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BARBIERI

gentina either.

Barbieri: Yes, but the rhythm of the Indians
is completely different from the black—in
Chapter One I used this kind of music. In Chile
it's the same—no black people—in Paraguay,
Bolivia, it’s all Indians and white people.

Birnbaum: It’s hard for me to evaluate
something like Chapter One because we don’t
get to hear much of that music here.

Barbieri: The Indians have a kind of bombo
(drum) and flute, the gauchos play guitar, and
when they mixed it became the folkloric
music of Argentina. It almost seems that
northern Argentina was one of the Inca civili-
zations—northern Argentina, Chile, Bolivia,
Peru—all have this influence, but not in
Brazil, Colombia or Venezuela.

Bimbaum: They have a mixture of black
and Indian music in Colombia and Ecuador—
some of it sounds very strange, a little like
avant garde jazz.

Barbieri: In Peru they have a very small
band, with a very small tuba; they play like a
band, but Indian, not like a regular band—
very, very strange . . . incredible. We saw it in
a Chilean movie.

Birnbaum: Ray Barretto is very big on Astor
Piazzola, the Argentinian bandoneon player.

Barbieri: He doesn’t play Latin music.

Michelle: He plays tango, modern tango.
Tango is a city product.

Barbieri: Born in Buenos Aires.

Michelle: Tango became famous in Europe
before it became famous in Argentina. It’s
very strange, the history of the tango—it was
forbidden, you know. Men used to dance with
men, because it was very scandalous for a
woman to dance tango—the steps were in-
credible. When it became fashionable in
Paris, women started to dance the tango and it
became slicker and more sophisticated. But it
originated with the lower classes.

Birnbaum: 1 understand most of the Euro-
pean tango musicians were Spanish.

Michelle: They still have bandoneon play-
ers in Europe. When we did Last Tango we
had four bandoneon players from Paris. They
were French and had been playing tango for
many years—it was very popular. A friend of
ours, one of the editors of Jazz Magazine, told
us at his house in Cannes that one of the first
jazz magazines in France was called Tango
Jazz, or Jazz Tango, in the '20s or *30s. Tango
was very important.

Barbieri: I think jazz musicians have be-
come more interested in Latin rhythms—it
seems they always use at least some Latin
beat. You have this record Fiesta with Charlie
Parker—fantastic, beautiful, a very happy rec-
ord. He plays Tico Tico, he plays Mama Inez,
he plays many of tunes from South or Central
America.

Birnbaum: There have been several new
Brazilian releases in the U.S. lately—Milton
Nascimento, Jorge Ben.

Barbieri: Milton is very good.

Michelle: Jorge Ben is fantastic. We just
met him in Rio a month ago—he is a true
poet. If you relate to the words and the rhythm
it’s fantastic, incredible, beautiful. I think for
that the Brazilians are really exceptional.

Barbieri: Yes, they are the best.

Michelle: It’s beautiful music and it doesn't
necessarily have to be in English to be under-
stood. People are becoming open to new kinds
of music.

Birnbaum: Maybe it's because there haven't
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been any really new sounds in jazz for a while.

Barbieri: Yes, I think so too, because there
are not so many good new soloists.

There are still jazz musicians, only they
play something different. Jazz is classic to me,
but now many jazz musicians like to play im-
provisation with congas and bass. I think the
music now is in very good shape—I like the
music now—because people play whatever
they feel. This is very important because the
times are changing.

Birnbaum: They're putting a disco beat be-
hind everything now.

Barbieri: Well, this is something for danc-
ing—basically it's okay. I think everything is
more open. More groups use singers—I like
singers very much, like Jorge Ben, Marvin
Gaye, Gladys Knight, because I like to listen
to something that makes me feel good and
that's it—I don't want to interpret. For in-
stance, Marvin Gaye did the music for this
movie which is really good. . ..

Michelle: Trouble Man.

Barbieri: There is more music in the U.S.
than anywhere. If you go to another country,
like Brazil, they want to play pop but they are
not very efficient and they make mistakes. But
here in the U.S. you have more opportunity
because you have very good musicians and
you can do whatever you want. There they are
very restricted—musicians leave because in
Latin countries it’s very hard to do something
different. The people are more traditional.

Birnbaum: Do you listen to any music from
Spain or Mexico? I know that in Mexico they
use a push-button accordion like a ban-
doneon.

Barbieri: Yes, they use accordion. But it’s
not like bandoneon. I like Spanish music, they
have some very great musicians, but I don’t
know . .. there are a thousand kinds of music.
When you listen to something, for instance,
from Mexico—before you might have said
what is this, but now you understand that
they are people and they play. I think all
music comes from the people—like the sam-
ba, like jazz, like the mambo, or whatever—it
comes from the people. This music is some-
thing we now discover, slowly, slowly, like a
new continent.

Everything is like this—now we send satel-
lites to other planets to discover, and I think
we have a lot to discover . . . inside of us, too.
Every day I discover, slowly, something in me,
how to play a certain thing or . .. something.
You learn every day, and I think it’s very im-
portant not to leave everything like it is, like
everything is okay. Lots of people say every-
thing is okay—I don’t think everything is
okay. I think everything is to learn, to under-
stand, and to be open—the most difficult
thing is to know ourselves.

Birmbaum: You used to be more political.
So were a lot of people.

Barbieri: Well, I think everybody is in-
volved. But I'll tell you, most of the Latin peo-
ple took me as a political figure before. But
what I tried to do in all the other records was
to express different feelings in different
tunes—Ilike what’s happening emotionally. So
when they talked to me everybody wanted to
talk in political terms and slowly I became a
little tired of it. I would like them to talk to
me more in terms of music. That’s one reason
I play more internationally—I like them to
listen to me like a musician.

South America is not everything, but now I
don’t know—I want to play merengue or San-
tana or Tchaikovsky, but the basic thing is

still there. I play like I played before and I do
what I did before and I've come around in a
circle. But my music has changed and I want
people to see me more as a human musician.

Birnbaum: There are still people around
playing free jazz.

Barbieri: That's the way they are. But we are
different. It’s very natural—people are like
they are. The most important thing is to play
like you feel. If you try to play like someone
else you make a big mistake. Like some peo-
ple try to make commercial music and it
doesn’t work.

Bimbaum: Then you don't feel you've made
any concessions to commercialism?

Barbieri: No, because I think it's commer-
cial when you sell more than ... I don’t know
how many million records.

Michelle: Coltrane sold records—he didn't
make concessions. I don't think the fact that
you sell records necessarily means that you
make concessions. Marvin Gaye sells albums
—1I don’t think he makes any concessions—he
plays exactly what he wants to play. He didn’t
even tour for seven years and he sells millions
of albums.

The real tragedy is when you make a con-
cession and it doesn’t work and you sell two
albums and then you're really ready to cut
your wrists. Nobody really knows what ingre-
dients you need to make a hit album. A lot of
people ask Gato, “Were you aware that Last
Tango was going to be a hit?"” We were not
aware. The public is very mysterious. There is
nobody that can tell you, not the best pro-
ducer, not the best record company, nobody
can tell you, “Okay, you put two plus five plus
seven together and it becomes a hit.” If they
knew, everybody would have hits.

Birmbaum: One musician whose success
might not have been anticipated is Anthony
Braxton.

Michelle: Exactly—that was one example I
was going to mention. We had a terrible re-
view once because of Anthony Braxton.

Barbieri: Yes, I'll never forget that.

Michelle: This critic who came to the Bot-
tom Line to hear Gato, his main concern was
why does Gato Barbieri have standing room
only while Anthony Braxton is starving to
death in Japan? And two minutes later An-
thony Braxton is signed with Arista and is not
starving anymore.

So now the critic’s problem is probably
somebody else—there is always somebody
starving. No one was concerned when Gato
was starving. I starved, we ate ice cream for
lunch a lot of times. I remember in Italy I dis-
covered that ice cream had much protein, so
we had an ice cream cone for lunch and then
dinner for 500 lire . . . and nobody wrote that
Gato Barbieri was starving.

Sometimes critics take it upon themselves
to be like gods—they’re not gods. They put this
thing on Gato for so long in Europe—Gato
Barbieri sounds like Coltrane, Gato Barbieri
sounds like so and so. That's easy—why don’t
they just try to find out what Gato Barbieri is
all about. Because really nobody played like
Coltrane but Coltrane. Nobody has ever im-
provised My Favorite Things like Coltrane—
nobody can, it's impossible. He was unique—
he was an influence on everybody. He dis-
rupted some people’s lives and others he
helped. But it's an easy cop-out to say “he
plays like Pharoah Sanders, he plays like so
and so.”

Barbieri: I've had a lot of aggravation. My
name, Barbieri, is Italian, and when [ was in
















The publisher and the writer collect money
from the mechanical license fees of the re-
cording companies, from performance fees
paid by music users through affiliation with
BMI and ASCAP. The publisher also licenses
songs for use in motion pictures, television
and commercials, the fringe areas outside rec-
ords and public performance.

The publisher puts the songs of the writer
into printed form—song books, sheet music,
educational material like guitar methods,
band arrangements, or choral charts—takes
care of paper work for the writer, paperwork
such as registering songs with BMI or ASCAP,
securing copyrights, or placing songs with
foreign sublicensees, and even might, if a song
seems to have potential, finance a production
master tape to submit to a recording company.

The publisher, the legitimate publisher,
takes all the financial risks. But songsharks
don’t take any risks. They take their patrons.
The minute a songwriter has to pay a publish-
er to publish a song, the deal is not legitimate.
Songsharks stay within the law. If they say
they’ll publish a song, they might make three
copies. If they say they’ll record a song, they
might make four disks.

Audience member: I'm here because song-
sharks make a business of feeding off the ig-
norance of those of us who don't know what’s
going on in the publishing world. My husband
and I paid $600 for an inferior recording of
two Country-Western songs I wrote. I've got
the records at home and I'm going to make
candy dishes out of them for a Girl Scout proj-
ect. A bandleader in a Denver nightclub
recommended a recording and publishing
company here in Denver. I was thrilled to find
somebody close who could handle my songs.
They did handle them. They recorded them in
an old church building through one micro-
phone. The little vocalist and the little band
she brought rehearsed once. The lead guitar
faked it. It didn’t even sound like my song.
Two disk jockeys in Denver told me the sound
was so poor the record couldn’t even be con-
sidered for distribution. When 1 complained
to my publisher, she said I had got what I'd
paid for, that she’d done what she said she
would do, that I had my recording and we
were finished. The first thing I'm going to do
after this symposium is call that publisher and
ask for a release so I can go on to a legitimate
publisher.

P: Sometimes these people sneak in as BM1
affiliates. But when we find them among us,
out they go. We are trying to get the word out
on songsharks and hope the message reaches
everybody. Songwriters should read the
pamphlet on songsharks by Ed Cramer, BMI
president. But anyone can make the real test:
is the publisher willing to take the risk?

We've said here no one pays a legitimate
publisher to publish a song. Let me say also
that no one pays a legitimate producer to get
discovered, an agent to get booked, a record
company to get recorded. I want to be as em-
phatic as possible. If we accomplish nothing
else in this whole seminar, it will be worth it
all for this audience to know: don't pay!

Q: How do I register a song with the copy-
right office?

P: For a six dollar fee, the copyright office
will register any single musical work and send
back notice of registration, which proves not
that the work is original, but that it was regis-
tered on such a date. In the old days, people
used to send themselves a lead sheet by regis-
tered mail to prove the date of authorship.

Under the new copyright law, though, protec-
tion by reglstenng material is mandatory. If
an author is also an artist who performs songs
before strangers, paying the six dollar fee for
each original song seems wise. Once a second
person hears an uncopyrighted song, plagna-
rism is possible. Lyrics alone cannot be regis-
tered as a song. They are poems. But a melody
can be. And a lead sheet is sufficient for the
copyright office.

If a collection of songs is registered as a
unit for the single fee, the title of the copy-
right protection will be something like, “A
Compilation of Songs by So-and-So.” The
material will be protected, but not under the
individual titles of the individual songs. That’s
an inexpensive way, but when an individual
song from the collection is going to be pro-
moted, it should be individually registered:
Nobody calls children by their last names.

Copyrighting a song before taking it to a
legitimate publisher is not necessary. No such
publisher has any intention of stealing songs.
Instead, provided there is interest in promot-
ing the song, copyright procedures will be
taken care of by that publisher. To copyright
musical/dramatic works, like stage shows,
there’s a special form, form D, which registers
the whole work as an entity. To promote indi-
vidual songs from the work, the author then
registers each one separately.

Q: If I have a song a publisher likes, what
kind of contract should I sign?

P: Contracts can specify any terms the par-
ties agree on. Those terms, though, should be
agreeable to both. Here are three samples of
publishing contracts:

1. A contract which remains in effect for
the life of the copyright on a particular song
or any number of particular songs.

2. A contract which specifies that in a cer-
tain period of time a song must be recorded or
revert back to the writer.

3. A contract which promises the publisher
exclusive rights to the output of a writer.
Everything written by that writer will be pub-
lished by the contracting publisher for a
period of, say, one, two, or three years. This
type of contract is flexible in form and is used
when a publisher feels a writer will have a
steady output at a high level. It's a case of a
publisher subsidizing a writer.

Q: Suppose I want to be an individual artist
or I have a band. Where can I get a good man-
ager?

P: A manager has to be someone who
believes in the artist or the band just as much
as they believe in themselves, someone just as
talented in the business as they are in making
music, someone who will work 24 hours a day
and expects to get paid well. Next door neigh-
bors and old buddies don't always know what
it means to play a certain area, do a certain
date, be on a certain TV show, hold a certain
press interview, or design a song for a certain
FM market. They don’t always know which
agency to go to or how to deal with which
publisher.

Managers are like doctors or lawyers—they
get paid for their knowledge and how they use
it. One of the best ways to find the right man-
ager is to look at the successful ones. If a band
is succeeding, their manager is succeeding. A
lot of top managers come from nowhere. They
fought their way up in a dog-eat-dog business.

Q: As a producer, how many times have you
kicked yourself for not signing a dude that the
a&r man down the block signed?

P: Truthfully? I have never kicked myself
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for not signing somebody, only for signing
somebody and then not doing the job 1 meant
to do for them. I don't worry about anyone
somebody else signs, just about the ones I sign.
No producer can have everybody.

Same questioner: I'd like to know one more
thing. Who made you God?

Same panelist: The same person who can
take it away from me, I guess.

S.Q.: No, really, you make or break a dude,
man.

S.P.: Now don’t say that—you see, you're
putting your life in my hands; you're putting
the responsibility on me. I don't buy that. 1
can only help you: that's all I can do. And I
mean this for the record business in general.
There have been a number of instances where
people have failed on one company and again
on another, and then it happened on the third.
I got my job as it now is by starting as a local
musician, going on to be a local promotion
man, then a regional promotion man, then an
assistant a&r man, then director of a&r, and
now vice president of a&r. I worked. . ..

Another panelist: It seems to me that we
here in Denver are entirely too passive in pur-
suing our own interests. You all did a good
thing by coming to this symposium, but that’s
not enough. You can't sit back and expect
something to happen. You must generate ac-
tion. I think of my own career. Just about ev-
ery important opportunity I had was self-gen-
erated. And I'm sure if you go down the line of
these panelists you'll hear the same story.

There are studios here, so there are opportun-
ities here. Get at it.

Q: How does BMI fit into the songwriting
business?

P: We make contracts with the users of
music allowing them to schedule any material
by BMI-licensed lyricists or composers. We
then log performances of that material by a
sampling process and pay royalties directly to
authors and publishers. We're non-profit, so
we take only a percentage of the licensing fees
for operational expenses.

We support individual writers and com-
posers as well as the industry in every way we
can. For example, we will listen to and evalu-
ate new songs, we sponsor the Songwriters
Showcase, and we produced The Score, a film
about motion picture composition and sound
track recording. It’s available for selected
showings from the BMI offices at 40 W. 57th
St. in New York or at 6255 Sunset Blvd. in
Hollywood.

Q: Do the film and television industries hire
songwriters?

P: They hire both lyricists and composers.
But songs here must be written to order to fit a
preconceived idea. For example, the title song
for a picture has to be suitable for promoting
the picture. And a TV series title song must
relate to the style of the show.

Q: How do I get my own record on radio?

P: In the good old days of broadcasting,
programmers could respond to their own gut
feelings about some record. But now they’re

guided by research into what is currently
popular with various age groups. A format of
certain selections played in specific order ata
certain time of day—the rotation system—is
the common method of scheduling music. The
program of a typical station is like the yellow
pages set to music. But if a local group is ex-
tremely popular, it can take its record to the
program manager, who might play it at the
personnel meeting. And it then might possibly
get played.
s s

The symposium brought together those who
know and those who wanted to know. A well-
planned format provided plenty of time for
frank questions and honest, caring answers.
Some quarter million words expanded the
original topics into a look at the anatomy of
the music business as a whole.

Perhaps Jay Morgenstern’s final reflections
can best speak for all the panelists:

“I've found this to be an enlightening ses-
sion—getting the ideas and opinions of fledg-
ling writers and artists from a different part of
the country and finding that their problems
are no different from problems of people in
other areas. 1 hope that in some way we have
made them aware of the pitfalls of songsharks
and other charlatans and also aware that the
great majority of people in the music and rec-
ord business are honorable people here only
to serve them. We can make successes of our
individual businesses only by finding and en-
couraging talent.”

LATIN MUSIC

continued from page 14

SANTANA

continued from page 18

Airto and Flora Purim’s fusions. The Latin
jazz-rock movement centered at the Berkeley-
based Fantasy-Milestone-Prestige record
group and has a definite Brazilian tinge.
Brazilian percussionists have had an increas-
ing impact on jazz, Paulinho da Costa work-
ing with Gillespie, Guilherme Franco with
Keith Jarrett and McCoy Tyner, and Portinho
with Gato Barbieri.

Tenorist Barbieri himself, though too well
known for his score to Last Tango In Paris, has
over the past five years or so fused jazz with a
wide range of Latin American styles—among
them tangos with Argentinian “tipico” musi-
cians, Andean Indian music, Afro-Brazilian
percussion and big band salsa. His in-
dividualist experiments remain little under-
stood because of the width of his references.

Latin soul has been given new life in the
1970s, thanks to the disco boom, in which
young New York Latins were heavily in-
volved. But the recent influence of salsa on
other American styles has gone far beyond a
few disco-related crossovers. Largely thanks
to Mongo Santamaria’s influence, 1970s
rhythm and blues have become strongly
Latinized. Not only do black groups’ routines
include Latin percussion—Earth Wind & Fire
bases its huge rhythmic firepower largely on
congas and timbales—but the fundamental
two-bar bass patterns of soul music are a cross
between black gospel rhythms and the two-
bar Latin bass tumbao.

Events like the recent Atlantic Records
deal with Ray Barretto have caused media
speculation about whether salsa can cross
over into the American market. In reality it
has been part of that market for the past 40-
some years, and its overall influence is as
great—and as unrecognized—now as it ever
was. db
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don't have to be great to play the congas. You
can have a good time, hold the beat and en-
hance the music. Why not do it? I don’t want
to be boring, and I don't want to be the best at
anything. I'm just trying to be the best within
myself.

“Today there's so much glitter, space, flying
saucers hanging from ceilings in giant audito-
riums, lasers—well, some of that is nice. It’s
like going to the circus and seeing the cos-
tumes on the performers. But if you don’t get
inspiration from it, it's useless, hopeless. I
don’'t care who's playing. [ want to go home
and feel they laid something on me, they fed
me with inspiration so I can go home and eith-
er write a song or a poem or do something
with myself. If they just impress me and blow
my mind that’s not enough. If you can't inspire
people you're not doing it completely.

“I"d like to play some acoustic guitar, I'd
like to play a couple more ballads onstage.
But the typical consciousness of America is
like the musicians are gladiators. You've got
to have a pedal, and your foot must be on the
floor to 60 or 6S. In Japan and Europe, they’ll
let you get really soft, and you can still burn.
But over here we’re geared for that dynamism.
You throw the crowd up against the wall and
they love it.

“My band is very young, but they're very
wise. They don’t overpower me. Some people
come into the band, and I've seen it in their
eyes. Their main thing is wanting name, fame
and success. I want progress and this band
wants progress. Success is for one cat, but
progress you can share with everybody.

“] saw myself on the Midnight Special, and
1 was really proud. 1 don’t feel arrogant or
weird about it, but what I saw knocked me
out. We were sweating. We didn’t look cute.
We weren’t in satin suits and makeup, playing

only one chord on the guitar. We were actual-
ly putting out, manifesting something from
within ourselves. You know, I never went on
Dick Clark’s show, I never wanted to be on
his show, though it's supposed to be a great
honor. I can’t do anybody’s show when they
don’t let me play for real, and just want me to
lip sync.

“I never listened much to bebop,” Carlos
admits. “It was a little bit distant to me. I like
some of the things, but it doesn’t fascinate me.
Chuck Berry fascinates me. He may not be as
profound as Art Tatum, but he's the one who
knocks me out. I listen to Charlie Christian, I
listen to a lot of Django Reinhardt.

“I do keep going back to Django. He was
playing stuff that Jimi Hendrix played, that
Wes Montgomery picked up on. If anybody
asked me who is the greatest of modern guitar
players, as far as I'm concerned, it’s between
Django and Mahavishnu.

“Then I also keep going back to Miles, be-
cause he’s always moving on. When I do my
own album, as Devadip, I think I can get out
and stretch a bit, collaborate, and get away
from commercialism and simplicity where
simplicity is just for the listener’s sake. I can
do something like Love, Devotion, Surrender,
or Illuminations, where I touch new ground.

“There are lot of people trying to break
down walls, like Ray Barretto and Eddie Pal-
mieri—he’s one of the best known in Latin
music but I think eventually he’ll start using
synthesizers and all because he’s got the soul
and imagination to cope with the possibilities
of today. Bringing Spanish to the radio is not
an obstacle. The radio played Volare, which
became a tremendous hit. If the people want
to hear something infectious, they don't care if
it’s in German or Russian. If it has enough sin-
cerity, eventually they’ll say, ‘I think I'll go to
the library and find out what they’re talking
about.’ dd
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	FIVE NEW ALBUMS THAT TRANSCEND MUSICAL CATEGORIES.
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	the first chorus

	The one that costs less!

	Klugh Oversight

	Trad Discrimination?

	Bone of Contention

	Toyota Putdown

	FINAL BAR

	MARY LOU EMBRACES CECIL

	Star material.




	GATO BARBIERI

	by larry birnbaum

	F

	SELECTED BARBIERI DISCOGRAPHY as a leader

	by howard mandel


	“A

	F
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	★ ★ *

	LARRY CORYELL


	* ★ *

	“Heavy Weather.” Y>u can dress for it, but you can’t escape it.

	VASANT RAI

	SEA LEVEL

	listen to your cymbals, others do I

	says Harvey Mason

	History is our greatest endorsement

	THE SAGA OF AN ELEG ANT GYPSY-AL DiMEOLA

	Quality in Latin

	OUTRAGEOUS MOTHER DOES IT AGAIN!

	det.uK A DIFFERENT

	KIND OF RECORD CLUB

	RAY BARRETTO

	IOWA EAR MUSIC ENSEMBLE






	• ' . ;

	NEW MUSlÄWOilLES' PAST.


	★ ★ ★ ★ *

	NAT ADDERLEY

	WILL LEE

	by michael rozek


	BOB MILITELLO

	by arnold jay smith

	electrifies the drummer

	Blackbyrd’s Gold Series

	BETTY CARTER

	New Foxhole Cafe Philadelphia, Pa.

	CHARLES MINGUS University of Michigan Ann Arbor, Michigan
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	46 □ down beat

	Next time buy Tama Drumsticks

	/WIGHT

	ANNOUNCEMENT

	SPRING CLASSES CLOSED APPLICATIONS NOW BEING ACCEPTED FOR JUNE 20 START

	CURRICULUM by HOWARD ROBERTS

	A NEW APPROACH TO JAZZ IMPROVISATION by Jamey Aebersold.





	$8.95 per volume(LP&Book) See details below

	ADOLPH SANDOLE

	CRCNTNC MUSIC STUDI®

	HOWTO sell your song

	1977 NATIONAL JAZZ CLINICS

	L	 

	music shof^ i •	-	

	1,002 JAZZ TUNES!

	LOS ANGELES

	CHICAGO

	SAN FRANCISCO

	PHILADELPHIA

	PHOENIX

	NASHVILLE	






