find 
Another Love Like Mine; Canadian Sunset; Midnight 
Over Memphis. 

Personnel: Crawford, alto sax; Richard Tee, elec-
tric piano solos; Anthony Jackson, bass (tracks 4 and 
5); Gary King, bass (tracks 1-3); Steve Gadd, drums 
(tracks 4 and 5); Andy Newmark, drums (tracks I, 3); 
Nicky Marrero, percussion; Eric Gale, guitar solos; 
Fred Wesley, trombone solos; Jeremy Steig, flute 
solos; Frank Floyd, Zachary Sanders, and Ray Simp-
son, background vocals. 

The really annoying thing about this record 
is that Hank Crawford gets blamed for it. I 
don't think that Hank minds this too much, 
since it should also put a few royalties in his 
pocket, but an LP of this caliber isn't going to 
do much for his reputation. In all fairness, it 
should be Creed Taylor's name up there at the 
top of this review: he stands to profit most 
from it, and it seems to be his idea of a good 
time. 

Taylor's view of recording jazz musicians 
apparently has very little to do with aesthet-
ics, and it raises an important question with 
regard to this medium in Our Times: has the 
LP ceased to be a veritable record of artistic 
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achievement and become a strictly commer-
cial commodity? In the case of Creed Taylor 
and his trusty sidekick Greed, this appears to 
be the case. 

Having caught Crawford's working band 
just two nights ago, it is hard to believe that 
this record was made by the same person. He 
played no disco on stage, but better than half 
of Back is unabashedly disco, complete with 
monotonous chorus and the profound boredom 
of danceable disco rhythms: it seems that 
Crawford himself gets a bit bored with the 
proceedings, as towards the end of Midnight 
he begins to let his tone go flat. 
On the two cuts free of this insidious influ-

ence, some interest is generated, particularly 
on Funky Pigeon, which might work rather 
well in a less homogenously funky arrange-
ment. I Can't Stop Loving You might as well be 
retitled " Boots Randolph meets Ray 
Charles," and looks suspiciously like a candi-
date for a single. So the album gets one star in 
db; but how will the single do on American 
Bandstand? — bennett 

OTIS RUSH 
RIGHT PLACE, WRONG TIME—Bullfrog 301: 

Tore Up; Right Place, Wrong Time; Easy Go; Three 
Times A Fool; Rainy Night In Georgia; Natural Ball; I 
Wonder Why; Your Turn To Cry; Lonely Man; Take A 
Look Behind. 

Personnel: Rush, vocal, guitar; John Wilmeth, 
trumpet; Hart NcNee, alto sax; Ron Stallings, tenor 
sax; Mark Naftalin, piano; Ira Kamin, organ; Fred 
Burton, rhythm guitar; Doug Kilmer, John Kahn, 
bass; Bob Jones, drums. 

* * * * 1/2 
This is the first release of the quasi-legend-

ary album produced by Rush and Nick Gra-
venites for Capitol Records in 1971 but (for 
whatever corporate reasons) never issued by 

that label. Rush and Chicago blues writer 
Dick Shurman were able to persuade the firm 
to sell the guitarist the album at a price con-
siderably lower than what it reportedly cost to 
record it—for which we must thank the Capi-
tol executive(s) responsible—and the record-
ing now appears as the initial release on the 
Bullfrog label. 
Was it worth the wait? Well, it's a highly en-

joyable album of solid, tasty mainstream mod-
ern blues performed with commendable dash 
and precision by Rush (who sounds up for the 
recordings) and a crack team of San Fran-
cisco's finest blues-loving sessions players. In 
terms of feel, the set lies midway between 
Otis' old Cobra sides and the 1969 Cotillion 
set produced by Gravenites and Mike Bloom-
field. These performances are much looser, 
bluesier, more vigorous and personal and, as 
such, much more representative of Rush's nat-
ural, distinctive approach to blues than was 
the latter album, but are not nearly so striking, 
original or strong as the pace-setting Cobra 
singles with which the singer-guitarist estab-
lished his reputation two decades ago. 
Rush sings convincingly, surely and even 

passionately, his playing has plenty of the cut-
ting edge, forceful invention, distinctive 
tonality and harmonic character that always 
have marked his handling of the instrument 
(check out the instrumentals Easy Go and / 
Wonder Why, as well as his bristling solos and 
fills on the vocals), and the selection of mate-
rial is refreshingly uncliched. 
The horn work is crisp, imaginative and 

helpful, though mixed a bit further into the 
background than is necessary; greater pres-
ence would have given greater punch. Gener-
ally the supporting instrumental work is neat-

ly idiomatic without ever really igniting into 
anything beyond the proficient—that is, 
everyone stays right with Rush, plays the right 
notes, and so on, but never once does the 
music crackle with surprise or electricity. 
Competent rather than inspired or very spir-
ited. Except for him, that is. Rush is every-
thing you'd want of him—inspired, enthusias-
tic, inventive, assured, fluent and very excit-
ing. In all, this is one of the better, more satis-
fying albums of contemporary blues to have 
been issued in some time, despite—or perhaps 
because of—its having been recorded six years 
ago. — welding 

CARLOS GARNETT 
COSMOS NUCLEUS—Muse MR 5104: Sary; Cos-

mos Nucleus; Wise Old Men; Mystery Of Ages; Kefira; 
Bed-Stuy Blues. 

Personnel: Garnett, Charles Dougherty, Al Brown, 
Roved Wright, Randy Gilmore, Zane Massey, Akum 
ra Amen-Ra, Yah Ya, Carlos Chambers, saxes; Cyril 
Greene, Angel Fernandez, Preston Holas, Wayne 
Cobham, Roy Campbell, Jr., Quentin Lowther, Ab-
dul Malik, trumpets; Cliff Anderson, Andrew Wash-
ington, James Stowe, trombones; Otis "Junior" Mc-
Cleary, guitar; Kenny Kirkland, electric piano; Cecil 
McBee, Jr., electric bass; Buron Benbow, drums; Neil 
Clarke, Gene Ballard, percussion; Garnett, Cheryl P. 
Alexander, vocals; Garnett, Chambers, ukuleles. 

* * * 
Carlos Garnett's strong independent voice 

is based on the internalization of two musical 
worlds—the modern tenor heritage of Col-
trane/Shepp/Sanders and the music of his na-
tive Panama. These traditions were clearly re-
flected in his recent date for Muse (Let This 
Music Ring On—MR 5079) in compositions 
entitled Señor Trane and Panama Roots. 
Earlier, these potent forces emerged in his 
work with Art Blakey, Miles Davis, Charles 
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ONE OF THE 
ARIP SWITHES 
THE FASTEST. 
Sound is why you buy a 

synthesizer. 
Speed is what you need to play a 

synthesizer live." 
That's why ARP has taken the 

famous sound of the Pro Soloist and 
added controls that make it not only 
the best sounding synthesizer in 
music, but also the fastest synthe-
sizer around. 

Incredible sound is the main rea-
son why the Pro has appeared on so 
many recordings and concert stages 
around the world. The Pro's realistic 
preset voices and expressive touch-
sensitive keyboard are important to 
musicians like Tony Banks, Billy 
Preston, Deodato and other per-
forming artists. 
The new Pro has push-button 

digital switching ( DGX) that lets you 
change sounds as fast as you can 
p!ay the keyboard. Each preset voice 
has its own LED status light to let 
you know where you're at. New 
color-coded panel graphics help you 
locate your next musical stop. 

That's not all. In addition to the 
thirty preset sounds on the 
Pro/DGX, the touch-sensor controls 
to the left of the keyboard let you add 
musical expression and expand your 
sound range. Simply by adding extra 
pressure to the keys, you have total 
control over brilliance, wow, growl, 
vibrato and other musical effects. 
A portamento foot switch lets you 
add synthes;zer glide without using 
your hands. 

Inside and out, the new Pro/ DGX 
carries on ARP's reputation for reli-
ability, musical integrity, and speed in 
live performance. Give a listen to the 
records. Then see your ARP dealer 
for an ear-openina demonstration. 

World . 1,t,leol¡ 
anmulicturer ol rlearonk 

mu•s. , nthemee, 

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

le ON RECORD IS NOW 

Hear the Pro 
on these records: 

SANTANA 
Keyboard Artist: Tom Coster, 
ARP Pro Soloist 
Recording: Amigos 
(Columbia PC 3.3576) 

GENESIS 
Keyboard Artist: Tony 
Banks, ARP Pro Soloist 
Recording: Wind & 
Wuthering (Atco SD 36-144) 

KANSAS 
Keyboard Artist: Steve 
Walsh, ARP Pro Soloist 
Recording: Leftoverture 
(Kirshner PZ 34224) 

HERBIE HANCOCK 
Keyboard Artist: Herbie 
Hancock, ARP Pro Soloist 
Recording: Secrets 
(Columbia PC 34280) 

RENAISSANCE 
Keyboard Artist: John Tout, 
ARP Pro Soloist ' 
Recording: Renaissance Live 
at Carnegie Hall 
(Sire SASY 3902-2) 

BLACKBYRDS 
Keyboard Artist: Kevin 
Toney, ARP Pro Soloist 
Recording: City Life 
(Fantasy F 949'0) 

PARLIAMENT 
Keyboard Artist: Bernie 
Worrell, ARP Pro Soloist 
Recording: The Clones of 
Dr. Funkenstein 
(Casablanca NBLP 7034) 

BEE GEES 
Keyboard Artist: Blue 
Weaver, ARP Pro Soloist 
Recording: Children of the 
World (RO RS-1-3003) 

QCIINCY JONES 
Keyboard Artist: Dave 
Grusin, ARP Pro Soloist 
Recording: I Heard That!! 
(A&M SP-3705) 

BILLY PRESTON 
Keyboard Artist: Billy 
Preston, ARP Pro Soloist 
Recording: Billy Preston 
(A&M SP-4587) 

LES McCANN 
Keyboard Artist: Les 
McCann, ARP Pro Soloist 
Recording: Layers 
(Atlantic 1646) 

DEODATO 
Keyboard Artist: Eumi r 
Deodato, ARP Pro Soloist 
Recording: Very Together 
(MCA 2219) 



1rI amaha's the most 
complete line of 
professional band 

instruments to come from 
one manufacturer. They're all 
products of total Yamaha 

expertise in sound 
technology, design and 
manufacturing. They're 
elegant, they perform 
superbly, and their unfailing 
tone quality has made them 
used and hailed by profes-
sionals around the world. 

For artists who demand 
the ultimate in design and 

tonality, Yamaha also 
produces custom professional 
instruments. Every one is 
totally Yamaha, even down 
to blending of the metal 
alloys and fabricating of 
every tool and instrument 
part. And continuous testing 
insures that every instru-
ment meets Yamaha's 



rigorous quality-control 
standards. 

That's why there's a 
special sonority to the sound 
of Yamaha. It's under-
standable, too, when you 
realize that for 90 years 
Yamaha has produced many 
of the world's finest musical 
instruments. Without 

compromise, Yamaha works 
with only the finest crafts-
men, materials, techniques 
and quality standards. 

Add justifiable pride in 
the products and you'll realize 
why every Yamaha is built 
to be a classic in its class. 
Play or hear the instruments, 
and your ear and judgment 

will prove our point. The 
best way to see for yourself is 
by seeing your Yamaha 
dealer...and this unexcelled 
professional instrument line. 

YAMAHA 
Yamaha International Corporation 
Box 6600, Buena Park, CA 90622 
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Mingus, Pharoah Sanders, Robin Kenyatta, 
Freddie Hubbard and Andrew Hill. And now 
in his latest endeavor, his first recording ex-
perience with a big band, Garnett's musical 
roots flourish once again. 

Garnett's current project had rather seren-
dipitous origins. One of Carlos' students who 
was playing with a struggling rehearsal band 
of aspiring young musicians convinced the 
tenorist to write for and coach the group. The 
initial get-togethers with nine pieces were 
held in Carlos' Brooklyn apartment. Soon the 
group had swollen to 25 members. Of neces-
sity, the apartment was abandoned in favor of 
a more spacious outdoor practice site in 
Brooklyn's Prospect Park. From there, it was 
into the studio. 
The primary musical excitement is gener-

ated by Carlos' uninhibited big band ap-
proach and the natural ebullience of youthful 
musicians playing their hearts out for a re-
spected artist. It's a magic chemistry that con-
stantly pushes the young musicians past the 
limitations of their technique and experience. 
So, in spite of some roughness, there is a com-
pelling enthusiasm that transcends the music 
itself. 
Of particular interest is Garnett's use of the 

enlarged big band canvas. Cosmos Nucleus, for 
example, neatly balances a jagged snake-like 
melody, Latin and swing episodes, and a 
thoughtful soprano solo by Carlos. Wise Old 
Men is a folksy, up-tempo frame energized by 
Garnett's raspy vocal and ukulele. Also im-
pressive are the constantly bubbling rhythmic 
backdrops and Garnett's attractive and tune-
ful melodies. 
A comment about some of the individual 

musicians is also in order. Garnett is quoted in 
the liner notes as saying: "Mark my words, a 
lot of these guys are going to be heard." 
Among those making fine vinyl debuts are: 
bassist Cecil McBee, Jr. (son of ...), tenorist 
Zane Massey (Cal's son), trumpeter Wayne 
Cobham (Billy's brother), pianist Kenny Kirk-
land, drummer Byron Benbow and vocalist 
Cheryl P. Alexander. — berg 

COUNT BASIE 
BASIE JAM No. 2—Pablo 2310-786: Mama Don't 

Wear No Drawers; Doggin' Around; Kansas City Line; 
JJJ Jump. 

Personnel: Benny Carter, alto sax; Clark Terry, 
tluegelhorn; Al Grey, trombone; Eddie Lockjaw 
Davis, tenor; Basie, piano; Joe Pass, guitar; John 
Heard, bass; Louis Bellson, drums. 

* * * * 

Count Basie is certainly among the most 
understanding accompanists a horn could 
hope to have. This LP is another typical ex-
ample. Basic's way of squeezing into the tini-
est solo crevice is truly unique. The two notes 
he drops between bars six and seven of Car-
ter's first solo chorus on JJJ Jump couldn't 
have been more perfectly placed had he been 
reading from a score. His sense of timing with 
such punctuations is reminiscent of the way 
Sid Catlett used to plant rim shots and bass 
notes in such perfect and sensitive relation-
ship to the momentum of a solo. Basie in a 
sense is a drummer. 

But there is more than Basie to catch the ear 
here. Jaws' burley, hairy chested tenor struts 
and chomps, while Clark Terry prances and 
darts about on a cloud of peach fuzz. The pre-
cision of even his muted work on the slow 
blues (Kansas City) exhibits such control of 
time, tone and vibrato that one instinctively 
feels that nothing is left to chance or luck. 
And Benny Carter's manipulations of space 
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and sound remain among the most sophisti-
cated forms of contemporary jazz. 
The album begins modestly. Mania is a 

moderately paced warmup with shades of 
Swingin' The Blues. Basie pokes out several 
choruses in his most charming hunt and peck 
style after which comes a string of solos that 
tread water for the most part. 
Then things spring to life with Doggin', a 

staple from the 1938 Basie band book. The 
tempo is fast, but not so fast as to overwhelm. 
Some driving riffs are cooked up, particularly 
behind Al Grey. Terry, Carter and Davis are 
each masters of keeping control at such 
speeds. Bellson also shines here. 

Kansas City is a slow blues, with Basie spin-
ning out simple strands against a whispered 
Ellingtonian riff up front and toward the end. 
He takes the honors here. 
The best track is JJJ, a stomping blues 

which boasts Al Grey's best work on the rec-
ord. Catch how Basie fills in between bar four 
and five of his first chorus! Carter swings with 
an almost ferocious aplomb. Terry is muted as 
Basie plops a coy single note at two bar inter-
vals during his first cycle through the blues. 

Joe Pass' services as a soloist are welcome 
throughout, but his work as a rhythm guitarist 
is blurry and out of focus. A good rhythm gui-
tar should be part of the bass line, and vice 
versa. The two should melt into a single voice. 
That doesn't happen here. Maybe next time. 
Producer Norman Granz assures us there will 
be more Basie jams. — mcdonough 

SEAWIND 
SEAWIND—CTI 5002: We Got A Way; You Gotta 

Be Willin To Lose (Part II); He Loves You; The Devil 
is A Liar; A Love Song/Seawind; Make Up Your Mind; 
Praise (Part Roadways (Paris I & 

Personnel: Pauline Wilson, vocals, percussion; Bob 
Wilson, drums, percussion; Bud Nuanez, guitars, 
vocals; Ken Wild, bass, electric bass, vocals; Jerry 
Hey, trumpet, fluegelhom, french horn, vocals; Kim 
Hutchcroft, soprano, alto, tenor, and baritone saxes, 
soprano recorder, vocals; Larry Williams, piano, 
electric piano, synthesizers, Clavinet, alto and tenor 
saxes, alto flute, vocals; Paulinho da Costa, congas, 
percussion; Ralph MacDonald, congas, percussion; 
Ian Underwood, synthesizer, programming; Harvey 
Mason, tympani, percussion, background vocals. 

* * * 
This debut album comes from a group with 

both promise and problems. The promise is 
apparent on first listening: Seawind is a tight, 
professional sounding band. The problems 
come to light under somewhat closer scrutiny: 
for all their well rehearsed bravado, Seawind 
doesn't really know who or what they may be. 
This recital presents a number of more or less 
tentative possibilities, none of which seem 
quite ready to resolve into identity. 

In addition, there is a self-conscious reli-
gious slant to the group's songs; if you were 
somewhat put off by the Scientological over-
tones of Return To Forever, the evangelical 
ambience of Seawind will probably have the 
same effect. But as Pauline Wilson wails in We 
Got A Way, "Give a listen anyway." 
Way presents the band's funky side—Earth, 

Seawind and Fire, if you will. The sound is 
defiant, but the lyrics are out of synch, seem-
ing almost apologetic: "We don't despise the 
compromise." Who said that funk had to be 
compromising? The Devil Is A Liar shows the 
band in another funky get-up, as Billy Graham 
Central Station, citing chapter and verse from 
the Funky Bible. May the Lord forgive me, the 
combination is a bit awkward. 
He Loves You is in a mode more suited to 

the message at hand, a kind of return to Re-
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turn To Forever. Pauline Wilson does not try 
to imitate Flora Purim, but the same aura of 
spiritual innocence surrounds her voice. Hey's 
fluegelhorn solo is adequate but little more, 
as, in fact, are almost all of the solos on the al-
bum. 
This chameleon character of the band re-

flects in their instrumentals, as well: Seawind, 
for instance, is somewhat Weather Reportish, 
with just a dash of early Winter Consort. 
Praise, on the whole the album's most success-
ful cut, sounds very much like a Jarrett-Gar-
barek collaboration—bearing in mind, of 
course, that the spiritual air is for real in this 
case. 
The only real embarrassment on the record 

is A Love Song, whose mawkish lyrics can't 
sustain the stiff, nasal vocal, and vice versa. 
Discounting this clinker, though, there is ev-
ery reason to believe that Seawind can pull 
their act together; after all, identity crises are 
common enough in this day and age, and God 
knows their hearts are in the right place. 

— ben nett 

SHELLY MANNE 
PERK UP—Concord Jazz CJ-2I: Perk Up; I Mar-

ried An Angel; Seer; Comeback; Yesterdays; Drinkin' 
And Drivin',. Bleep; Bird Of Paradise. 

Personnel: Manne, drums; Monty Budwig, bass; 
Frank Strozier, alto sax, flute; Conte Condoli, trum-
pet; Mike Wofford, piano. 

* * * 
Had this session been cut 20 years ago I 

might have said it was years ahead of its time 
—unfortunately it dates back only half that 
long, placing it safely behind the lines of crea-
tive battle. Nonetheless good music is timeless, 
so they say, and if West Coast progressive is 
your cup of tea I think you'll find that this out-
ing withstands the ravages rather well. 
The title track, described as a Trinidadian 

tune, sounds a bit dated—it reminds me of one 
of those "Mood Moderne" things on a Music-
To-Do-Something-Or-Other-By album. The 
standard I Married An Angel is given a Miles-
ian cast by Conte Condoli with Mike Wof-
ford comping a la Bill Evans. Frank Strozier 
contributes some of the strongest material 
with Seer, a vampish number in the vein of 
Maiden Voyage/Fancy Free, and Comeback, a 
hot blowing vehicle for Strozier and Condoli. 
Everybody gets a taste on Yesterdays, fol-
lowed by some note-bending ensemble work 
on the moody Drinkin' And Drivin'. It's back 
to bop on the Monkish Bleep by Wofford, 
which prefigures Condoli's later work with 
Supersax. The closer is another pretty Wof-
ford tune, the tropically tinged Bird Of Para-
dise. 
The whole session cooks along with under-

stated good taste and solid musicianship by 
all—Condoli particularly stands out. My main 
reservation applies generally to the West 
Coast cool school and that is its tendency 
toward the bromidic. But then some people 
call that a relaxed feeling. — birnbaum 

ALPHONSO JOHNSON 
YESTERDAY'S DREAMS—Epic PE 34364: 

Love's The Way I Feel 'Bout Cha; As Little As You; 
Scapegoat; Show Us The Way; Balls To The Wall; Tales 
Of Barcelona; Flight To Hampstead Heath; One To 
One. 

Personnel: Johnson, bass, Chapman Electric Stick, 
guitar, vocals; Grover Washington, Jr., Ernie Watts, 
Ernie Fields, woodwinds; Chuck Findley, Gary 
Grant, trumpets; George Bohannon, Garnett Brown, 
trombones; Ray Gomez, Lee Ritenour, guitars; Pa-
trice Rushen, Mark Jordan, David Foster, Ian Under-
wood, keyboards; Chester Thompson, Mike Clark, 
drums; Sheila Escovedo, Ruth Underwood, percus-
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sion; Jon Lucien, Phillip Bailey, Diane Reeves, 
vocals. 

* * 
Like too many other albums, this is an at-

tempt to appeal to as many segments of the 
record-buying public as possible. As a result, 
it is product, to use the industry's unintended 
ironic term, which though salable is nonethe-
less destined to be ignored and forgotten by 
anyone seriously interested in music as aes-
thetic experience. 

It is also an attempt to launch another star, 
a bankable property that will keep the fans 
coming back to the box office and record 
store. All of that is fine and good. Business is 
business. It's just that Yesterday's Dreams are 
about building bank accounts instead of 
music. 
As for the tracks themselves, there is crafts-

manship in abundance. Professional musi-
cians, professional engineers and professional 
producers have combined their expertise in an 
elaborate studio setting using well-established 
common denominators to contrive a glittering 
product designed to appeal to unsophisticated 
ears. Consequently, there are predictable 
blends of funk, disco and cosmic conscious-
ness. Decent background and dance music— 
yes; music for the heart and mind—no. — berg 

BENNY CARTER-
DIZZY GILLESPIE 
CARTER, GILLESPIE, INC.—Pablo 2310-781: 

Sweet And Lovely; Broadway; Courtship: Constan-
tinople; Nobody Knows Trie Trouble I've Seen; Night In 
Tunisia. 

Personnel: Carter, alto sax; Gillespie, trumpet; Joe 
Pass, guitar; Tommy Flanagan, piano; Al McKibbon, 
bass; Mickey Roker, drums. 

* * * * * 
This is a very special collaboration, unusu-

ally successful and beautifully balanced in its 
blending of styles and material. 

Courtship is a strikingly attractive melody 
by Carter. The trumpet-alto voicing (in thirds) 
seems to bring out its most sensual features. 
Carter's solo caresses while Gillespie's leaps 
and dives. Dizzy's contribution as composer 
(aside from Tunisia, which is a standard) is 
Constantinople, a less distinctive melody on its 
own merits, but one which forms an adequate 
basis for some nice blowing. 

Night In Tunisia ranks with the best of Gil-
lespie's more recent readings. Carter absorbs 
and interprets the bop classic with complete 
assurance and control, a fact that should sur-
prise no one familiar with this most complete 
of musicians. 

But the finest moments of the album are re-
served for Broadway. Had this been performed 
before a live audience instead of in a studio it 
would have turned the crowd upside down 
with excitement. Roker's drumming is aggres-
sive and pushes hard. Flanagan is crisp, cool 
and incisive. Pass swings with more authority 
than usual. But Gillespie soars to some of his 
best recorded playing in recent years—and re-
cent years have been good ones. His articula-
tion is particularly clear, his tone and attack 
at their most penetrating. Carter then rolls out 
his biggest and most intricate guns and nearly 
blows Diz right out of the water. Then Gilles-
pie strikes back and the two are off on a to-
tally absorbing and thrilling chase sequence, 
first fours and then twos. The interaction and 
anticipation of each of the other's next move 
is fascinating to hear. 
This is an exceptional pairing which ap-

proaches the levels Granz achieved in the 
Basie-Peterson LP. — mcdonough 



A HEAd 
WiTh A DiFFERENCE 
CANA-SONIC 

At last a drumhead with an 
unbeatable combination of fea-
tures: • More controllable sound 
• Lasting sound quality • Greatly 
extended life • Closest sound to 
calf • Uneffected by weather. 

Send 500 
for Catalog. 

Trust the IrAttlee 

AT I N PERCUSSION 

IP 
O BOX BB• DEPT De • PALISADES PARK. N.J.• a71950 

GIARDINELLI'S 
"PRO SHOP" 

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

• TRUMPETS IN ALL KEYS. 

• TROMBONES IN ALL BORES. 

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

• OVER 3000 NEW INSTRUMENTS IN STOCK 
TO SELECT FROM 

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

FREE CATALOG 
Specify Instrument 

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

New York, New York 10036 
212 / 575-5959 

JAZZ PLAYERS—ALL INSTRUMENTS 
EMILE DeCOSMO HAS CREATED THESE BOOKS 

GUARANTEED TO MAKE YOU HEAR 
PROGRESSIONS, PLAY BETTER JAZZ LINES 
THROUGH THE POLYTONAL RHYTHM SERIES 

0 The Cycle of Fifths  $2.00 e ire op 
0 The IPV7 Progression  13.00 
0 The Blues Scale  52.50 
0 The Lydian Mode  $2.50 
0 The Tritone Cycle  $2.50 
0 The Dorian Mode  62.50 
CI The MIxolydlan Mode  $2.50 
• The Byzantine Scale  $2.50 
O The bnian Mode  $2.50 
0 The Diminished Scale  $2.50 Your Playing 
0 The Aeolian Mode  UM 
0 The Polytonal Guitar  $2.00 1200%!! 

Send check or money order to 

EDC PUBLISHING DEPT. DB-167 
1611 Kennedy Blvd. North Bergen, N.J. 07047 

Foreign Orders ADD $1.00 PER Book FOR Air MAIL 

IC 
EPPS 
IMPROVE 

WAXING 
ON .... 

In the fall of 1973 Columbia issued its Ted-
dy Wilson All-Stars album and Eddie Condon 's 
World Of Jazz set. Then the company sank 
into a deep sleep, stirring occasionally in the 
form of some amateurishly assembled, slap 
dash reissues barely worthy of the dime store 
budget rack. Now a little more than three 
years later the slumbering giant has finally 
awakened. 
The first of its projected series on the com-

plete Lester Young ( 122 sides) is, of course, a 
superb album. But there is little that is new, so 
buyers with ample stocks of Billie Holiday, 
Teddy Wilson and Basie Columbias should 
probably approach this with caution lest they 
simply duplicate existing material. The alter-
nate of Shoe Shine Boy, Lester's first record, 
has been out several years on Tax and French 
CBS. The same with I Found A New Baby. But 
this collection has the advantage of bringing 
everything together in proper sequence. In-
cluded in the complete Lester will be all the 
sessions with Billie, and three alternates are 
offered here from this group. Modern jazz and 
certainly modern jazz singing begins with 
these records. There is definitive Teddy Wil-
son on Never Be The Same. And Lester, at age 
27, possessed a mature and innovative view of 
his art. His work did not evolve away from 
conventional modes. It challenged them total-
ly from the outset. 
The Jammin' With Lester LP is made up of 

yet more early '50s concert and radio tapes, 
which have been somewhat devalued over the 
years by their sheer abundance. That and the 
muddy sound quality which reduces drum-
mers' ride cymbal work to little more than a 
swishing drown. But if you're willing to put up 
with that, there is some striking Lester here. 
His exchanges with trumpeter Jesse Drakes 
are alert and commanding on Tea For Two, as 
is his solo work. Drakes spews notes about 
with less purpose than precision. Earl Swope 
joins Lester on side one for some pleasant 
playing. But the meeting is informal and no 
special sparks pop between the two. Young's 
Lady Be Good is especially assured. The sound 
makes it difficult to draw conclusions on his 
tone, however, which was perhaps the most 
crucial component of his style that was chang-
ing at this time. 
Another innovator of the '30s was bassist 

John Kirby, who was to Jimmy Blanton as 
Marx was to Lenin. He never really made a 
revolution, but he laid the planks on which 
Blanton marched through to the new order. 
Kirby demonstrated the more subtle dimen-
sions of his instrument in an era when every-
one else was treating the box like a punching 
bag trying to outslap Pops Foster. Kirby sub-
stituted a resonant tonality for a metallic 
clonk. It had the immediate effect of putting 
the bass somewhat in the background. But 
when recording technology caught up, the 
modern rhythm section was mature and 
swinging. Boss Of The Bass looks at Kirby as a 
sideman on side one. His impact is unmistak-
able on Charlie Barnet's 1937 Jubilesta. On 
other sides he's most conspicuous by his soft-
ness. Up front a few hokey vocals are bal-
anced by Teddy Wilson and other soloists. 
Side two covers Kirby's work in support of 
Mildred Bailey and Maxine Sullivan. One 
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hears a distinct sound emerging on St. Louis 
and Blowing Bubbles. The second LP is made 
up the Kirby sextet in 14 instrumentals. This 
was the ultimate chamber ensemble of jazz. 
Kirby was not the dominant voice. Charlie 
Shavers was. The reeds of Buster Bailey and 
Russ Procope were also an instantly recogniz-
able blend. But perhapt the scoring was the 
real star. It was built to swing, and the men bit 
into it with sharp little teeth. Speed and preci-
sion made the group exceptional. Ballads on 
the other hand sounded transparent. Billy 
Kyle swings like a beast. Sweet Georgia, Front 
And Center, Royal Garden and Andiology are 
among the best. Collectors will find the many 
unissued tracks in this set of special interest. 
There is a somewhat academic quality to 

the guitar anthology, particularly record one, 
which is largely the pre-history of mainstream 
jazz guitar. But the liner notes make a good 
case for its inclusion. The cuts are interesting. 
And most of all they're usually fun in a num-
ber of curious ways. Many of the names are 
unfamiliar and were recorded by field units in 
various regions of the country. The guitar 
surely had a broad geographical base, but un-
til the late '30s no strong center of gravity. 
Highlights include Leon McAuliffe with the 
Bob Wills band, another "new" Charlie Chris-
tian tour de force on Wholly Cats, Eddie Dur-
ham and Buck Clayton on Love Me Or Leave 
Me (a hitherto undiscovered Commodore), 
Dick McDonough on Honeysuckle Rose, Ken-
ny Burrell, Herb Ellis, George Benson and 
Charlie Byrd. John McLaughlin is a ringer. 

Jazz Archives has conveniently offered its 
own guitar set, which expands on the Dick 
McDonough track. Honeysuckle is repeated 
along with two other solo cuts from 1934, plus 
12 collaborations with Carl Kress and a 
studio band from 1937. The band is not a ter-
ribly interesting one, and the charts are gener-
ally dull. But there is an abundance of full-
bodied, chord-based acoustic guitar. 
There is relatively little of Nappy Lamare's 

guitar on the Bob Crosby LP, but there is a 
generous helping of Jess Stacy's piano. And 
that's what lifts this set of two 1940 airshots 
somewhat above the routine. He bubbles be-
hind the vocalist on A Vous Tout and has 
Complainin' all to himself. He plays a straight 
swing style on Boogie Woogie, leaving the 
band to simulate the rolling bass effects, and 
steals Where The Blue Of The Night and In 
The Mood for himself. Irving Fazola's rich and 
accomplished clarinet also surfaces several 
times. There are eight vocal tracks out of 17. 
Benny Goodman's band was on the upswing 

in the spring of 1940 after a period of decline 
in '38 and '39. Eddie Sauter was updating the 
book with some of the greatest big band writ-
ing ever to materialize, and Charlie Christian 
and Lionel Hampton were aboard as well. 
Here are two broadcasts from San Francisco, 
both of a high order. The sextet is agile and 
exciting on Seven Come Eleven and the first 
known Six Appeal to get recorded. Sauter's 
Hour Of Parting and Hampton's chart of Board 
Meeting are pretty and unusual respectively, 
and Big John still sounds reasonably fresh. 
Portions of a third airshot from 1942 include 
a limpid Peggy Lee and two stomping instru-
mentals—After You've Gone and Idaho. Sound 
is good. 
The latest helping from Xanadu's pot ofJer-

ry Newman goodies is one of the most star-
studded yet. Sweet, Lips & Lots Of Jazz is un-
derstatement. Roy Eldridge, vintage 1941, 
dominates four of the six tracks, slugging it 
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out with Joe Guy. But Count Basie quietly 
dominates the album on his single track, a 
blues—what else?—with Harry Edison. It is 
quiet, discreet, structured with swinging solos 
and a neat ensemble sense. The rest of the LP 
is roaring passion. Kenny Clarke gets too un-
ruly behind Page, but restrains himself more 
beneath the unknown tenor. As for Roy, this is 
not his greatest work by any means, but 
neither does it ever lack in spirit, command 
and enthusiasm. His attack and articulation is 
sharper and more precise than Guy's, but the 
latter is nevertheless a worthy and competi-
tive opponent. Yet, they never really engage 
one another directly. There's a lot of volume 
and high notes but the effect in the end is less 
fruitful than one might expect. The easy melo-
drama of the upper register proved too tempt-
ing to both. 
The Smithsonian Institute continues to ex-

pand its record activity with a set of 32 1938 
Ellington sides from the Columbia vault. 
Duke's I4-headed instrument produced a con-
sistent and integrated body of work by 1938. 
Even had the selection process in this album 
been completely random, few ringers would 
have been possible. Swing Society, two varia-
tions of Black And Tan, I Let A Song and most 
others are marvelously personal perform-
ances. But the Smithsonian is treading on 
familiar ground. 15 tracks duplicate material 
from the two box sets and the Ivy Anderson 
twofer. 

Moreover, there seems little purpose served 
by including identical alternates of Rose Of 
The Rio Grande and Blue Light, particular after 
reading annotator Gunther Schuller's feeble 
justification. (Otherwise his notes are excel-
lent.) There is no doubt as to the quality of the 
content here, save for a couple of exceptions. 
But it is difficult to know exactly to whom this 
should be recommended. It is too specialized 
for the casual buyer, yet too familiar to the 
collector. You decide. 
The third volume of Columbia's Ellington 

series is also upon us now, and it's still clear 
that Duke is getting the back of Columbia's 
hand. The vinyl shortage must be over when a 
12 inch LP needlessly contains less than 15 
minutes per side. As for the music, this was a 
most interesting time of change. A modern 
rhythm section under Louie Bellson worked 
wonders with the band, as did such new voices 
as Clark Terry and Paul Gonsalves. Between 
1951 and '57, there was a revival of interest in 
the band too, and some thought that it might 
even make the pop charts. That no doubt ac-
counts for the six vocals (including Rosemary 
Clooney) which range from routine down to 
ponderous. But we get some gems here, too. 
The unissued Inprovisation has some delight-
ful piano, and A-Flat offers a jaunty Johnny 
Hodges. A dozen other pleasant instrumentals 
round out the mixed bag. 
The Ellington-Clooney mating was perhaps 

the model for a similar set in 1956 in which 
Columbia joined Buck Clayton, then riding 
high with his Jam Sessions, with Frankie 
Laine, at the height of his hitmaking career. 
Usually the result of such mixes is the loss of 
both audiences. My own reaction was a case 
in point. I never had the slightest interest in 
Jazz Spectacular. But a recent reissue by Co-
lumbia Special Products reached me through 
the mail, and I felt obligated to sample it. 
Much to my surprise, it was superb. Laine, al-
though a bit mannered for a jazz singer, never 
made a finer album and Clayton is at the top 
of his considerable form. Budd Johnson, Ur-

bic Green, Dickie Wells, Lawrence Brown, 
J. J. Johnson and Kai Winding also contribute 
handsomely. Jo Jones, Milt Hinton and Clif-
ton Best make a matchless rhythm team. Per-
haps the brightest single feature of the whole 
package, however, is the book of arrange-
ments, presumably by Clayton. They are 
bright, airy, and they swing easily. Sposin' and 
Roses Of Picardy are among the brightest. 
The two Berigan LPs are not for the casual 

listener but the serious collector. Volume one 
has a rather spotty content, being made up of 
leftovers that didn't make it into the Jazz. 
Archives LP Down By The Old Mill Stream. 
Nearly all have Gail Reese vocals or are in-
complete. But there is an extended variation 
on I Can't Get Started and a very unusual read-
ing of In A Mist. Both are impressive. 
Volume two is of value mainly because of 

two glimpses of Berigan in the Tommy Dorsey 
band, first in 1937 (Mr. Ghost) and later in 
1940 (Marie, Dark Eyes). The balance, about 
half the record, is of such deteriorated sound 
quality as to be of interest only to fanatics. 
Five short trumpet choruses accompanied by 
piano are of academic interest only. This is 
strictly for the real Berigan buff. 

Finally, there is the extraordinary Ben And 
The Boys on Jazz Archives, easily the best 
Webster LP now on the market. Side one is 
Webster in the prime of his powers. On Don't 
Blame Me and I Surrender Dear he is intimate 
and breathy. Tea For Two is urgent and aggres-
sive with Hot Lips Page, the other horn, snarl-
ing at his heels. Teezol and Horn is Webster at 
his most explosive. Page is both muted and 
open, the ultimate swing trumpet in the Arm-
strong mold. Two long tracks on side two find 
Webster in an ad hoc jam session with Duke 
Ellington, Don Byas, Stuff Smith, et al. It's a 
daisy chain of solos, but Byas and Webster 
make theirs count. A visit with a Woody Her-
man Contingent is of less interest. A 1958 TV 
appearance with Benny Morton, Clayton, Bil-
ly Taylor and others is a gem of latter day 
swing. All in all, excellent Webster in marvel-
ously varied contexts. The quintets on side 
one are classics. — mcclonough 

Lester Young, The Lester Young 
Story—Volume 1 (Columbia CG 
33502).   

Lester Young, Jammin' With 
Lester—Volume 2(Jazz Archives 
34): *** 

John Kirby, Boss Of The Bass (Co-
lumbia CO 33557): **** 

Various artists, 50 Years Of Jazz 
Guitar (Columbia CG 33566): 
*** 

Dick McDonough, Carl Kress, Gui-
tar Genius (Jazz Archives 32): 
*** 

Bob Crosby, On The Air (Aircheck 
17): *** 

Benny Goodman, On The Air (Air-
check 16): **** 

Various artists, Sweets, Lips & Lots 
Of Jazz (Xanadu 123): *** 

Duke Ellington, 1938 (Smithsonian 
Collection P2-13367): **** 'h 

Duke Ellington, The World Of Duke 
Ellington (Columbia CG 33961): 
** ,/2 

Buck Clayton, Frankie Laine, Jazz 
Spectacular (Columbia Special 
Products JCL 808): **** 

Bunny Berigan, 1938-39—Volume 1 
(Shoestring SS 100): ** 

Bunny Berigan, 1937-40—Volume 2 
(Shoestring SS 101): ** 

Ben Webster, Ben And The Boys 
(Jazz Archives 35).   
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Bob Thiele tà 
Teresa Brewer 

by leonard feather 

Bob Thiele's track recotd as a producer of good music extends back 38 years. He ran his 
own Signature label from 1939 to 1947, organized the "Jazztime U.S.A." series for Coral dur-
ing the 1950s, and was rre3ponsble for building a unique catalog, including most of the John 
Coltrane classics, during the 1960s at Impulse. 

After leaving Impulse he launched a new label, Flying Dutchman, distributed through RCA. 
Last year he embarked on a new phase as independent producer. He recently started another 
new company, Doctor Jazz Music Ltd., and another f•edgling label, Frankenstein Records. 
Teresa Brewer met Thiele when he recorded her as a pop singer for Coral more than 20 

years ago. When their paths crossed again many years later she became Mrs. Thiele, and un-
der his guidance, her career took or a new aspect as she recorded a collection of Bessie 
Smith songs (backed by the Count Basie band) and albums with the Ellington Orchestra, the 
World's Greatest Jazzband and others. 

This was the first blindfold test for both the Thieles. They were given no information about 
the records played 

1. QUINCY JONES. Manteca (from You've 

Got It Bad Girl, A&M). Jones, arranger; 

Jerome Richardson, sop•ano sax; Cat An-

derson, trumpet. 
Brewer: Oh, I thought it was fantastic, Yeah. 

When I hear something like this and its making me 
move in my chair. ... I'm just listening to every-
body, and they're all great; but I couldn't dentify 
anybody in particular. 

Thiele: Well, I don't know if can ident.fy any-
body. It could possibly be a Quincy Jones band. 
The soloists .. well, the soprano sax I think is 
either Tom Scott or Johr Klemmer; high tri.mpet I 
thought was maybe Bobby Bryant or possioly May-
nard Ferguson, because who plays that hign, that I 
can think of? The record itself was great—the 
thing really moved, and I especially liked the 
string backgrounds for :he soprano sax. Is this 
where we give it stars, or sonething? 
The changes in tempo, the solos .. . altogether, 

to me, it was like properly put together and then it 
did mcve, you know, accomplish something. 
Brewer: Yeah, 11 go along with that. Anything 

he says; are you kidding! I d give it a five. I really 
would. 

Thiele: I'd give it a five. I thought it was fantas-
t.c —very exciting. 

2. ESTHER PHILLIPS. A Beautiful Friend-

ship (from Capricorn Princess, Kudu). Phil-

lips, vocal; David Matthews, arranger. 
Brewer: You know, I love D nah Wash ngton so 

much, and it sounds very much like her. ... I re-
member Bob playing a record for me of some cther 
singer and saying she sounds a lot like Dinah 
Washington, and it was Esther Phillips. Is that who 
it is? I: was very nice—she sings with great 'eel-
ing; what more can I say? I guess I'd -ate li about a 
four. 

Thiele: Yeah. it's Esther Phillips, and I'd give it 
the same rating. I . iked the atrangement—it just 
laid there and complemented her nicely, think 
she's great and I love the way she sings. At times I 
find she's a little affected. If D,nah Washington was 
singing the same song, I don't think it would be as 
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affected. I don't think the words, the notes, would 
be twisted quite as much. Dinah was a little more 
direct. But she's great; there's no question about 
it. 

3. WORLD'S GREATEST JAZZ BAND. Take 

The A Train (from The World's Greatest Jazz-

band Plays Duke Ellington, World Jazz). 

Yank Lawson, trumpet; Billy Butterfield. 

trumpet; Bob Haggart, bass, arranger. 
Brewer: It's The World's Greatest Jazzband, 

and the first trumpet that I heard was Yank Lawson, 
and the second one was Billy Butterfield:. I know 
those two because I worked with them. Yank was 
working in nightclubs with me, and Billy did one or 
two weeks with me too, and I also recorded an al-
bum with them. Now, what do I get? I got three 
points, right? For the record itself, I'd give it three 
stars, because the guys are really playing, but 
don't like the sound on it. It sounded like an old 
record. 

Thiele: I think that Yank always is an exciting 
musician and I think I'd give five stars to Yank if he 
was blowing his nose. Teresa was saying while the 
record was on that when she was 17 she did 
Music, Music, Music and a lot of the Dixieland 

tunes; Yank, Butterfield and all those people were 
in the studio playing and she had no idea who they 
were. ... 
Brewer: And they didn't know me. 
Thiele: But I'd give it three stars as well, overall. 

I think Yank, and Billy Butterfield, and I'm sure the 
arrangement was by Bob Haggart, I mean those 
guys as musicians I'd give them five. But it just 
makes it a little less interesting to hear them when 
it's a bad recording. 

4. ETTA JONES. I'm Gonna Lock My Heart 

And Throw Away The Key (from Ms. Jones To 

You, Muse); Jones, vocal; Walter Davis, pi-

ano; Buster Williams, bass; Grady Tate, 

drums; Larry Killian, percussion. 
Brewer: I don't know her name, but t know I've 

heard her sing before and I think she's great. I love 
the style. It's my kind of singing. 

Thiele: I was trying to think of so many different 
singers, and the ones right off the top of my head 
... I know it's none of them. I think maybe it's Etta 
Jones. 
Brewer: James. 
Thiele: Jones. 
Brewer: James! There is an Etta James. It's not 

Joni James! 
Thiele: Well, I don't know which one it is. I agree 

with Teresa. I like her sound. 
Brewer: Yeah, I like the way she slurs her lyrics 

and everything. Great. 
Thiele: I guess it's trite to say the record 

swings, but it was swingin'. The rhythm section 
was great, but I don't know who the players were. I 
thought it was terrific. I'll go with four stars. 
I first heard that tune, I think ... somehow I think 

of Benny Goodman or Billie Holiday. 
Brewer: I bet you it's a Billie Holiday. I love the 

way she sings. I'm going to give her a five. 
Thiele: The reason why I thought of Benny 

Goodman, I know that Billie made some records 
with Benny and somehow I put the two together; 
but I remember the song. 

5. ANTHONY BRAXTON. Side One, Cut 

Two (from New York, Fall 1974, Arista). 

Braxton, flute. 
Brewer: Oh, I wouldn't know that—at all. It was 

interesting. But sometimes music like that makes 
me think that somebody's just ... you know ... 
exercising. It's one of those rehearsals before you 
start playing a thing. It sounds like serious music. I 
don't know how to define it. 

Thiele: Jazz is serious. 
Brewer: Oh, I know that, but I mean it sounds 

more like classical. Is it classical jazz? What do 
you call this? It's not punk rock, I know. 

Thiele: Did you give it any stars? 
Brewer: I'll give it ... oh gee, it sounds like The 

Gong Show, doesn't it. I'll give it a two. 
Thiele: It's interesting. It doesn't really—I gotta 

be honest—knock me out. I'm really guessing. It 
sounds like—I haven't heard this record; I don't 
even know this album—but it sounds like some of 
the music I once heard in Europe by that group of 
musicians from Chicago, and I can't remember all 
their names at the moment—that Art Ensemble. It's 
an interesting piece of music. I'm not too thrilled 
with it, but I would give it three stars. And that's all 
I can really say about it. 

6. RUBY BRAFF-GEORGE BARNES 

QUARTET. On The Sunny Side Of The Street 

(from Live At The New School, Chiaroscuro). 

Braff, trumpet; Barnes, guitar. 
Brewer: The guitar I know. It's George Barnes. I 

like this kind of music. I liked the trumpet—I liked 
the feel of it. The tune, well, I won a lot of contests 
with that tune. I'd give it about a four. 

Thiele: I'll give it a four. It was Ruby Braff and 
George Barnes. I heard this group in New York in a 
club one night. To me it's just good music; George 
is a great guitar player and I've always liked Ruby 
Braff. He always reminds me of Bunny Berigan. I 
just happen to like that sound. I'd say it was just 
nice straightahead, relaxed jazz and it's very 
good. I think the group broke up. George is up in 
San Francisco and Ruby's back in New York. But it 
was a nice group. 

Feather: Let me ask you, what records, if I were 
to play them for you, would you give the most en-
thusiastic five star ratings? 

Thiele: My five stars would go to West End 
Blues by Louis Armstrong, Cotton Tail by Duke El-
lington, and almost any record by Coleman 
Hawkins. 
Brewer: Well, how did you leave out Benny 

Goodman? 
Thiele: We'll throw in a Benny Goodman record. 

Mission To Moscow. There was a 12 inch record 
that I liked . .. Benny Rides Again. Of course there 
are so many other great ones. I guess that old 
thing about the desert island and if you could take 
ten records ... I think I'd include a record by Erroll 
Garner, and a Bessie Smith. db 



Profile 1 
MIKE NOCK 
by michael rozek 

1968, keyboardist Mik, Nock formed a seminal 
(and unfortunately short-lived) fusion band, The 
Fourth Way. And in close to 20 years of perform-
ing, he's had a variety of other musical slants. 
Now, however, when fusion and eclecticism have 
hit their commercial strides, he sits on a relative 
sideline. But Nock sees no irony in the situation. 
As in 1968, he's only looking "for a way to make 
the music I feel strongest about." 
Born in New Zealand in 1940, Nock started 

playing at age eleven. "My father taught me piano, 
and after he died, I learned from books. In New 
Zealand there wasn't too much happening, so I al-
ways had my own band. I guess I was sort of a 
phenomenon by process of elimination. Then, 
when I was 18, I went to Australia where I had 
some success with a group we called the rime 
Out Trio. We made two albums, did a lot of festi-
vals.... I patterned myself after Bobby Timmons, 
Oscar Peterson, and we played a lot of Horace 
Silver and Art Blakey tunes. We liked being a hard-
driving piano trio. I guess we were very exciting at 
the time, but now, it all seems really fun-
ny.... Eventually I wanted to get deeper into 
music—I was listening to Omette Coleman and Bill 
Evans. And I started playing a lot with Rick Laird; I 
knew him slightly from New Zealand, because I'd 
lived in a house his father had built. Rick was most-
ly into guitar then, but whenever he replaced the 
regular bass player in our group, we'd start getting 
really out, and people would eventually leave in 
droves. Rick and I thought it was great, evert 
though it sure wasn't communicating. But I knew I 
could entertain people easily enough; what I really 
wanted to be was a better musician. 

"I left Australia in 1961 with the trio, and we 
went to England for a while. We had a lot of book-
ings there, but then I got a scholarship to Berklee 
... so I came over that same year. And I was as-
tounded. In Australia I was at the top, but in the 
practice rooms at Berklee I met with some severe 
shocks—Gary Burton, Steve Marcus, Chris Swan-
son, Mike Gibbs, Keith Jarrett, Fred Lipsius, so 
many others. I wasn't working, and I got very de-
pressed. But then for some reason—I was as sur-
prised as anybody—Herb Pomeroy gave me a gig 
with his group at the Jazz Workshop. At that time, it 
was a club run by musicians, no relation to the one 
in Boston now. Herb led a big band there two 
nights a week, and there was a smaller group too, 
with Dusko Goykovich, Alan Dawson, John Neves 
or Larry Richardson. Another band I was in was led 
by a local dentist named Gene DiStasio. He hired 
Sam Rivers, John, myself and Tony Williams. Gene 
was really a very good trombonist ... it was a 
thrilling experience. We'd play Monday nights at 
the Workshop, mostly advanced bebop. Tony was 
only 16 or 17 and he played great ... but he would 
always ask, sincerely, for critiques of his playing. 
"By 1962, I'd gone through one and a half 

semesters at Berklee. And there was so much 
music going on in Boston, it seemed absurd to me 
to be sitting in school. Fortunately, f had a lot of 
luck after dropping out. I got a job at Lennie's On 
The Turnpike, as part of the initial house rhythm 
section. So I worked with Coleman Hawkins, Pee 
Wee Russell, Benny Carter. It was like the history 
of jazz, six nights a week. Then in 1963, I went on 
the road with Yusef Lateef. He had Richard Wil-
liams, Ernie Farrow, James Black with him. Later, 
Johnny Coles and Reggie Workman joined. We 
toured in the States through 1964, and I was on a 
couple of LPs (1984 and Live At Pep's). Ard we 
were really into trying new stuff when very few 
others were. Like Yusef was into tone rows. We'd 
start out playing Summertime and wind up just try-

ing to express the idea of summertime. And this 
was in a club where everyone wanted to get down 
... so then Yusef would play a blues. 

"In 1964, I got a little tired of the road. So I came 
to New York with a clean slate and played with a 
lot of bands. I had my own group, with Cecil McBee 
and Eddie Marshall, and we opened the Dom. Then 
I was the pianist with Art Blakey, in between Keith 
Jarrett and Chick Corea. And I worked with Stan-
ley Turrentine, Booker Ervin.... I even did some 
gigs with Dionne Warwick, which I enjoyed." 

In 1967, Nock moved to San Francisco. "And I 
was ready to leave New York, man," he remem-
bers. "When John Handy hired me and I went to the 
Coast, I was living on the Lower East Side, drop-
ping a lot of acid, and playing a lot of out music. It 
was crazy; I was playing like Cecil Taylor as if my 
life depended on it, which it probably did at the 
time. It wasn't a rewarding time musically, since I 
was playing out of a sense of need more than any-
thing else. 

"One night in 1968, John got sick, and Mike 
White and I covered the gig. We'd been rehearsing 
anyway. Still, Mike didn't have too much confidence, 
but I told him I'd play the melodies with him, 
and then he'd discover how good he sounded. 
Things went okay, and a little later, Eddie Marshall 
moved from LA. The three of us kept rehearsing, 
with different bass players, until Mike and I left 
John, and The Fourth Way was born. After we'd 
made a local name for ourselves, we finally got a 
gig at the Jazz Workshop. The place was packed. 
Except people kept coming up and asking me for 
Seventh Son. And then I realized that for some rea-
son, they thought I was Mose Allison. Later on, we 
worked a concert with Charles Lloyd, and Ron Mc-
Clure was with Charles. Ron and I talked, and 
eventually he called me about joining the band. 
This was just before we started negotiating with 
Capitol for a record contract involving a sum of 
money outrageous for a jazz group in those days. 
All the psychedelic stuff was happening in San 
Francisco, and Capitol was looking for something 
new in the city. And when David Rubinson and the 
people at Fillmore decided they wanted us, the 
bidding just escalated. When Ron came on, we 
were ready to sign a contract, and then we started 
happening. 
"We never made much money, though. The 

Fourth Way was definitely a labor of love. And it 
was a unique combination of musical personalities. 
Like, Mike White had played spacey music with 
Sun Ra; I'd played spacey, but also melodically. 
And I really liked playing with Mike, because I 
could play any way I wanted to. He wasn't like a lot 
of horn players, who insist you play a certain way. 
The result was that we had a totally unique sound. 
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"In 1968, we used an electric piano on our first 
album, which at the time was a fairly bold move. 
The album was pretty polite, though; it was put 
down a whole lot. We were just trying to make 
some music that I thought would be very good 
music. We were coming out of jazz, but we were 
also influenced by working the Fillmore opposite 
Santana. It's hard to describe what we sounded 
like—for what it's worth, one critic called us a jazz 
version of Booker T. and the M.G.s. 
"By the time we made our third record for Har-

vest, a subsidiary of Capitol," adds Nock, "Capitol 
was cutting back. At one point, they fired 40 
groups. As soon as Werwol I was released, it was 
yanked off the market. Then Michael White split for 
a contract with Impulse, which was a particular 
shame because the band was tailor-made for him 
to do his thing.... Now he's driving a bus. After he 
split, everything fell apart. If only I'd tried harder to 
keep it together. 

"But lots of musicians in their 20s and 30s come 
up to me in New York now, and they say ours was 
the first music like that they ever heard. I'm 
amazed they remember—they even know the 
tunes. It makes me feel good. We felt special back 
then, too, but none of us have really been able to 
recapture the music since." 

After The Fourth Way dissolved late in 1970, 
Nock stayed in San Francisco and took a new mu-
sical direction. After buying one of the first ARP 
2600s as "a lark," he started playing at museums 
and planetariums, eventually creating two TV spe-
cials on electronic music for the Canadian Broad-
casting Corporation. "I was really experimenting," 
he explains, "with a given way to make music, 
which has always been my basic stance anyway. 
And I've never wanted to be influenced too much 
by what other music was happening around me. So 
many musicians end up copying everything. Also, 
In San Francisco in the early ' 70s, playing bebop 
would have been playing for myself. And people 
had to hear me, otherwise what was the point of 
being a musician?" 

During this period Nock also composed works 
for string quartet and orchestral ensemble, writing 
under various grants. And, now and then, he played 
some jazz club dates, "usually with Steve Swallow 
and Eliot Zigmund. I'd use electric piano and the 
2600. But eventually I felt hampered in San Fran-
cisco. To survive in this business, you need a rec-
ord contract, somebody behind you. It validates 
your position. In San Francisco, I'd get a band to-
gether, and we might pack a club, and it'd look like 
something was happening. But there were never 
any record people in town. 

"Of course, in New York, there are people you 
can take tapes to. Which is partly why I moved to 
New York in the fall of 1975, and since then I've 
gone through a lot of changes. First off, New York 
has reawakened my interest in jazz. In California, 
my playing had been eluding me ... now I'm listen-
ing to old records by Herbie Hancock and Wynton 
Kelly. I'm finding I want to swing again; that elec-
tronic stuff was too abstract, too random. It's funny 
how when you've been in music a long time you re-
discover things. And something else I've reawak-
ened is an emotional commitment in my playing, 
which is also directly due to living in New York, a 
place where you're constantly being confronted 
with your inadequacies. 
"And I'll tell you, man, there are so many good 

musicians in New York now. It seems like the city's 
goin' through some kind of renaissance.... Yet, I 
don't hear that much originality. When I lived in 
New York in the '60s, Herbie Hancock was 
around, always searching for something new. Now, 
he sounds great, but he's playing things that have 
been well-tried. And all the younger pianists sound 
like him or McCoy Tyner. But, as I said, there's 
more musical excellence around than ever before. 
And perhaps the straining for excellence in the old 
days wasn't as good as the situation now. This so-
ciety is so throwaway ... styles come and styles 
go. It's a process you can view in different ways. 
Like for Miles, the music he played in the '60s 
reached its logical conclusion; but the direction 
that music was pointed in was only copied—not 
explored—by other musicians. Which is sort of a 
shame, because if it must be said, that music's my 
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favorite. Miles' band with Herbie—they had it. 
Which was not something they learned out of a 
book. ... Oh, I'm giving you all these contradic-
tions. Well, the truth is contradictions, I guess.' 

Since coming to New York, Nock has filled the 
piano chair with Thad Jones and Mel Lewis, gone 
to Germany for a tour with Jeremy Steig, done a 
record (for a Japanese label) with Tal Farlow, 
trekked to Washington, D.C.'s Showboat for a 
weekend gig with Howard Roberts, and worked 
semi-regularly with Rick Laird and John Aber-
crombie around Manhattan. He's also tried to 
resurrect The Fourth Way: "Eddie Marshall, Ron 
McClure, Alex Foster and myself went in the studio 
and cut a demo. The music wound up a lot stronger 
than the original Fourth Way's, but it just didn't 
seem to have that certain magic ... I hope that 
after I mix it and hear what's really there, I'll be 
closer to putting out an LP that'll be dynamite.... 
Today, there are so many good records out, I feel 
I'm selling myself short just to put out another 
one." 

In other words, as in 1968, Mike Nock is only 
looking "for a way to make the music I feel 
strongest about." 

ONAJE ALLEN 
GUMBS 
by arnold jay smith 

t II 

The first time I came across the name Allen 
Gumbs was in the process of reviewing some of 
the premier season of the New York Jazz Rep-
ertory Company. Onaje had the distinction of pen-
ning an arrangement for a Miles Davis tribute (see 
db, May 8, 1975). Since that time the combination 
of my looking for the man and the fact that he has 
been very visible lately led to this article. 
"Onaje" means "peaceful one" and the name 

describes him well. Singing around the house led 
to choir chores and piano lessons, "to channel my 
energy into more productive things," he told me. 
"Since the choir director and piano teacher were 
the same person, it seemed the proper way to go. 
"He took me right through high school (High 

School of Music and Art, New York City) and into 
college (State University of New York at Fre-
donia). It was there that I got another teacher and 
new courses for a Bachelor of Music degree. 

"After college I came back to New York where I 
got my first major gig with Kenny Burrell. In 1971, 
we toured with Major Holley and Lenny Mc-
Browne." 

It was still draft time and the U.S. Army granted 
him a Conscientious Objector deferment. This led 
Onaje to Buffalo, which, like today, was something 
of a jazz town where musicians went to "cool out." 
The audiences there are rather responsive. 

"I was able to utilize the training and technique I 
learned in college by just playing around. I was 
teaching up there as part of the Model Cities pro-
gram at the Watu Center for Urban Design. I got to 
meet a number of musicians who passed through 

Buffalo: Herbie Hancock, Ahmad Jamal, McCoy 
Tyner, Rahsaan Roland Kirk, Freddie Hubbard, Ed-
die Harris. Because of the lack of activity other 
than concerts or club dates, you got to know them 
and talk to them at length. Herbie and his group 
were invited over to a local musician's house for 
dinner and we just rapped. 

"That's how it happened for me. After the two 
years tenure wih Model Cities, Norman Connors 
came to town with Pharoah Sanders. Norman told 
me about an album he wanted to do with a lot of 
Brazilian-type tunes, which are among my fa-
vorites." 
Connors had big plans—strings, large orches-

tral charts—and Onaje hadn't written anything out-
side of college. At Fredonia he had done an entire 
concert on his own with chamber orchestra, band, 
trio, and solo piano; highly unusual at Fredonia at 
the time. 

"I had never gone to a person and put myself on 
to him, telling him what I could do. But I did it to 
Norman. I said, 'Yeah, 1 can do what you want.' He 
listened to a tape I had of the Fredonia concert and 
liked it. We discussed the concept of his second 
album and from there I began to work on Dark Of 
Light, the title tune." 
A few months later Connors called him to join his 

group which consisted variously of Carlos Gar-
nett, Gary Bartz, Charles Sullivan, Reggie Work-
man, and Alex Blake. While Gumbs was with the 
group they recorded Love From The Sun, with the 
title tune again done by Onaje. 
"The music was starting to stagnate for me, so I 

quit the group in 1974 and began with a group 
called Natural Essence. In fact, I had been com-
muting between Buffalo and New York even while I 
was working with Norman, to do Natural Essence's 
rehearsals. That might have had an effect on their 
bank account. I stayed with them for two years 
gaining a lot of writing experience." 

Natural Essence was originally produced for 
Fantasy Records by the brothers Adderley. Later, 
Billy Cobham took over the job for Atlantic. The 
record was never released. The lack of positive 
movement once more caused Onaje to free lance. 

"I was asked to contribute to Norman Connors' 
Slew Foot album, but I declined because of certain 
dealings I did not appreciate on other occasions. 
However, when I realized that / had a lot to do with 
whatever went wrong with my business, I took an-
other approach. I discovered this through chant-
ing." 
There are a number of musicians who have taken 

to chanting. Nicherin Shoshu Buddhism is the phil-
osophy, and many of those musicians have praised 
the results. 

"It's all internal," Onaje says. "You find things 
out for yourself because you are constantly look-
ing inside. I learned that what I thought was wrong 
with a lot of people was sometimes my fault. So 
when Norman's Saturday Night Special came 
along, armed with my newfound philosophy, I was 
determined to make it work. I contributed arrange-
ments to four of the seven tunes on that album." 
He was not stagnating anymore. LPs by Betty 

Carter, Charles Sullivan, Lenny White, Buster Wil-
liams, Carlos Garnett, Woody Shaw, Larry Ridley, 
Cecil McBee, and Nat Adderley all have Onaje 
Allen Gumbs as a sideman. He started on acoustic 
piano, but now prefers electric keys as an adjunct, 
"for colorations. I can work better and it adds an-
other tonal quality when there are both an acoustic 
piano and an electric on the date." 

His writing for Connors has helped make You 
Are My Starship a gold album. He also acted as as-
sistant producer on the LP. One of the tunes he did 
on Kenny Burrell's Up The Street, 'Round The Cor-
ner, Down The Block was arranged for the Buffalo 
Philharmonic Orchestra. 

"It all wouldn't have happened if it wasn't for Le-
roy Kirkland. He's best known for his Cloudburst, 
and the arrangement for Ruby and the Romantics 
on Our Day Will Come. He got me started in the ac-
tual music business while I was in high school. 
He'd have me rehearsing the Platters one day, the 
Romantics the next, and he put me into that whole 
r&b scene. I hark back to him when I think of trying 
something new that might be a little tough. The first 
such undertaking was the Miles Davis/NYJRC con-



cert. Later I did one with the Collective Black Art-
ists in honor of PhiIly Joe Jones. 

"I'm really trying to get a firm foundation in all 
three fields: arranger, composer and pianist. By 
doing all the dates I can, I develop in all three 
areas at once. I don't want to be competent in one 
area more than the others; I want the whole pie. I 
feel that I can do that by experiencing as many 
things as I can. 

"I do favor certain types of arranging within that 
category. Strings and woodwinds give me the 
most pleasure to work with. There's something 
about the color, especially the cello. I like the 
range it otters. It lends itself well to a solo atmos-
phere. I utilized it in Love From The Sun, Dark Of 
Light and Betcha By Golly Wow (from the Norman 
Connors album). I haven't developed my work in 
brass. It's not that I don't know how to deal with it. 
it's just that I haven't done too much. 

"I don't feel that a large ensemble is necessary 
to get a full sound. For example, on McCoy's Ten-
der Moments album he used a smaller ensemble to 
get the colors he wanted, making it sound almost 
like a 17-piece orchestra. 

"Please don't typecast me by the people I cite 
as influences. What I play speaks for itself. I listen 
to all kinds of music and all types of musicians. I 
draw from all the energy that's out there, whether 
it's a pianist, horn player, singer, or whatever. 
Just because I am a pianist doesn't mean that I 

draw only from other pianists. And that's the way I 
want to continue to grow. No matter what the label, 
I can deal with it. 

"It all comes from Africa anyhow. The roots are 
there no matter who performs it. McCoy, Bill 
Evans, Joe Farrell—where they are coming from is 
African in origin. The foundation of today's music 
is coming from there and I relate to all of it." 
Eclectic could be the word, since it seems to 

best describe a host of today's musicians. Onaje 
has recently completed two completely different 
Nat Adderley albums—one "commercial," the 
other "straight ahead." During that same period he 
recorded a solo LP for Steeplechase and wrote 
charts for a Phyllis Hyman album. 

"I called the solo collection It Sho' Do Feel 
Good That You Hear Me, because I'm glad that it 
was done and the title gives the impression of 
some gospel feeling. I do some spontaneous 
compositions and my interpretations of Dizzy's 
Con Alma and Trane's Giant Steps. I felt particu-
larly close to those two. Any song can become 
someone's vehicle. Take This Masquerade, written 
by Leon Russell. It now belongs to George Benson. 
"When you get into the validity of the person 

playing the music, it gets personal, maybe even 
political. Once all that is disposed of, and the 
music is allowed to flow more freely, people will 
deal with the music alone. That's what I'm going to 
be about as far as expression is concerned." db 

caught 
OREGON 
Amazingrace, Evanston, III. 
Personnel: Ralph Towner, 12-string guitar, clas-
sic guitar, piano, french horn, trumpet, percussion. 
Paul McCandless, oboe, english horn, bass clari-
net, wood flute; Glen Moore, bass, piano, violin; 
Collin Walcott, tabla, sitar, conga, clarinet, per-
cussion. 

Oregon in concert does not differ drasti-
cally from Oregon on record. The same cun-
ning inventiveness that brands their recorded 
output works just as efficiently live. Perhaps 
it's put to an even more difficult test since 
concert situations continually create instan-
taneous challenges. 

In Evanston, Oregon kept the interest of 
their audience for well over an hour by keep-
ing themselves interested. As a result, the 
music covered a wide spectrum; from orgiastic 
free-for-ails to a surprisingly polite rendering 
of Bill Evans' Time Remembered. 
The performance began with the group ef-

fectively executing a somewhat conventional 
mainstream format with instruments not gen-
erally associated with that style. Collin Wal-
cott on tabla along with bassist Glen Moore 
supplied the drive on Ralph Towner's Bruin, 
with the composer weaving his full-throated 
I 2-string chords in and out. Like a pianist, 
Towner alternated between contributing to 
the already established rhythm and adding 
harmonic unity, sometimes achieving both si-
multaneously. Paul McCandless stated the 
theme on english horn then took the first 
solo. Everyone's function remained basically 
the same on Time Remembered, though Wal-
cott switched to conga and hi-hat and Towner 
to piano, thereby demonstrating Ralph's 
charming if limited abilities on the acoustic 
keyboard. 

Pace, format, and nood altered noticeably 
on Walcott's somber Night Glider. Towner, 
back on guitar, delicately mingled with Wal-
cott's fluent sitar against an ominous back-
drop created by the tight teamwork of Moore 
bowing a deep drone and McCandless gently 
rumbling on bass clarinet. Then, taking his 

cue from Dolphy, McCandless graduated into 
a lengthy, unaccompanied screeching solo 
that favored the instrument's extreme upper 
octaves, seguing Night Glider into collective 
improvisation. 

Subdued hysteria then reigned for twenty 
minutes or more as individual members of the 
nomadic quartet occasionally wandered 
around stage in search of something to play in 
addition to their standard axes. That may 
sound like masturbatory sound-making, or just 
pure messing around, but during that crazed 
segment, Oregon concocted some of the best 
music of the evening, with complex interplay 
at a maximum. This part of the show often 
brought to mind the atonality of contempo-
rary classical music, though occasional inter-
jections of humor—musical and visual—kept 
it all from seeming too serious. Necessity 
proved to be quite a mother as the absence of 
a drum set drew rhythms from unexpected 
sources. Things happened quickly, and kept 
happening. Textures changed constantly in a 
relaxed, flowing fashion. At one point, Town-
er, with a matchbook placed under his strings 
for twanging effects, ducted with Walcott, 
who extracted more music from a tambourine 
than could be expected. Walcott also per-
formed on clarinet, Towner played french 
horn and trumpet, and McCandless blew 
wooden flute. Moore doodled a bit on piano, 
then reached into it like he was checking the 
oil and plucked the strings. He played violin 
upside down (the fiddle, not him), with the 
tuning keys against his chin and the chin rest 
against his legs. 

On these supplementary instruments, Town-
er, Moore, McCandless and Walcott are not 
quite the maniacal wizards they are on their 
primary ones. But they are aware of their lim-
itations, and they seldom seem overindulgent. 
When they felt the improv had reached the 
end of the track, Towner turned a guitar solo 
into Become, Seem, Appear. 

Oregon possesses a Jekyl and Hyde musical 
personality. When the freakouts run dry, the 
ensemble returns to its rich picturesque lyri-
cism which hits the listener like a misleading 
calm between storms. By the time you're ad-
justed to it, you get caught in a downpour. 

—gregory j. marshall 

MARIAN McPARTLAND/ 
JOE MORELLO 

Gulliver's, 
West Paterson, N.J. 
Personnel: Marian McPartland, piano; Joe 
Morello, drums; Mike Moore, bass. 

Marian McPartland began her American 
pianistic career with a trio that included a 
young man who was destined to become one 
of the most superb technicians in jazz: Joe 
Morello. It had been two decades since these 
former partners teamed up for an audience, 
and Amos Kaine, the very hip proprietor of 
Gulliver's, planned a "party" to welcome the 
duo's reunion. It was a one-time-only per-
formance. "We're too busy," Marian told this 
reporter. 

Alas, it's true. Marian has her teaching, six 
month gigs at Bemelman's Bar in the Hotel 
Carlyle, and Halcyon Records, Ms. McPart-
land's personal baby (which may release some 
of the tunes played at the reunion). 
The evening started early, spaced to end 

early. It ran to four hours with Morello play-
ing an encore here, and Marian asking to do 
"one more" there. Joe was in some of his best 
form since the Brubeck days. (He's currently a 
touring pro for Ludwig, conducting clinics all 
over the U.S. and Canada.) On Gone With The 
Wind he switched from sticks to brushes, using 
the butt end of one brush as the tempo alter-
nated from 3/4 for the theme statement to 4/4 
on the improvisational parts. 

Bassist Mike Moore composed Hide And 
Seek With The Bombay Bicycle Club utilizing 
Morello's flair with a tempo reminiscent of 
the Brubeck group's Tokyo Traffic. The tune 
had a modal riff, with the bass line becoming 
the melody. 

Joe was back on brushes for Softly, As in A 
Morning Sunrise and the mood turned Marian 
on. She bounced to the easy line, never waver-
ing from a strong left hand that did more than 
comp chords. One clef complemented the 
other—while the bass clef was laying down 
the chords, the treble was breaking them 
down and running with them. 
Moore was on top again, this time arco, on 

Ellington's Come Sunday. The tune lends itself 
beautifully to his style—languid, melodic, 
direct. His attack is right on the notes with no 
sliding toward them. His open string work was 
remarkably consistent with his vibrato. He 
carried Yesterdays to Joe, as the tempo moved 
away from an easy four (Joe with sticks for a 
cymbal fantasy) to a medium up. Marian's col-
ors changed from runs to block chords to 
tremolos. Morello, who had loosed the snare 
for the preceding bass solo, utilized the sound 
of the open snare drum with quick triplet 
breaks for a Latin tinged effect. 

Don't Get Around Much Anymore was one of 
Marian's strongest outings. She just let fly, 
blowing emotionally. Mike took an upper 
register solo that sounded like a piccolo bass. 
Joe used stops and tricks that were not only 
humorous and eye-catching, but actually 
complementary to Marian's delicious chordal 
inversions. Things Ain't What They Used To Be 
finally wound things up, but not before Stom-
pin' At The Savoy (with quotes from Rockin' in 
Rhythm, Chopin's Minute Waltz and Foster's I 
Dream Of Jeannie With The Light Brown Hair) 
elicited Marian's passing remark, "We're hav-
ing so much fun up here we may stay all 
night." — arnold jay smith 
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ROLLINS continued from page 14 

Berg: One of the landmarks of your career 
was the pianoless trio. If you weren't the first, 
you were certainly among the first horn play-
ers to take that bold step. 

Rollins: I don't know if I was first or if 
Gerry (Mulligan) should be credited for that. 
I'm not sure because I know Gerry had a 
group without piano at one time. 

Berg: That was the quartet with Art 
Farmer. But your effort was even more daring 
because with a trio the whole melodic burden 
was on your shoulders. What you did with that 
format is, I think, one of your great accom-
plishments. 

Rollins: Thank you. Every time I did a rec-
ord like that I had an excellent bassist and 
drummer, people like Elvin Jones, Shelly 
Manne, Pete LaRoca, Ray Brown, Wilbur 
Ware. You must have a strong bassist and 
drummer to play without any chording instru-
ment. I know, because I've tried lots of times 
to play without a pianist where the drummer 
or bassist just couldn't make it. So you need 
musicians who know where they're at all the 
time, which is a mark of a superior musician. 
Regardless of what else is happening, you 
have to know where you're at so you're not 
leaning on the pianist or anyone else. 

Berg: Not having a chordal background 
allows much more harmonic freedom. Was 
that one of your basic motivations, the desire 
to have more harmonic elbow room? 

Rollins: I would say so. At that time I was 
also having problems with pianists. I didn't 
like the guy I had, so he left the band. Pianists 
have a tendency to overplay. They've got a lot 
of keys in front of them so it's natural that 
they tend to fill up all the holes and not leave 
enough space for the guy playing out front. So 
this began to bug me. I remember Miles used 
to have the piano player lay out at different 
times. 

Berg: Monk also does that. After playing 
the head and comping for one chorus, he'll 
drop out and let someone like Charlie Rouse 
go with just bass and drums. 

Rollins: Sure. It's more free. It's a good de-
vice. 

Berg: During the late '50s you were playing 
primarily with the trio. Then, in '59, you be-
gan your famous sabbatical. What was the mo-
tivation for that? 

Rollins: Let's see. '59 sabbatical. I've had 
several of them during my career. '59, that was 
the bridge? 

Berg: Right. '59-'61. 
Rollins: Actually, I just wanted to get deep-

er into music. I wanted to study more. So I 
went back and I took piano again: finally got 
back to piano. And I studied harmony and 
composition. I just wanted to increase my own 
knowledge, you know. I also felt that I was 
being pushed too much. I was into too much 
and didn't have enough to back it up. I needed 
more knowledge. 

Also, I was getting into a lot of bad ruts. I 
was destroying my health—smoking, drinking 
and everything else. So I decided to just cool 
it, to get myself together, to get to the music 
that I hear in my mind. Then I would come 
back when I felt more secure about what I was 
doing. 
The bridge thing came about because I lived 

in a small pad. Practicing was hard because it 
would bother the people nearby. So the bridge 
afforded a beautiful place to play. No one else 
was up there. 
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Berg: That was the Williamsburg Bridge? 
Rollins: Yeah. I was living in the Lower 

East Side. The bridge spans Brooklyn and the 
Lower East Side. 

Berg: When did you practice there? 
Rollins: It was at all hours. Any time that I 

felt like playing. 
Berg: When you came out again in 1961 I 

assume you felt together and ready to go in a 
new direction. The first album after that was 
appropriately entitled The Bridge. In my mind 
it's one of the landmark jazz recordings. The 
cohesion and togetherness of you and your 
colleagues—Jim Hall, Bob Cranshaw, Ben 
Riley—is absolutely extraordinary. Your own 
playing goes from hard to lyrical and every-
thing in between. It seems that the emotional 
range of your music expanded greatly. 

Rollins: That's possible. But to tell you the 
truth, I hadn't really intended to come out yet. 
I wasn't quite ready to come back. Certain 
things happened that made me have to. But 
the bridge was a beautiful place to play. I was 
also exercising, jogging back and forth on the 
bridge. I was in excellent shape, mentally and 
physically, so actually it was a fine period in 
my life. 

After a while though, people began to say, 
"Well, where's Sonny, where's Sonny?" "Oh, 
he's on the bridge." It all ended then because 
it became a big deal at the time. People began 
to write about it and talk about me playing up 
there every night. That ended my little reverie. 

Berg: What about your other sabbaticals? 
Rollins: There was one in 1968 when I 

went around the world, sort of looking for 
myself. 

Berg: What did you find? What did you 
learn about yourself? 

Rollins: I wanted to visit the East because I 
had become involved in Eastern philosophy. 
So I was very intent on going to India. I 
learned a lot. It was a period that l had to go 
through, even though in every place you go, 
you find yourself there. You can't escape your-
self. The main thing is to get your head to-
gether so that you can function wherever 
you're at, at your optimum. So what l discov-
ered was that I still had to deal with things as 
they existed in the States, or wherever I might 
be. I had hoped that I would get a lot of eso-
teric secrets about life, but it didn't quite work 
out that way. What I did find out is that you 
have to deal with things wherever you are. 

Berg: What things in American society 
have been difficult for you as an individual 
and as a musician? 

Rollins: When I did the Freedom Suite 
album t was getting a lot of work, a lot of arti-
cles written about me, and I had a few bucks 
in my pocket. But I still couldn't find a place 
to live, where I wanted to live in New York. 
The places t wanted were closed to me even 
though I had all those articles about me and t 
was supposed to be such a great musician. It 
bugged me because I had paid a lot of dues to 
get to that level. So I ended up writing the 
Suite about it, and in that way expressed a lit-
tle bit about how I felt, you know. 
As far as the political thing goes, t guess the 

United States is probably better than any-
where else because it is a more open type of 
society. There is some interaction between 
different people. I've lived in different parts of 
the world but eventually you've got to come 
back to the States. You have to make it in the 
States. I was born here. This is home. And 
even though I don't want to be involved as an 
activist all the time out there fighting, I feel 
that I should be able to make it here. 

But politics is a funny thing. It's very diffi-
cult to get into it because politics becomes 
your whole life and you become involved 
whether you want to or not. I would prefer to 
just be a musician and not be involved, but of 
course you can't be. You're involved by the 
fact of your birth. 
As for the Freedom Suite album itself, l 

gained a lot of respect for Orrin Keepnews be-
cause he allowed me to do it at a time when 
there were no albums that l know of that put 
the music and the conditions of the black man 
together. He allowed me to do it. I don't think 
the other labels would have given me that 
freedom, so I respect him. 

Berg: Since we are talking about the rela-
tionship between the artist and the record 
company, what sort of experiences have you 
had? What kind of interaction takes place be-
tween yourself and the producer and the peo-
ple at the record company? How much free-
dom do you have? 

Rollins: Well, of course, it varies from 
company to company. However, I have always 
tried to maintain complete artistic control 
over anything that I do so that I have the final 
say. That's what I have now and what I've had 
most of the time. Of course I've always 
allowed other people to become involved in 
what I'm doing and given in to them on cer-
tain aspects of it, you know. I'm not saying 
that I take the record completely from end to 
end. Perhaps I should and perhaps one day t 
will, but at this point t encourage input from 
other people. The final thing, however, is 
more or less to my liking. I have the final say 
as to whether it will be released or not. 

Berg: I understand how other musicians 
make contributions but I'm still curious about 
influences that come from the record compa-
ny. One of the reasons I ask about this is that 
many jazz musicians have been under increas-
ing pressure to come up with the so-called 
crossover hit with a blend of jazz, rock and 
funk. I don't find a lot of that necessarily bad, 
and obviously it's given a lot of musicians 
wider exposure and better incomes. Nonethe-
less, there is tension between the forces of art 
and commerce, between following your own 
star while at the same time trying to adjust to 
the market and to the tastes of the consumers. 
What are your views on this situation? 

Rollins: Well, if you play on a professional 
level you've got to play for people. So, you 
know, it's a fine line. You must reach the audi-
ence but you also must, at least I must, play up 
to what l think I can do. I'm not a good 
enough musician to play something that I 
don't like. I can't do it. Whatever I play, most 
of it is me. But you have to think about 
whether or not it will reach audiences and 
whether it will sell. 
The record people, of course, are after you. 

They're after me now, but not in a very hard 
way. But the implication is there to get a rec-
ord that's going to do some business. But as I 
said, I have complete control over the ulti-
mate product. I think that I'll always have 
control because that's the type of musician I 
am. Anything I play is going to come out Son-
ny in some kind of way so I really can't do a 
very commercial record. So in a way I'm pro-
tected from getting in there and trying to 
make money. 

Berg: Sonny, one of the most impressive 
movie scores that I've come across is your 
music for Alfie. The theme for Alfie works 
perfectly for the Michael Caine character. 
What was working on the film like? 

Rollins: I studied the book and I studied 



the character and the music was composed 
with that in mind. The producer of the picture 
thought that I was an Allie-type of person, 
that I had this type of free attitude. That's 
what he thought when he heard my music, so it 
seemed to him that I would be the perfect one 
to capture the character. It was done in En-
gland. Aside from reading the book and so on, 
I saw some of the rushes before the picture 
was actually completed. So everyone was very 
much involved. 

Berg: So you were brought in very early on 
the movie. That's quite unusual because most 
film composers complain that they're brought 
in after the film has been cut and is just about 
ready to go out to the theaters, which leaves 
them only two or three weeks to get the whole 
thing together. The situation with Alfie seems 
quite unique. 

Rollins: Yeah. I was right in at the be-
ginning. 

Berg: Let me ask you about using material 
that no one else would touch, tunes like But-
tons And Bows and Toot, Toot, Tootsie. I've al-
ways been fascinated with the way you take a 
musical "untouchable" and rework it so that it 
emerges into something so incredibly new and 
unexpected. 

Rollins: Thank you. I don't know. I just 
hear different things. I have a wide taste and I 
listen to all kinds of music. I've always felt 
that "jazz," I'll put that in quotes, is an art 
form which can be applied to anything. You 
can use opera, everything, and make it a part 
of jazz, and jazz a part of it. Of course, I've 
heard a lot of these songs. I began going to the 
movies when I was quite young. So I think I 
got a lot of Hollywood songs from that which 
made an impression on me. So I'll try to use a 
song, an idea, regardless of where I find it. 

Berg: Sonny, one aspect of your style that 
impresses everyone is your spontaneity and its 
relationship to your sense of humor with its 
unpredictable whimsy. What happens inside 
the head of Sonny Rollins when he's up there 
on the stand playing? 

Rollins: You really want to know? Actu-
ally, I don't know because while you're 
performing there are so many demands being 
made upon you. You've got the rest of the 
band to communicate with and relate to. The 
audience is there looking and expecting some-
thing. I usually try to get into a stream of con-
sciousness thing and forget where I am and just 
let things happen. This is when I think I'm at 
my best. But this can't happen all the time so 
you've got to adapt certain set things that you 
do, which is a drag. I try to avoid that, but 
when you perform every night it gets to the 
point where you have to plan things to a cer-
tain degree. So I do. There are certain tricks, 
and licks, and things that you sort of rely on to 
get things up to a certain level. But beyond 
that is where the real music starts. I can just 
shut my eyes and let it happen by itself. 

Berg: One of the marvelous experiences is 
watching you perform. A tune will end, but 
you'll continue playing by yourself. I've heard 
you play for 60 minutes virtually non-stop. 
Even when other people are soloing, you're 
playing background figures, long notes, or 
counter melodies. Then there are the times 
where it appears that you suddenly decide to 
switch gears into another tune. How much of 
that is planned'? 

Rollins: That kind of thing is usually not 
planned. When I segue like that, from one 
tune to another, it's not planned. At that point 
I'm playing according to the vibes in the 
room, what a certain tune might call for, or 

whatever. So those transitions are never really 
planned for. The band, though, is prepared in 
that they're ready for me to do the unpredict-
able. 

Berg: You have previously mentioned that 
you have little love for microphones. In a club 
you might start at the mike, but before long 
you're moving back and forth across the stage. 
What exactly are your views on microphones? 

Rollins: Microphones restrict you and I 
hate that. I like to be able to be free to move 
around. Also there are certain parts of a room 
which sound differently, even different parts 
of the bandstand give different dimensions to 
the music. If you are in one spot all the time, 
you can be heard, of course, because the mi-
crophone is there, but you lose some of the 
natural element, the natural sound that's in 
the air. So I love to move around. 
Today with the electric instruments it's 

difficult because you have to be heard. Also, 
I'm playing a single-line instrument, you 
know. Now I've got a microphone that's at-
tached to my horn with a length of cord that 
lets me move around a little bit which helps a 
great deal. It gives me a chance to get into 
whatever position sounds best, which relates 
to the sound waves in the room. So that's why 
I hate to stand in one spot and play into the 
microphone. 

Berg: The use of electric instruments repre-
sents quite a change in your music. Instead of 
the classic trio, you've been working with 
fairly large ensembles. Why the change'? Why? 
the denser backgrounds? 

Rollins: I'm often asked why I changed to á 
electric bass or why I have an electric guitar. à 
The main answer is that there is a lot of energy 
among the people who are now playing elec-
tric instruments. A lot of the young guys are 8-

let, Introducing a 
beautiful, brassy 
new kind 
of snare drum. 
The Black Beauty. 

See Ludwig's new snare drum with 
a seamless brass shell, and slick 
Black Beauty finish. It's one of the 
best looking, fullest sounding snares 
to ever hit the scene. Available in 
5" x 14" and 61/2" x 14" SUPER-
SENSITIVE AND SUPRA-PHONIC 
models. At your Ludwig Dealer. Or, 
write Ludwig Industries, 1728 N. 
Damen, Chicago, III. 60647 

lux:pewee The Revolution shines on. 
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ROLLINS continued from page 39 

playing electric instruments because that's all 
they've heard for most of their lives. And this 
is a vital thing—the energy. It's not just play-
ing with a group, because I can play with guys 
who play just acoustic. I've done that for a 
large portion of my career. But these same 
guys may not have the energy to play today be-
cause they're jaded. 
I want guys that are fresh, that have the en-

ergy, the desire. It turns out that a lot of these 
guys are playing electric instruments. So that's 
why I play with electric instruments. It hap-
pens to be what's happening right now. It's not 
because I think acoustic playing is a drag be-
cause I don't. I think any kind of music has its 
place. But today you're more apt to find young 
energetic guys playing electric instruments. 

Berg: Have you experimented with any of 
the electrical devices that are available for 
saxophone? 

Rollins: To a certain degree. I haven't ex-
plored everything. There are some devices 
that are coming out now which I've been 
contemplating becoming involved with. I'm 
not against it. Ido feel, though, that it still has 
to be the player, the guy behind the instru-
ment. That's the main thing. If I can find 
something that I relate to then I would use it. 
I'm open to a lot of ideas, but as I said, it's still 
the man behind the horn. If you get to the 
point where it's just electric and you can't tell 
who's playing what, then, of course, we're into 
another thing. 

Berg: That to me seems one of the big prob-
lems. With electric piano, for example, I find 
it difficult to distinguish one player from an-
other. The players' individual acoustic styles 
seem to get homogenized by it. So I'm increas-
ingly missing what you describe as the sense of 
the man behind the instrument. It could be a 
problem with the instruments themselves. Or, 
it could be that we're just living in a transi-
tional period where we are attempting to ab-
sorb these new technological products into 
the mainstream of the music. 

Rollins: I think that may be a great deal of 
It. 

Berg: With electronics comes the consid-
eration of volume. In improvised music it 
seems the greater the volume the fewer the 
subtleties. How do you regard the issue of vol-
ume? 

Rollins: Well, I haven't gotten into a very 
heavy electric thing. In fact, I don't know if I 
will or not. But I have gotten into it to the de-
gree that I find it threatening my actual mu-
sical feelings. You lose a lot of the subtleties. 
Even with a microphone you lose subtleties. 
But I accept that. Perhaps what you said about 
us learning how to use these new instruments 
is true. There might be a new kind of subtlety, 
a different thing altogether. I feel it's impor-
tant for a person to get out what's inside of 
him, however he can do it. If it's with an elec-
tric instrument, good. An acoustic instrument, 
though, is more personal. But perhaps this is a 
time to try to blend the two. Or maybe we'll 
have to let go of everything and get into a 
completely new thing. It's hard to project. 

Berg: Hopefully, the acoustic and electric 
approaches can coexist. 

Rollins: That's what I'm trying to do. I'm 
trying to touch all bases and keep my ears 
open to whatever's happening without putting 
down what's been done before. It's another 
one of those fine lines, you know. 

Berg: What kind of practice regimen do 

40 El down beat 

PS PS PS 
,t13 , tai NS, au31 

How T¡fio visualize keyboard chords Part Ill 
by Dr. William L. Fowler 

Asin Parts I and Il of this article, a circle (o) indicates a white key, and a dot (*) indicates a 
black key in the keyboard illustrations. 

For visualizing chords larger than the seventh, the method least taxing on the memory gener-
ally proves to be the best. The conjoined-third method, for example, works well only when 
third-types alternate, as they do in major and minor ninths, major ninths (# 11), minor elev-
enths, major ninths (# I 1, 13), and minor thirteenths. In the following keyboard illustrations of 
these chords, the elevenths and thirteenths are bracketed as extensions of ninths. 
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For another example, these same chords visualize easily as alternating perfect fifths whose 

bottom notes lie alternating thirds apart: 
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The other ninth. eleventh and thirteenth chord-types, though, visualize more easily by other 

methods. 

Ninth Chords 
On the keyboard, ninth chords look like 

two conjoined triads, the top note of one (its 
5th) coinciding with the bottom note (its root) 
of the other: 

@be) 

When these triads are major, minor, diminished or augmented, visualization by this method 
becomes most effective—only the two triad types and their relative positions need be remem-
bered. The possible configurations of this method include: 
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Because the root motion after a ninth chord 
so often moves up a perfect fourth, an efficient 
way to practice the above 12 chord-types con-
sists of moving each type in turn around the 
cycle of fourjhs—C to F to Bb to Eb to Ab to 
Db to Gb (F#) to B to E to A to D to G to C. 
Moving the Major seventh (9#) type, for ex-
ample, would start out like this: 

Mctjor 7 ( 9#) 
Aus jt 

b ! li Iii P 
ar 

(Etc. 

z 

M Au.5  

q.)c Major 7 ( 9#) 



(And when the keyboard rims out, the root motion can turn around to go down by perfect fifths, 
equaling, in terms of root motion, going up a perfect fourth). 

Sometimes the chromatic alteration of a chord note will narrow or widen the space between 
adjacent components so they no longer appear to be thirds: 

(51 

C 7(5*) c7 ( 51,) c,rs e(siis  

II !!! !!! Iq f! I!! I! I!! 
In ninth chords, suspended fourths, flatted or augmented fifths, and flatted or augmented 

ninths can create this situation. In such cases, the comparison method works well, if only be-
cause the chord description tells what is to be altered from a more ordinary chord-type. An effi-
cient visualization process. therefore, would be first to visualize the ordinary chord, then to 
make alterations according to the chord description. Here are several examples: 

c 9 

!! 
ci (sus 'I.) 

II! !l 11111 

III 

!!! oJ!,!! 

!!! 
( 91k 1 

C_7 t _sit/  

III 

!!! fill, 

I! 
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As of now, the most popular ninth chords include those types identified above as M9, mi9, 

7(9b), 9, and 7(9#). 

Eleventh Chords 
Because they consist of six notes, many 

eleventh chords look like two triads a third 
apart: 

Again, though, alteration of components 
may widen or narrow internal spacings to 
more than a major third or to less than a 
minor third: 

Ro.t 714' 944' 11 4-1' 

tri &di. 13 wit 

tt..t 3 5 9 11 

!M. !i!!!  
Few eleventh-chord types currently enjoy widespread favor. Those most likely to be encoun-

tered include Major 9 ( I I #), minor 11,9 ( I 1#), to be visualized as separated triads: 

CMcjor 9 ( 114) C.YrtinoY 11 C., cl ( 11$) 

!!!,!!!:!!!sin„111! 
siiorwi3 Met" Major sta 

plus 9b ( I #) and 9# (I I #), to be visualized 
as altered 9 (1 I #) chords: 

Thirteenth Chords 
Because they consist of seven notes, many 

thirteenth chords look like three conjoined 
triads: 

!°9  !"°1! 1°1 •I!! 1! 
Ate O-te.4. 

!!! 

you have? 
Rollins: Well the best practice for me is 

performing. Now I don't do a complete year-
round thing. I might play for a few months 
and then take a couple months off. So when 
I'm not performing I've got to practice a cer-
tain amount to keep my chops up, to just keep 
them firm. But performing is the ideal form of 
practicing for me. It keeps you up, emotion-
ally up. It's hard to stay in a room by yourself 
and get into it. So I've discovered that the best 
way of keeping up on your horn is to perform. 

Berg: I think it's especially difficult for 
horn players or single-note instrumentalists to 
keep a disciplined practice schedule because, 
without other people, it's like playing in a vac-
uum. Pianists and guitarists are probably at 
somewhat of an advantage because of their in-
strument's ability to simultaneously play mel-
ody and harmony. 

Rollins: That might be true. Of course in 
my case, I like to play by myself, even when 
I'm playing with a group. So I might exclude 
myself from what you said because I like to 
accompany myself even though I am playing a 
single-line instrument. But I agree with you in 
general. It's difficult for a guy to play a horn 
all alone and really get up to it. So I practice 
my rudiments because it keeps my lip strong 
and then really let go when I'm playing with 
the group where I can try a lot of things. 

Berg: Sonny, what's your approach to 
composition? 

Rollins: Well, it depends. There are times 
when I compose from the piano, other times 
when I compose from my head. Each of those 
is different, you know. I sit down and play 
chords and I get ideas. Other times I compose 
on my horn. So it's a different thing each time 
with me. 

Berg: Does a new tune come out of playing 
with musical materials or does inspiration 
come from something extramusical like a per-
son, a feeling, an emotion, a place you've 
visited? 

Rollins: This whole area is very difficult 
for me to articulate because I think all those 
things are related. In terms of actually putting 
down a piece of music though, there are differ-
ent ways to approach it. Sometimes it's chords 
first, another time a whole melody comes to 
my mind. There are also devices which I 
haven't gotten into, like using a set of notes 
which you can change around. I haven't got-
ten into this but I know it can be done. Usu-
ally, I hear something first. A germ of an idea 
comes to me and from that I develop it and try 
to make it into a complete idea. But there are 
many ways to approach it. 

Berg: As for future plans, I know that you 
have several American and foreign tours com-
ing up. But in regard to recording, what new 
things are on tap? Does the new album follow 
the wake of The Cutting Edge and Nucleus as 
far as using electric instruments and rock ele-
ments? 

Rollins: In a way it is more similar to the 
last one, Nucleus. It has more electric instru-
ments and is sort of in that fusion direction. 
But I'm still playing myself. I guess you'll have 
to hear it and judge for yourself. 

Berg: Sonny, any closing comments about 
the future? 

Rollins: Well, the future is bright and 
music is a wonderful thing to be involved in. 
I've always liked to play. It's good when you 
can make a living doing what you like to do. 
And my health has held up reasonably well, so 
I'm looking forward to putting some more air 
into my horn. db 
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BLACKBYRDS continued from page 18 

orchestration. I've learned a hell of a lot, and 
it's essential that I know how to write and 
construct every type of music possible because 
I don't want to be linked to just playing in a 
band all my life." 

Killgo had some unusual opportunities for a 
child musician. "My first semi-professional 
gigs happened shortly after I began playing 
drums, when I was nine, ten years old. After 
I'd been playing six months I got to sit in with 
Sonny Stitt at the Bohemian Caverns, which 
housed practically all the jazz in Washington. 
My father was in a group produced by Can-
nonball, the JFK Quintet, and I began hanging 
out. ... One time, when Miles Davis' band 
was in town, Miles grabbed me by the ears and 
asked me to sit in, and everybody said 'let him 
sit in.' So Miles sat me up on the stage, and 
Tony Williams, who was 17 at the time, gave 
me a stick and I started playing. For maybe a 
hot second, Miles didn't know it was me, and 
then he turned around and said, 'Oh, wow, 
look at this cat.' I played the rest of the set 
out, two tunes. Ron Carter wasn't there—it was 
Reggie Workman on bass, Wayne Shorter, Her-
bic and Tony." 

Keith also sat in at various times with Stan 
Getz, Eddie Harris, Sonny Stitt, Sonny Rol-
lins and McCoy Tyner. He describes the '60s, 
when "I came into the scene," as a time "when 
the whole New York thing was happening, 
and when Blue Note was putting out all those 
albums from which I learned so much. Those 
records were so informative, they explained 
the music. Of course, James Brown was hap-
pening then, too, and so was that heavy rock 
thing, and with my peers there wan't a choice, 
everyone was dancing to r&b or hard rock or 
whatever. So when I came to Howard and 
joined Donald's band, and then we became 
the Blackbyrds, an all-student band, it wasn't 
really that much of a transition, because I had 
never not heard that kind of music." 
As a teenager, at one time Keith had a band 

with both Joe Hall and Orville Saunders. "Joe 
and Orville and I were really crazy. We 
listened to Grand Funk, Hendrix, Zeppelin, 
along with James Brown, Gladys Knight, and 
Miles and Trane—and we played all this 
music in our band, which we called Second 
Stage. I was one of the youngest jazz artists in 
Washington at this time, I used to work at a 
church, St. Michael's, twice a month. Once we 
played at a divorce party on a glass-bottomed 
boat." 

In 1971, Killgo played in the Joe Hender-
son band that also included Stanley Clarke 
and Woody Shaw. Then he joined the Byrd 
septet that soon evolved into the Blackbyrds. 
Today, onstage, Killgo sings many of the 
group's lead parts while he plays the drums. 
He might be the most natural showman of the 
five (not including Byrd, who has plenty of 
stagy tricks up his sleeve but prefers to dis-
pense them to the band rather than directly to 
the audience). Still, he's looking forward to 
the day when the Blackbyrds expand, particu-
larly if that means hiring a lead singer: "I'm 
not a true-to-life singer, I get hoarse. After 
three gigs my throat is gone. I got a teacher to 
learn how to breathe properly, but my throat 
is too sensitive, prone to weather changes. 
There are ways to compensate, though, like 
being into health foods, taking care of your 
body, not drinking or using drugs, all that. I 
don't eat much meat, I try to keep my body as 
cleansed as possible, keep the trash out of it. 
But everybody goes crazy now and then. And I 

42 El down beat 

Again, chromatic alteration of components can upset triad visualization. And again, few thir-
teenth-chord types find current favor. Of these, the types which visualize as conjoined triads in-
clude: 13 13 . 13 13 13 

Chord.: M (11°) M 9*) I wit (Ne) (114e) 
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And the two whose altered ninths break up triad visualization look as follows: 

13 ( 11. 1e 1 13 (11$e1 
C  C (9b/ 
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In each of these currently-favored eleventh and thirteenth chord-types the component mix 

avoids a major third combined with a natural eleventh. When the third is minor, the eleventh is 
natural: When the third is major, the eleventh is raised. And to further limit the choice of ef-
fective six or seven note chords, a combination of lowered fifth plus raised eleventh in the same 
chord looks and sounds like an octave. So do minor third plus raised ninth and raised fifth plus 
lowered thirteenth: 

13 t1 lif) 13 (1$) 1.3 11/g) 
C._ e  

111110 !!1111 1!011 
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111 o 11;!!!!! 111 !.! !!! I! !!! 
The practice procedures outlined for ninth chords work equally well ¡or both eleventh and 

thirteenth chords. 

Inversions and Voicings 
All the keyboard illustrations thus far have shown the root at the bottom (root position) and 

the components in numerical sequence (close voicing). Smoothness in bass lines and variety in 
harmonic textures, though, require inversions and open voicings to be mixed into chord progres-
sions. 

Inversions and open positions both visualize easily when the indiVidual notes of a known 
ut-position, close-voiced chord move up or down by octave. 
Root position close voicings become inverted close voicings when the bottom note moves up: 

;Root p..c te- inv inV. at51--- inv. 

!L!t!!!!, x!!!!!!!!!lin7•to" 1,!! 11 I!! 1! I!! 
Root position close voicings become root position open voicings when an inner note (or two) 

moves up: 
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Root position close voicings become inverted open voicings when an inner note moves down: 
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The visualization of prescribed top notes plus prescribed inversions combines the above oc-
tave movements: 

1111 cli!  

(It) .e   
st.e. I 

I! 
2..e,4;ev.,11,0et tsé 

!Olqi„5 l!!! _!! 

/welt 

Although common harmonic practice gen-
erally avoids inversions having the ninth, the 
eleventh or the thirteenth at the bottom (the 
sound gets thick), one exception puts the flat-
ted ninth below a regular seventh chord: 

yue 

li! r  III ;:!k" 'Oviie !it°'13  

1(--• iv 

(*) 
C7 Clkirct. inversion) 

Other exceptions depend upon individual musical taste. 

!!! 
R oit 3 5' 7 

!! 
do love beer." 

Talking about his music, Killgo stressed the 
idea of change: "One groove gets old—your 
groove can be your rut. We consciously listen 
to our music very critically, very objectively. I 
don't want to play the cliche drum thing, like 
Harvey Mason and those cats. And if I sit 
down and write tunes for an album, I might 
write nine tunes in nine different keys." 
One of Donald Byrd's recent amendments 

in the group's stage presentation was to outfit 
everybody in matching tuxedos; another was a 
suggestion to Keith that he take a drum solo 
while he "introduces" each piece of his drum-
kit. "My cymbals," Killgo recites, "are Cindy, 
Sarah and Sally. The hi-hat is Hattie, snare 
drum is Sandy, and the tom-toms I call the 
Tommy Sisters—Tina, Tara, Tiny and Flo. 
Beulah is the bass drum." These ladies were 
once played by none other than Philty Joe 
Jones: "He sat in with us at Just Jazz last year. 
It was smokin'. He played one of our current 
disco tunes, Change (Makes You Want To Hus-
tle). People were dancing all over the club." 

Bassist Joe Hall is tall, suave and collected. 
At 24, he is the oldest Blackbyrd and was the 
first to become a musical associate of Donald 
Byrd. 

"After 1 transferred from Maryland U. to 
Howard, Donald heard me in a stage band re-
hearsal and hired me to do some lec-
ture/demonstrations around town. Then he 
asked me to come on the road—the first gig 
was in Detroit, with Joe Chambers on drums, 
Barney Perry on guitar and Allan Barnes on 
saxophone—and Kevin Toney was there. We 
played strictly jazz from his previous 
(pre-Black Byrd) albums, so I played my 
acoustic bass." 

Hall owns a Czech double bass as well as 
his two electrics, an Alembic, "similar to the 
one Stanley Clarke plays, except his is a short-
scale neck and mine is long," and a Ricken-
backer. "I like the longer scale because it 
keeps my hands in stretched condition for the 
upright. I used to play a Gibson but I found it 
too small, very cramped. We haven't delved 
into much acoustic work on our records so far, 
but I'd like to on the next album. That'd be a 
different color, some background arco stuff." 

Hall began studying piano at age seven (his 
mother also was a pianist and graduated from 
Howard as a vocal major). He got his first bass 
at 13, an electric, and the acoustic followed at 
age 17. "First I had played a guitar, when I 
was ten, but 1 found my ear had an inclination 
for the lower strings, the lower sounds. As far 
as the electric bass, the reason I never went 

for a Fender is that I like the sound to ring—I 
was always inspired by Ron Carter and I 
wanted to hear that upright sound, the darker 
sound. 

"I've listened to all bass players no matter 
what kind of music, but especially to Mingus, 
Oscar Pettiford, Paul Chambers, Ron Car-
ter ..." What about recent players? "Miro-
slay. I was amazed when I first heard him, his 
clarity. He showed me a couple of things once 
when Weather Report was playing in DC. His 
father was a bass player and his uncle a bass 
maker—he's been playing since about four or 
five. Then of course there's Stanley Clarke, 
Scott LaFaro, Peacock, and of course Gary 
Karr, the classical player. 
"One of my teachers at Howard, Bill Haw-

thorne, taught me in the Czech manner—there 
are Spanish, Italian, English, German and 
Czech styles of fingering. He said the Ger-
mans and French each use a different bow 
style, that the Italians are more concerned 
with a big, full sound even more than intona-
tion, whereas the Czech thing is more speed, 
intonation, exactly the note." 

o article on The Blackbyrds would be 
complete without some words of wisdom from 
Papa Donald Byrd. According to the good 
Dr.: "People need to realize that everybody 
contributes and that nobody has the last word. 
Like Miles said, 'The music has no direction, 
it's like the universe—always spinning.' Some 
guys are gravitatin' in and other dudes are get-
ting spun off, but it's moving all the time and 
nobody comes in and puts the brakes on the 
shit, not Charlie Parker or anybody else.... 
"What I'm trying to do now is set another 

pace in a different direction, and that's eco-
nomical. I've seen too many black musicians 
suffer too much.... 
"The major issue in academia today is mak-

ing money. I'm dispelling all those classical 
myths and breaking down the barriers. Stu-
dents want to get into a career that will make 
them money.... 

"All of the Motown acts that are out there 
after 20 years, Berry Gordy did a number on 
them. That's why you got the Temps today, 
Four Tops, Miracles, Gladys Knight, Spin-
ners. Gordy taught 'em everything, and 1 ad-
mire him for doing it. And I'm groomin' the 
Blackbyrds like Berry Gordy.... 
"Now I can understand the problems that 

Louis Armstrong and a lot of traditional musi-
cians met. They were trained as musicians, not 
as businessmen. But now I'm a big business-
man, so I treat it like a big business.... 
"Music is taught all wrong today, by a 

bunch of purists, when we're dealing with a 
new technological age. Paper and pencil are 
an anachronism. I think we should use com-
puters to teach music, hooked up to a key-
board and a video monitor.... 
"The music industry has to be revolution-

ized. Criticism of electronic music is an old 
argument. The same shit happened when the 
saxophone came in. When I went to school 
you had to play the clarinet. The guitar is as 
old as the violin, but you can't get a degree in 
it. Maybe the synthesizer will be introduced 
into the schools in the year 2020.... 

"Stravinsky was a rich mother—. He was 
a lawyer. A year or two before he died, people 
asked him to donate his scores to a museum, 
and he said, 'Donate my ass!' Then he put the 
shit up for sale and got three million dollars. 
Said he needed money—he was 90 years old 
and couldn't even move! But when he died, he 
had a Modigliani hanging in his house, a 
Picasso, everybody. I loved it, I said, 'Bravo! 
Hell, yeah, take it all....' 

"In the last four years, Blackbyrds Produc-
tions has generated more than ten million dol-
lars.... 
"The Blackbyrds are an experiment that 

worked." db 
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THE EVOLVING BASSIST by Rufus Rekl. The 
finest book to date, with 146 pages for the 
doublebass and the 4 and 6 string electric bass-
es. Develop strong modern jazz sounds and 
strong bass lines from chord symbols. Includes 
transcribed solos and a selected discography. 

$12.50 
EVOLVING UPWARD—BASS BOOK II by Rufus Reid This 
book is directed to the jazz inspired bassist who wants to 
know how to properly approach and execute in the thumb 
position on the doublebass. Expand the range of your bass 
lines and also the potential of your creativity with confi-
dence n the upper register. Explicit photos even show how 
to set up your bass. $7.50 

Check or no. plus 00e handling/postage. 
a Foreign orders add $2.50 
MYRIAD LIMITED P.O. Box 757, Teaneck, NJ 07666 

1
 INTRODUCING MODERN DRUMMER 
A NEW MAGAZINE FOR DRUMMERS 
Covering Jazz, Rock, Pop, Big Band. Studio. 
Teaching, Rudimental. Solos. Bios. Tips & 
advice from Pros 8 more. 

Published quarterly. Subscribe today! One 
year only $4.00. (Outside U.S. add $ 1.00) 

Send check or m.o. to Modern Drummer. 
47 Harrison St.. Dept 4. Nutley. N.J 07110 

ELECTRIC BASS TECHNIQUE 
volume I 

by Valda Hammick 
A systematic way to develop technique fingerstyie 
and pickstyleincludes 16th patterns.16ths.doubie 
stops. Sight-reading Ex:s will prepare bassist for 
studio work . 63 pp. Price:$5.95 plus 60c.post age a 
handling (Foreign Air. add $4)No CO.D.S.Califor ma res-
idents add 6% Sales Tax.SALENA PUBLISHING CO 
Box 559,North Hollywood,California 91603. U.S.A. 

1977 NATIONAL 
JAZZ CLINICS 

19th Annual BIG BAND Clinics 
6th Annual COMBO/ 

IMPROVISATION Clinics 
For complete information, write today! 
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NATIONAL JAZZ CLINICS 8 
P.O. BOX 221, 
SOUTH BEND, IN 46624 
Please send me free brochure with full details on 1977 
National Jazz Clinics 
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A NEW APPROACH TO JAZZ IMPROVISATION by Jamey Aebersold. 
Learn to improvlise at your own pace, or can be used for classroom teaching. LP record and ac-
companying booklet containing parts for all instruments. Rhythm section on records is outstanding! 
Makes you want to lay. The most widely used improvisation method on the market! Complete order-
ing information at bottom of this page. 
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VOLUME 9-"WOODY SHAW" 
Eight jazz originals wraten by 
Woody Shaw. Int/Adv level. 
Rhythm section is currently 
with Woody Shaw and their fa-
miliarity with the songs makes 
it easier for you to play. In-
cludes Little Reds Fantasy, Ka-
trina Ballerina, Blues for Wood, 
Moontrane, In Case You Haven't 
Heard, Tomorrows Destiny, Be-
yond All Limits (Bossa Nova, 
slow), Beyond Al! Limits 
(Swing, up tempo). 

VOLUME 7-"MILES DAVIS" 
Eight classics written by 
Miles Davis. Int/Adv level. 
Unique way to learn 8 of the 
most popular songs of the Fif-
ties ... Four, Tune Vierd 
Blues, The Theme, Solar, Dig, 
Milestones (old Milestones), 
Serpent's Tooth. 
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VOLUME 10-" DAVID 
BAKER" 

Eight beautiful originals by 
David Baker. Int/Adv level. 
One of the most prolific com-
posers in jazz today. Tunes 
offer a wide variety of styles 
and tempos. Includes Auld, Le 
Roi, Kentucky Oysters, Pas-
sion, Black Thursday, Bossa 
Belle, Soleil d' Altamira Le 
Miroir Noir. 

VOLUME 8- -SONNY ROL-
LINS" 

Nine classic jazz originals writ-
ten by Sonny Rollins. Int/Adv 
level. Contains of ' Rollins' 
most famous tunes, in their 
original keys ... Doxy, St. 
Thomas (latin, then swing), Blue 
Seven, Valse Hot (one of the 
first 3/4 jazz tunes), Tenor Mad-
ness, Solid, Pent Up House, 
Aire gin. Oleo. 

avid 
"baker 
IGHT CLASSIC 
JAZZ ORIGINALS 
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$8.95 per vo ume(LP&Book)-See details below  

JAZZ AIDS by Jamey Aebersold 

A NEW APPROACH to JAZZ IMPRONIZAT1ON by Jamey 
Aebersold. $ 8.95 per volume ( LP & Booklet) ( Canada 
add $ 2.00 per arder) 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 witely used im-
provisation method on the market. 

0 VOLUME 1 "A NEW APPROACH"-Begnnt. level. Contains 
'Dorian minor tracks, Blues ini & Sb, 24 measure song, Ca-
dences, Cycle of Dom. 7th's & one IIN7 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./Int. level. 11 dif-
ferent Blues in various keys and tempos. This volume is tru-
ly fun to play with. Rhythm stion on LP grooves! Scales 
and chord tones are written. 

0 VOLUME 3 "THE II/V7/1 PROGRESSION"-Int. level. Prob-
ably the most important musical sequence in modern jazz. 
A must for all jazz players! Supplement includes 11 pages 
of 11/V7/I exercises to be applied witn LP.8 tracks to impro-
vise with and practice in all keys. 

El VOLUME 4 "MOVIN' ON"-Int./Adv. level. A Challenging 
collection of Aebersold & Dan Haerle tunes. Book contains 
melodies and needed scales/chords for all instnuments. 
Only for the brave! 

VOLUME 5 "TIME TO PLAY MUSIC"---Int. level. Similar to 
TOT 4- except the songs are much easier. Modal Voyage. 
Killer Pete, Groovitis. etc. Next logical Vo.. after Voi. 1 or 3. 
Lots of variety. 

"..7 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 Reel! Best way 
to learn these famous tunes: Now's the Time, Yardbird 
Suite, Donna Lee, Confirmation. etc. 

PIANO PLAYERS-Six 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   
D BILL EVANS 41: 6 transcribed songs  $$25:9955 

El BILL EVANS #2: 5 transcribed solos 8, one song $3.95 
BILL EVANS #3: 5 transcribed solos & 15 songs off rec-

ords   
HERBIE HANCOCK: Over 45 greatest hits   

O HORACE SILVER: 53 transcribed songs exactly as re. 
corded including Sister Sadie, Nica's Dream, Nutville & Sil. 
vers Serenade  $8.95 

COMBO ARRANGEMENTS by Jamey Aebersold $4.00 ea. Trot., 
tenor, alto, bone & rhythm section. 

14erizontal--Modal Blues El Nue Ilete-kled tempo Jan 
E Bosse NOVI De jazz 0 Watitude-lann*Rock 

Sinirise-Easy Jazz Rock D Hot bat- Easy Rork 
E DAN HAERLE JAZZ-ROCK COMBO SERIES- 12 combo ar-
rangements scored for Trot, Ten, Alto, Bone, 8. rhythm sec-
tion. Write for catalog. Each arr. woo 
0 JOHN COLTRANE (combo arrangements) transcribed from 
original Blue Note recording (Blue Train): (Blue Train, Mo-
ment's Notice, Locomotion, Lazy Bird.) Complete parts 'or 
trumpet/tenor/bone/rhythm. All 4 only $8.50 
HORACE SILVER (combo arrangements). Complete parts 

for trumpet/tenor/rhythm. All 4 only $5.00 

D ARRANGING & COMPOSING for The Small Ensemble: 
jazz/rkb/rock by David Baker, 184 pp.  $15.00 
0 JAZZ IMPROVISATION by David Baker  $15.110 
0 ADVANCED IMPROVISATION (with 90' cassette) by David 
Baker. Spiral bound. 256 PP $25.00 
El Jazz Styles & Analysis: TROMBONE by D. Baker. History of 
Jazz ' Bone via 157 solos.   $15.00 
0 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 
0 Jazz Improvisation Method STRINGS: Vol 1, Violin and Viola 
by David Baker. 160 pages  $12.50 
L3 Jazz Improvisation Method STRINGS: Vol 2 Cello and Bau 
Viol by David Baker. 152 pages  $12.50 
O CONTEMPORARY TECHNIQUES for the TROMBONE by Da-
vid Baker  $25.00 

"BIRD LIVES" by Ross Russell. Hardbound book oi 
Charlie Parker's life. Outstanding book  $10.95 

"JAZZ TRUMPET TECHNIQUES" by John McNeil Special 
book designed to help solve certain problem areas of jazz 
txumpet playing. A much needed book. ( 1st printing) $2.95 

JAZZ/ROCK VOICINGS FOR THE CONTEMPORARY KEY-
BOARD PLAYER by Dan Haerle. An important, intermediate 
method includes voicings, principles of chord function. 
substitutions, melody harmonization, etc.   $4.95 
L SCALES FOR JAZZ IMPROV. by D. Haerle   $6.95 

PATTERNS FOR JAZZ by Jerry Coker et al. Excellent to, 
daily practice   $14.00 
E IMPROVISING JAZZ by Jerry Coker (paperback)   $ 2.95 
0 THE JAZZ IDIOM by Jerry Coker ( paperback) ..... $2.45 
0 LYDIAN CHROMATIC CONCEPT by George Russell $26.50 

THE EVOLVING BASSIST by Rufus Reid. SPIRAL BOUND. 
For Electric and Upright  $12.50 
Fi 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. Chord progres-
sions 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 
O THE PROFESSIONAL ARRANGER COMPOSER by Russell 
Garcia. Standard text for big band writing  $7.95 
El CHARLIE PARKER-30 tunes in concert key  $2.95 
0 PENTATONIC SCALES FOR JAZZ IMPROVISATION by Ramon 
Ricker. Study of Pentatonic scales in modern jazz. 6 tran-
scribed 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 
IJ 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 
0 SEVEN SUPER SAX COMBO CHARTS taken off record. 5 
sax, trot, 'bone (opt.) & 3 rhy. Write for list $10 ea. 
0 TECHNIQUE DEVELOPMENT IN FOURTHS by Ray Ricker. 
For advanced players. Loads of exercises  $6.95 
D EAR TRAINING BOOK w/2 cassettes by David Baker. For 
JAZZ players 151 pages. ExcellentP  $20.00 

Send check or M.O. 

Free postage in the USA for 3 or more items; 

add 50c postage for 1 or 2 items. 
Canada add $ 1.75 per record; 50c for books. 

Foreign add $ 2.00 for one book & LP set; 

60C each additional set. 

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

44 D down beat 



RUSH continued from page 18  

ing occasional college appearances, rarely 
happens in his own country. The language 
barrier is a small one. "They seem to sense 
what you're doing anyway. They know if 
you're messing up or throwing off. In a way it's 
like here because a lot of them speak Eng-
lish." 
As far as dearth of recognition in his own 

time goes, Otis says, "I never thought about 
that too much. I just want to do something 
now, forget the later. I want something to hap-
pen now. 

"It's a terrible thing that a musician has to 
die before he can become alive musicwise. 
One of the artists dies and then they start 
building up from that. Hey, he's dead, let's 
play his records.' I say give me my flowers 
while I'm living. Let me see what's happening. 
I've had flowers when Steve and myself and 
the group [ the Jimmy Dawkins Band] went to 
Japan. I never saw so many flowers before in 
my life. The whole airport was covered with 
flowers, with different artists' names, a very 
warm welcome. They had our baggage cov-
ered with flowers, the car we were in was full 
of flowers, at the gate people were standing all 
around me with flowers. It was strange." 

Otis refuses to predict the future. "I don't 
know about that, man. I'm trying to make 
something out of what I'm doing. I'm going to 
keep at it for awhile and if I can't, I'll do the 
best I can on the next thing. I don't know what 

that would be. It's hard to explain it, and it's 
hard to answer that question. But I'm going to 
keep on playing and maybe I'll come up with 
something that will sell. Keep trying it for 
awhile and if not, just like everybody else, I'll 
go into something else. I'm just trying to get the 
point across that I've got the blues." db 

NEW YORK 

New School: National Jazz Ensemble, director 

Chuck Israels, guest Tommy Flanagan (4/2). 

Surprise: John Bunch (Mon. & Tues.); Frank 

Owens (Wed. & Thurs.); David Daniels (Fri. & Sat.). 

Hopper's: Joe Williams (thru 3/26). 

King's Palace (Brooklyn): Bi-weekly tribute to 

various artists by Harold Ousley. 

Surf Maid: Pianists nitely. 

Folk City: Albert Dailey and friends (Sun. 4-8 

PM). 

Arthur's: Mabel Godwin, piano. 

On The Air (WNYC-FM, 93.9FM): American Pop-

ular Song with host Alec Wilder. Margaret Whiting 

Sings Arthur Schwartz/Richard Whiting (week of 

3/27); Songs of Tony Bennett (Part It, week of 

4/3/77). 

Half Note: Lee Konitz/Ted Brown Quintet (Mon. 

& Tues.). 

Pip's Lounge (Clifton, N.J.): Matrix nonet 

(Mon.). 

Larson's: Ellis Larkins 

Westchester Premier Theatre (Tarrytown, N.Y.): 

Ben Vereen, Marilyn McCoo & Billy Davis 

(3/30-4/3). 

One Station Plaza (Bayside, Queens): Ted Pilt-

zecker & Brian Torff (Tues.). 

Village Vanguard: Sonny Fortune (3/22-27). 

Three Sisters (West Paterson, N.J.): Lee Konitz 

(4/1 & 2); Vic Cenicola & Teddy Zaremba w/ 

Renee Craig (Sun.); Dave Tesar Quartet (Mon.); 

Wild Fire (Tues.); Jazz Confirmation (Wed.); North 

Jersey Jazz Co. (Thurs.). 

Creative Music Studio (Woodstock, N.Y.): 

Spring Session (opens 4/4). 

Studio Wis: Warren Smith Composer's Work-

shop Ensemble (Mon.). 

Mannes College Of Music: Jack Reilly Trio 

Workshop (4/4-7). 

Livingston College (New Brunswick, N.J.): 

Tommy Flanagan Trio (4/5). 

Rutgers University (Newark, N.J.): Tommy 

Flanagan Trio (4/6). 

Bottom Line: Rolin Williamson and Norman 

Blake (3/22). 

StoryvIlle: Jazz Interactions presents Hamiet 

Bluiett Big Band & Andrew Cyrille Quartet (3/20); 

James Spaulding Quintet (3/17); tribute to Dizzy 

Gillespie (4/3). 

Ladies Fort: Live loft jazz: Archie Shepp (4/1); 

Joe Lee Wilson and Bond Street (4/2); Monty 

Waters Big Band (4/3); Bob Reid and the Emergen-

cy Sound (4/4); Earl Cross (4/5); Sheila Jordan 

(4/7). 

Windows On The World (World Trade Center): 

John Scully Trio. 

Smucker's (Brooklyn): Chris Rush and Garland 

-db-muste-shopil 
Rates: one insertion $1.40 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 pen 
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, 8 
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. 

BOOKS 
CADENCE JAZZ MAGAZINE. Sample $1 Route 1 Box 1 
Box 345, Redwood, NY 13679. 

LEARN MUSIC PSYCHOLOGY! Control other's emotions 
with certain beats and rhythms. Should be studied by every 
musician. Fascinating book only $1.50 + 25e postage. 
Send to Regal Publishing, 1425 Wilkinson St., Dept. 141, 
Shreveport, LA 71103. 

1 002 JAll TUNES! 
New Fake Book Giant of best jazz I ever assembled. Play thce finest jollectionazz written & I 

" 
played by top stars-All Styles! 680 pages 
Spiral bound. 3,/ pounds of jazz! Use on jobs 4 " 
I or reading & improvising study. Try 7 days. I 
▪ Money Back Guarantee. 1,002 JAZZ TUNES-

$19.95. à • $19.95. Order Now: IMPERIAL CREATIONS " 

L ' Box 66-DB, New York, N.Y. 10022 
ET CETERA 

CHARLIE PARKER T-SHIRTS! Also Ellington, Coltrane, 
Billie Holiday, Mangione, Lester Young, Dolphy, Clifford 
Brown. T. Monk, "Bebop Lives", Miles Davis. Original de-
signs, satisfaction guaranteed. S-M-L-XL, $6.00. BIRD 
LIVES, P.O. Box 4583, Boulder, CO 80302. 

MUSICIANS! How to operate high-cash, little-known music 
business. Information free: KERNS, 7249-D Fairbrook. 
Baltimore, MD 21207. 

FOR SALE 
KEYBOARDS-New 71-note Polymoog-revolutionary dy-
namic keyboard; ARP, Oberheim, Freeman, Orchestron, 
Rhodes, Helpinstill, Clavinet, Chapman Stick, all at Ga-y 
Gand Music, 172 Skokie Valley Rd.. Highland Park, IL 
60035. (312)831-3080. 

LIGHTING 
LARGEST MUSICIAN'S HANDBOOK. Dimmers, Spots, 
Color Synthesizers, Foot 8, minimanual controls, Strobo-
scopes, Fog Kaleidoscopes,... Send $3.00 shipping: Roc-
tronics, 22-D8 Wendell, Cambridge, MA 02138. 

INSTRUMENTAL METHODS 
CLIFFORD BROWN SOLOS-Twenty of Clifford's greatest 
solos transcribed. In spiral bound books. Only $10. 
Brownie Publications, 4861 Mammoth Ave., Sherman Oaks, 
CA 91423 

JAZZ GUITARIST ENCYCLOPEDIA. Ideas, runs, pro-
gressions, $4.95, 9383 Goldengate Ave., Orangevale, CA 
95662. 

INSTRUMENTS & ACCESSORIES 

UP TO 130% DISCOUNT! Name Brand Instruments. Catalog. 
Freeport Music, 114T, Mahan St., W. Babylon, NY 11704. 

• DRUMMERS • PERCUSSIONIST Write Terra Tu for the 
best prices on accessories, heads, sticks, pedals, etc. 
Remo, Evans, Promark, Tama, Sonor, Gretsch 8 more. TER-
RA TU Inc., 4420 Superior Ave., Cleveland, OH 44103 
(2161 431-6482 

MUSICIAN'S DISCOUNT CATALOG '77. Guitars, Drums, 
Accessories. Super Savings! Rush $1.00. Signature Sip-
ply, P.O. Box 25208. Los Angeles, Ca 90025. 

PROFESSIONAL SERVICES 
MUSICIANS REFERRAL SERVICE. "Musicians looking for 
musicians." Call 24 hours (214) 690-0828; (8001 
527-6180, toll-free. 

* w * * * * * * * * * * * * * 

MUSICIANS!! 
PROFESSIONAL MUSICIANS' REFERRAL 

SuCIS•d ary a, Elo,d wn, Ente,p, 

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

(612) 825-6848 or Toll Free (8001 328-8660 * 

* * ***** * * * * * * * * * 

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

OLDER JAZZ, SWING LPs-lowest prices. Monthly lists. 
OC's, soundtracks, auctions! TURNTABLE. Box 1138D, 
Whittier, CA 90609. 

CASH FOR USED RECORDS! Will Pay: $ 1.00 to $2.00 for 
quality LPs 8-track and Cassette Tapes. (Rock, Jazz 
and Classical etc.) SEND list of your used albums or 25c 
for our complete Buying Guide! Rasputin Records, 2340 
Telegraph Ave., Berkeley, CA 94704. 

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

JAZZ RECORD AUCTION: 1000 rare and collectable Ips. 
Free list. Gary Alderman, P.O. Box 9164. Madison, WI 
53715. 

JAZZ 78s from '30s and '40s. 602 for $640. Bruce Frisch, 
462 Second St.. Brooklyn, NY 11215. Tel. (212) 499-5910 

NEW LINE LPs 30s 8, 401 BIG BANDS, SWEET BANDS, 
JAZZ VOCALS, ETC. Selections never before released. 
Send for catalog. P.O. Box 36673. Los Angeles, CA 90036 

NOTICE: RECORD RATERS WANTED 1 
No experience required Each month we Ship I 
you NATIONAL LP s to rate " You keep LP's 
We pay postage In return for your opinion you I 
can build your LP collection A small member-
ship fee is required First come basis Send' 
no money For application write ALBUMS 

Box 5/4. 13425 Watertown Plank Road I 
Elm Grove, WI 53212 

WHERE  TO STUDY 
DRUM INSTRUCTION. Positive results within six weeks! 
The musicians you play with will notice the difference! Our 
students are among the most successful drummers in 
America. A revolutionary method taught in Manhattan or 
through tape recorded home study. For information (includ-
ing a 20 minute recording), send $ 1.00 to the Stanley 
Spector School of Drumming, 200 W. 58th St., Dept. 393, 
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. 

JAZZ COMPOSITION: A complete correspondence course 
n composing for Jazz ensembles Robert Doak, Box 9130, 
Pittsburgh, PA 15224 

STUDY WITH CHARLIE BANACOS 
Used by professional and students worldwide. Fast re-
sults and inexpensive. Mr. Banacos personally an-
swers 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 Imgsboro Rd.. Dracut, MA 01826 U.S.A. 

SUBSCRIBERS! 
Please include a down beat address label 

vice 

you write us about your subscrip-

tion. The numbers on your address label are 

essential to insure prompt and accurate ser 

CHANGE OF ADDRESS 
Please let us know six weeks before you move 
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Ten by David Baker ... 
• arranging & composing For The Small En-
semble: jazz/r&b/jazz-rock 184 pps., spiral 
bound.   &15.00 

• jazz improvisation, A comprehensive 
Method of Study for All Players 184 pps., spi-
ral bound   &15.00 

• advanced improvisation with 90' 
cassette. 256 pps., spiral bound   $25.00 

Techniques of Improvisation: 
D Vol. I, A Method For Developing Improvi-
sational Technique (Based On The Lydian 
Chromatic Concept by George Russell) 96 
pp., spiral bound   $9.00 

• Vol. II, The V7 Progression 76 pp , spiral 
bound   $9.00 

D Vol. III, Tumbacks 84 pps., spiral bound 
  $9.00 

El Vol. IV, Cycles 260 pp., spiral bound 
  $15.00 

• 
III Jazz Styles & Analysis: Trombone 144 
pos., spiral bound.   $15.00 

D Jazz Styles & Analysis: Alto Sax by Harry 
Miedema, edited by David Baker 104 pps., 
spiral bound   $12.50 

Jazz Improvisation Method 
For String Instruments: 

D Vol. I, Violin & Viola 160 pps , spiral 
bound   $12.50 

• Vol. II, Cello & Bass 152 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 
54 50 ea Ten arrangements $37 50 Complete 
set of 20 575 00 
Encyclopedia of Improvisation-Stuart $15 00 
Eddie Bert ( Trombone Method) $5 00 
Frank Meth' ( Rhythm Computer) 1.10 95 
David Baker (Contemporary Techniques for the 
Trombone Vo 1 2 $ 15 00 each Complete $25 00 
Geo. TremblayDefinitive Cycle 12 Tone Row $ 15 00 
Encyclopedia of Progressive Duets $7 50 
Encyclopedia of Duets- Jazz Phrasing $7 50 
Barney Kassel (The Guitar) $ 15 00 

. Colin Broiles (Art of Trumpet Playing) 350 
, Rick Wald IGuide to Creative Jazz Improvisation , 
$4 95 
Van Alexander (First Chan) 112 pages 56 95 
Gordon Delamont (Modern Harmonic Techniques) 
Vol 1 2 - each $ 15 00 
Del amorti ( Modern Arranging Technique) $ 15 00 
Delamont (Modern Contrapuntal Technique) $6 00 
Ernest loch (Shaping Forces in Music) $6 95 
DeLaunay - Nevi Hot Discography $ 15 00 
Jerry Coker (Patterns for Jazz) $ 14 00 
Russell (Lydian Chromatic Concept) $26 50 
Branch (How to Play Clubs 8. Shows) $22 50 

.; Encyclopedia of Rhythms ir Jazz Patterns $15 00 
Russell Garcia The Professional Arranger) $7 95 
Earl Hagen (Scoring for Films) $ 15 00 
, Angelo Dellairs (Arranger's Workshop) $7 50 
Angelo Dellaira (Chord Workshop) $9 00 

1-_; Angelo Dellaira (Creative Arranger) $ 15 00 
: Complete Encyclopedia of Chords $12 50 
". Frank Skinner (Underscore) $6 95 

Williams ( Complete Trumpet Method) $9 00 
Dr. Chas. Colin (Lip F(exibilities) complete $6 00 L. 
Trumpet or Trombone. Vol 1-2 - 3. each $2 95 
Colin- Schaeffer (Encyclopedia of Scales) $ 12 50 

E'. Dr. Chas. Colin (Complete Trumpet Method( 
Revised and Augmented Edition $ 15 00 
Slonimsky (Thesaurus of Sca(es) $25 00 
Ernest W. Williams (Best of Williams) $9 00 
Dan Ricigilano IPopular Jazz Harmony) $9 95 
Dr. Donald S. Reinhardt (Pivot System for all cup 
instruments) Augmented Edition $25 00 
Stuart's Encyclopedia of Modern Jazz $ 12 50 

:] Dr. Deutsch (Trpt Pedal to Triple Hi Cl $ 15.00 
.. Dr. Maury Deutsch (Improvisational Concepts and 

Jazz Patterns) $ 15 00 
Fake Book for the Club Date Musician $7 50 
Hank Mancini ( Sound 8 Scores) $ 15 00 

-T O. Nelson ( Patterns for Improvisation) $8 00 
Nelson's Advanced Duet (6 bics in one) $7 50 
Capozzoli ( Encyclopedia Around The Drums) $7 95 
. Aaron Harris (Advance Trumpet Studies) $6 00 
Dr. Charles Colin (The Brass Player) $7 50 
Ulano (Professional Drummer-592 pas) $37 50 
Jerome Callet (Trumpet Yoga) $ 15 00 

NEW SOUNDS IN MODERN MUSIC 
315 W 53rd Si New York NY 10019 

Jeffries (4/5-6); Eddie Palmieri (4/7). 
Village Corner: Lance Hayward (Mon., Tues., 

Thurs., Sat.); add Jane Valentine (Sun.); Jim 
Roberts Jazz Septet (Sun.). 

Jazzllne: Call 212-421-3592 for up to the 
minute schedule on clubs not listed. 

LOS ANGELES 

Concerts By The Sea: Dizzy Gillespie 
(3/22-27); McCoy Tyner (3/29-4/3); Carmen 
McRae (4/5-10); Mongo Santamaria (4/12-17); 
New York Jazz Quartet (4/26-5/1); Bill Evans 
(5/3-8). 
Lighthouse: Barney Kessel and Herb Ellis 

(3/24-27). 
U.C.L.A.: Modern Jazz Quartet (4/29). 
Santa Monica Civic: Jean-Luc Ponty (4/16); 

Gato Barbieri (5/22). 
Hollywood Palladium: Gino Vannelli (4/15, 

tent.); call 466-4311 for further info. 
Hop Singh's (Marina Del Rey): Top name jazz, 

pop and blues. 
Baked Potato: Seawind (Mon.); Lee Ritenour 

(Tues.); Don Randi (Wed.-Sat.); Plas Johnson 
(Sun.). 
Roxy: Rock, occasional jazz; call 878-2222 for 

detai Is. 
The Cellar: Les DeMerle and Transfusion and 

guests (Sun. and Mon.); clinics and seminars 
(Tues.). 

Parisian Room: Top name jazz artists all week; 
call 936-0678 for details. 
Sand Dance (Long Beach): Jazz Thurs.-Sat.; call 

438-2026. 
The Improvisation: Jazz every Mon.; Supersax, 

Phineas Newborn, Jr.; Ed Shaughnessy Big Band 
often; call 651-2583 for details. 

Donte's: Jazz all week; details 769-1566. 
Odyssey Theatre: Jazz Mon.; Joe Diorio and 

Henry Franklin Quintet often; call 826-1626 for 
details. 
Century City Playhouse: Occasional avant 

garde concerts; Leo Smith, Buell Neidlinger, 
Charles Orena, Vincent Gola, etc.; call 474-8685 
or 474-8388 for information. 

CHICAGO 

Jazz Showcase: Hank Crawford (3/30-4/3); 
Barney Kessel and Herb Ellis (4/20-24); Mose Alli-
son (4/27-5/3); Kenny Burrell. Yusef Lateef, Zoot 
Sims and Al Cohn in May; call 337-1000 for 
details. 
Amazingrace: Name jazz and contemporary 

music regularly; call 328-2489 for details. 
Ratso's: Emotions (3/23-27); Jimmy Smith 

(3/30-4/3); Eddie Harris (4/15-17); call 
935-1505 for details. 
Ivanhoe Theatre: B. B. King (3/22-24); Shawn 

Phillips (3/29-31); Robert Klein (4/1-2); Henry 
Gross (4/6-7); David Bromberg (4/12-13); plans 
for Ray Charles, Kinky Friedman and others; call 
929-1777 for details. 
Wise Fools Pub: Roger Pemberton Big Band 

(Mon.); other jazz, blues and rock acts nightly; call 
929-1510 for details. 
Ron's Pub: Jazz regularly with Jeanne Lambert, 

Yikes, Tommy Ponce: call 477-6540 for details. 
Northside Auditorium Bar: Bobby Christian Big 

Band (Thurs.). 
Rick's Cafe Americain: Jazz nightly; call 

943-9200 for details. 

DENVER 

Colorado School of Mines: Rocky Mountain 
Jazz Festival w/ Cat Anderson, University Of Den-
ver One O'Clock Jazz Ensemble (4/19). 
Ebbets Field: George Duke Band (3/31-4/2). 
Stouffer's: Quintessence (Tues.-Sat.). 
Zeno's: Dr. Jazz (Tues.-Thurs.); Queen City Jazz 

Band (Fri. and Sat.). 
Woodland Park: Annual Woodland Park Jazz 

Festival (4/4). 
BBC: Live jazz nightly; call 861-7877. 
Broadway: Occasional jazz; for details call 

534-9390. 
Macky Auditorium: Leo Kottke (4/2); Leon Red-

bone, Tom Waits. (4/9); Return To Forever w/ 
Chick Corea, Stanley Clarke, and Jean-Luc Ponty 
(4/13). 
Global Village: Occasional jazz; for details call 

778-7214. 

BUFFALO 

Tralfamadore Cafe: Live jazz Wed.-Sun.; open 
jam Sun. 5-8 PM. Lee Konitz (3/25-27); Roy 
Haynes (late Apr.): call 836-9678 for information. 

Steller Hilton Downtown Room: Live jazz Tues.-
Sun.; John Lewis Trio (3/29-4/3); Gerry Niewood 
(4/5-17); Spider Martin, Jimmy Owens and others 
(late March); opening nights are broadcast live on 
public radio in Buffalo, WBFO. 

Central Park Grill: Carl Cedar, Duffy Fornes, 
Joel Perry (jam session 10 PM-2 AM Mon.) 
Mulligan's (Hertal): Big name jazz (Wed.-Sun.). 
Anchor Bar: Jazz Fri.-Sun. with the Johnny Gib-

son Trio. 
Pierce Arrow: Live jazz with the Jon Weiss 

Quintet (Thurs.). 
Odyssey: Live and recorded jazz weekends. 
Jack Daniel's: Live jazz Tues. and Sun. with 

Spyro Gyra. 
On The Air: WBFO-FM (jazz noon and 11 PM 

daily); WBLK-FM (jazz 10 PM-1 AM, Sat.); WEBR-
AM (jazz 7 PM-midnight nightly); WADV-FM (jazz 
nightly 11:30-12:30 Mon.-Fri.). 

SAN DIEGO 

Port Royale: Mike Wof ford Trio (Fri.-Sat.). 
Crossroads: Hollis Gentry Quartet (Thurs.-Sun.). 
Aspen Mine Company (El Cajon): Tony Ortega 

Quintet. 
Chuck's Steak House (La Jolla): Zzaj (Thurs.-

Sun.). 
KPRI-FM (106): New jazz-rock show (1 AM-6 

AM). 
Jose Murphy's: Joe Man/lo Quartet (Tues.); 

White Legs Walker (Fri.- Sat.). 
Boom Trenchard*s: Ciao (Tues.-Sat.). 
Albatross: Nova (Tues.-Sat.). 
Billy Bone's: Nat Brown (Wed.-Sat.); jazz day 

(Sunday). 
Convention Center: Gordon Lightfoot (3/6); 

Gentle Giant/Renaissance (3/30). 
Ocean View Room: Annette Stephens Trio 

(Tues.-Sat.). 
Mandolin Wind: Preston Coleman (Sunday). 
Pal Joey's: Flo Bringham New Orleans Preserva-

tion Band (Fri.-Sun.). 
Chuck's Steak House (Escondido): Brothers 

(Thurs.-Sat.). 
Over Easy Production: Tom Cat (Friday, Sun-

day). 
Sports Arena: Genesis (3/27). 
La Costa C.C.: Joe Marillo Quartet (Sun.). 
Southwestern College: Jazz festival, special 

guest (4/22-23). 
Mercedes Room: Kirk Bates (Tues.-Sat.). 
Dick's At The Beach: Natural Fact (Thurs.-Fri.). 
NC's Lounge: Jimmy Noone/Ted Picou Group 

(Sunday). 
Mississippi Room: Bob Hinkle Trio (Tuesday, 

Saturday). 
Bacchanal: Satisfaction (Tues.-Sat.). 

CLEVELAND 

The Armadillo (Akron): Pat Pace Quartet w/ Bob 
Frazer, Marty Block, Bill Severance (Thurs.-Sat.). 

Benji's Lounge (Sheraton Beachwood): Dewey 
Jeffries Trio (Tues.-Sat.). 
Cleveland State University: Annual Jazz Festi-

val (4/24, 7:30 PM). 
The Boardinghouse: Bill Gidney-Chink Steven-

son Duo (Tues., Thurs., Sat.). 
State Theatre (Playhouse Square): National jazz 

acts weekly (Tues.-Sun.); call 523-1755 for 
reservations. 
The Theatrical: Glen Covington (thru 3/26); Roy 

Liberto (4/4-4/23); Ron Joseph (4/25-5/7). 
The Agora: National jazz acts Tues. 
Fairmount Presbyterian Concert Series: The 

Descendants of Mike and Phoebe (4/24, 7 PM). 
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E. & O. Mari has designed a series of strings that probably will become a standard 
for all acoustic, electric and electric bass guitars. These strings are made from the high-
est quality metal and metal alloys, then forged to exact specifications and hand wound. 
They're micrometrically tested with precision gauging equipment and finally re-tested 
by the best ears in our business. All this is necessary to achieve our one purpose — 
to produce strings that fully articulate each and every note to its maximum. 

.1.1141.00.1.1000 
No, ...... ••• 

This line of articulate strings are broken into three categories, featuring: Sweet 
Talkin' Bronze ( acoustic guitar). Fast Talkin' Steel (electric guitar) and Deep Talkin' 
Bass (electric bass guitar). 

They come in a variety of gauges, from Thin-thin to not-so-thin. You should be able 
to find a gauge that's most comfortable to you. The La Bella series are now in distribu-
tion in most music stores and music departments. So when you're ready to get new 
strings, try a set from our Articulate Series. 

We think you'll be very pleased with the full, rich, articulate sound. 

La Bella Series Of Articulate Strings 
Designed by E. eiz. O. Mari. 

E & O. Man, Inc . 38-01 23rd Avenue. Long Island City. New York 11105 



The fresh, razor sharp, ping sound of this Avedis Zildjian inno-
vation brings crisp new color to the tonal spectrum. 

Here is positive, high pitched stick sound with no build up in 
overtones. A big plus for recording and small group work 
Available in 8" through 22" diameters. 

Note that the clean, tapered 
shape of the new Avedis 
Zildjian Flat Top has neither 
cup nor bell. 

Compare this profile of the 
famous Avedis Zildjian Ride 
cymbal played around the 
world. 




