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Exclusive Distributors ol King Musical Instruments and Accessories; Benge Trumpets. Cornets. Flugelhorns and Mouthpieces: DeFord Flutes/Piccolos: Marigaux Saxophones. Clarinets and Oboes: Manhasset Music Stands.

J. J. JOHNSON
All-Time Jazz Great

DICK SHEARER
Stan Kenton Orchestra

DAVE BARGERON
Blood, Sweat, and Tears'

KAI WINDING
All-Star Jazz Artist

JAMES PANKOW 
"Chicago"

BILL TOLE
All-Around West Coast Artist

SI ZENTNER
Famous Orchestra Leader

HAROLD BETTERS
Popular Feature Entertainer

JIM PUGH
Woody Herman Orchestra

JIGGS WHIGHAM
Europe’s Foremost Trombonist

RANDY PURCELL
Maynard Ferguson Orchestra

JIMMY HENDERSON
Leader of Glenn Miller Orchestra

. 11 .> j We'd rather let
°ur instruments speak MM MM for themselves

MUSICAL INSTRUMENTS, INC
33999 Curtis Boulevard, Eastlake, Ohio 44094



Why do you think it’s called public address?
The audience is there to have a good 

time. You’re there to work. But, if you’re not 
projecting the sound you’ve worked so 
hard to perfect, you just wasted all those long 
hours in rehearsal.

Now that you’re increasing your public, 
it’s time to address yourself to an investment 
in PA. Check out Yamaha’s EM-Series of 
affordable, fully-integrated sound reinforce
ment systems.

The EM-80,100 and 150 integrated mixer/ 
amplifiers. From four to six input channels, 
from 60- to 150-watts RMS. Link them together 
for even greater flexibility. They’re reliable 
and roadable because they’re built Yamaha 
tough.

Yamaha’s unique stereo balance control 
lets you optimize sound levels in different 
parts of a room. Practically any setup is 
possible with combinations of microphones 
and electric instruments taken direct, 
amplified and submixed.

When it comes to speakers, Yamaha has 
two impressive models to choose from.

Every component is made by Yamaha to our 
own exacting specifications.Yamaha’s 
super-efficient, two-way S4115H enclosures 
with a horn-loaded 15" woofer, HF horn/ 
driver combination with level control, and 
100 watts power handling, make perfect 
mains. On the other hand, our S0112T 
enclosure with 10" and 12" woofers, four 2" 
cone-type tweeters, and 80 watts power 
handling, are ideal as stage monitors or 
excellent low-cost house mains. Both 
models have built-in passive crossovers, 
and are available with built-in power amps.

For all the facts, send this ad along with 
three dollars. (Please, certified check 
or money order only. No cash or personal 
checks.) We’ll rush you an operation 
manual complete with block diagrams on 
our EM-Series. Or better yet, see your 
Yamaha dealer and plug-in to an EM. 
It may be for your audiences, but their 
enjoyment is going ^>VAMAUA 
to pay off for you. W iHlnHlIH

Musical Instrument Combo Division 
6600 Orangethorpe Avenue. Buena Park.CA 90620 

Write: P.O Box 6600. Buena Park, CA 90622
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You have to 
feel how good 

it sounds.

“Some horns are dead . . . and you 
have to push ’em harder for the right 
response. This trombone vibrates 
when you play . . . you can feel the 
note in your hands . . . it’s alive.
"Main thing Is an instrument you’re 
comfortable with. I like a lighter
weight instrument and this is a nice 
light horn. Others can make little ad
justments . . . we’ve already made 
them, right here." .... _a - Urbie Green

Chrome-plated tubing. No more green 
necks and shirts from brass.

Curved 
natural-feel 

brace. 
Closer grip.

Invisible 
slide lock.

^^ontenh

13 Patrick Gleeson: "Planetary Navigator," by Len Lyons. Synthesizer whiz Gleeson is 
breaking new ground with his bold innovations and arrangements. His latest 
record is nothing less than an attempt to commit the cosmos to vinyl.

15 Hubert Laws: "Pied Piper Of Houston," by Chuck Berg. The foremost flutist of 
jazzdom is living proof that nothing happens overnight. Practical advice, with 
emphasis on the classical side.

18 Ian Underwood: "Free Lance Energizer," by Lee Underwood. This multi
instrumentalist made his name as a member of Frank Zappa's merry Mothers. Now 
he’s decided to take things at his own pace.

21 Elvin Jones: “No Concession Man,” by Herb Nolan. Call Elvin a diehard if you want. 
But he has absolutely no intention of amping up and funking out.

23 Record Reviews: Weather Report; Flora Purim; Dave Brubeck; Lenny White; Ron 
Carter; Keith Jarrett; Isao Tomita; Muddy Waters; Carmen McRae/Kimiko Kasai 
and Mal Waldron/Helen Merrill and Teddy Wilson; Don Cherry; Luciano Berio; 
Clifford Thornton/Jazz Composer's Orchestra; David Bowie; Charles Dodge; 
David Friesen; Frank Zappa; Philip Glass; Ross Tompkins.

37 Blindfold Test: Billy Cobham, by Marv Hohman.
38 Profile: Art Lande, by Bob Ness. Sadao Watanabe, by Leonard Feather. Bobby 

Paunetto, by Michael Rozek.
41 Caught: Milt Jackson, by Chuck Berg; Maono, by David Hollenberg.
48 How To Visualize Keyboard Scales, by Dr. William L. Fowler.
50 Perspective: "IAI—Paul Bley’s Bold Experiment,” by Len Lyons.

Departments
6 First Chorus 10 News/Final Bar
8 Chords & Discords 52 City Scene
9 News
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Solid nickel- 
silver slide. 
Larger water 
hole, curved 
key.

The new Urbie Green Martin Trom
bone. Custom-made for Urbie Green. 
Available for those who want the best. 
For a full-color spec sheet, just call, •
toll-free, (800) 558-9421. Or write 
to Leblanc, 7019 Thirtieth Avenue, 
Kenosha, Wisconsin 53140.
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PEEKABOO
1963-Original Snare Drum

1970-First Chrome Set

1971-Crystalite Shell

1977-Fibes patented fiberglass 
filament winding process.

In 1971 we developed the see-through plexiglass complete drum set.
Some of our competitors made fun of our idea—they called our drums Peek-a-Boo.
Actually the plexiglass concept was our second idea. Our first was our fiberglass drum shells, 
and we were the first to produce a complete fiberglass set. Why fiberglass?—well suppose 
you Peek inside our drums and find out. Nobody will yell Boo to frighten you and you might 
just scare a few people with The Fibes Fiberglass Sound

Fibes is Fiberglass (Life-time Warranted Shells) fibes THE CF MARTIN ORGANISATION 
NAZARETH. PA 18064



SUMMER
is the time

BERKLEE
is the place 

for

JAZZ
• harmony
• ensembles
• arranging
• improvisation
• private instruction
• guided listening & analysis
• career counseling
.... and in-depth involvement 

with today’s music with the 
internationally recognized 
Berklee College of Music 
faculty •
Special programs for 

beginning, intermediate and 
advanced students•

7 week program 
begins June 23,1977 

or
12 week program 

begins June 2,1977
•

for complete information on curriculum, 
accommodations, tuition, fees, etc. write 
today to:

Berklee College of Music
Dept. DS

1140 Boylston Street 
Boston, Mass. 02215

AND . ..FOR
MUSIC EDUCATORS ONLY
Nine special 1-week/2-credit SUM

MER WORKSHOPS: Arranging & Jazz 
Harmony, Audio Recording, The Jazz 
Tradition, Synthesizers, Materials, Jazz 
Pedagogy, Guitar, Percussion, and Jazz- 
Rock Performance.

These concentrated 1-week work
shops offer comprehensive group in
struction, individual consultation with 
Berklee faculty, and exposure to rele
vant teaching methods and techniques.

Full use of all Berklee educational and 
professional facilities included.

Two credits for each workshop.
for information write to:

Music Educators Summer Workshops 
Berklee College of Music

Dept. DS, 1140 Boylston St., Boston, MA 02215

the first cnorus
By Charles Suber

TA his issue seeks, in good part, to explain 
the art and craft of three master synthesizer 
studio players and composers: Paul Bley. Dr. 
Patrick Gleeson and lan Underwood. Not in
cluded in this issue, but acknowledged further 
on in this column, is the promising work of 
Master Geoffrey Keezer, six-year-old synthe
sizer studio composer. Very much in this issue 
are Billy Cobham, Elvin Jones and Hubert 
Laws who offer their current perspectives on 
record production, career options and the 
world of music in which they perform.

The similarity of purpose among Bley, 
Gleeson and Underwood is striking. Each of 
them are basically self-taught synthesizer 
players who have evolved their own distinc
tive compositional techniques as session play
ers. (Contrast this on-the-job training with the 
relatively abstract composing backgrounds of 
Stockhausen, Varese and Jean-Claude Eloy.)

Paul Bley's interpretation of the history of 
music underlies his belief that electric follows 
acoustic, as it has done in folk and classical 
idioms. He points out. too, the historical con
verse: electric groups eventually integrate 
acoustic. As a record producer and a founder- 
owner of the Improvising Artists Inc. (IAl) 
label. Bley talks in some detail of the import
ance of properly promoting an artist's record.

Dr. Patrick Gleeson also makes pointed re
marks about most record companies' lack of 
promotion. He does point out. however, the 
positive advantages offered by the companies' 
investments. The companies supply the money 
and equipment without which the artist could 
not advance the state of his art. Gleeson be
lieves that the record companies are. in effect, 
subsidizing the players' development of new 
skills.

Gleeson's analysis of an artist-producer is 
in sharp contrast to Billy Cobham's belief that 
the artist should have control of all phases of 
a record's production. Gleeson reminds us of 
Othello's weakness: “The artist is a person 
'who has ever known himself but little.'”

lan Underwood not only gives good advice 
to would-be studio players, but he speaks with 
assurance about the future of electronic music. 
He is certain that because of continuously ad
vancing technology, highly sophisticated elec
tronic instruments will become so inexpensive 
as to be available to virtually anyone. He in
fers that this wider base of electronic instru
mentalists will advance the music beyond our 
present comprehension. Which brings us to 
Master Keezer.

Young Geoffrey has been creating well- 
constructed musical compositions on an ARP 
2600 since he was five. (Picture if you will, 
this tot sitting on the living room floor with 
his milk and cookies, drawing accurate saw
tooth curves in crayon while monitoring his 
latest tape overdubs.) His parents, both music 
educators in Eau Claire, Wisconsin, are nat
urally proud of their child’s precocity but 
their awe—and mine—lies in the realization 
that the child can hear and recreate sounds 
unknown to us.

We can only hope that Geoffrey and his 
peers will, like Howard Fast’s Children Of To
morrow, be tolerant of their well-meaning but 
backward elders and not shut us off from their 
brave new world of organized sound. db

SYNARE RS.
electrifies the drummer
The innovative SYNARE™ Percussion 
Synthesizer puts crashing ocean 
waves, sirens, cocoanuts, chimes, 
brake drums . . . under your sticks. 
Designed for use with or without a 
drum set, the Synare P. S. is played 
with sticks like a drum, has bounce, 
and requires only a conventional 
sound system. Suggested retail $795.00

■ Write for information and
JL nearest dealer.

VSTAR INSTRUMENTS INC.
Dept. D, P.O. Box 71
Stafford Springs, CT 06076 
Tel. (203) 684-4421

Another quality product from Norlin
7373 N. Cicero Ave.. Lincolnwood, Illinois 60646

51 Nantucket Blvd.. Scarborough. Ontario Canada
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One of our237mouthpieces is 
probably just right for you. 
If not, we’ll make one that is.

You shouldn’t have to N.
settle for a mouthpiece that’s 
only almost right. That’s why 
Bach gives you 237 standard models 
to choose from. Chances are there’s one that 
gives you the ideal combination of cup, rim, 
bore and other critical dimensions.

But we don’t stop there.
We realize some musicians require a 

mouthpiece so special that even Bach may 
not make it. One that will make that upper 
register come just a little easier. Or give you 
more staying power. Or maybe just feel 
better. That’s why Bach will make a special 
custom mouthpiece to give you exacdy what 
you’re looking for.

If you’re not completely satisfied with 
your current mouthpiece, talk to your Bach
NOTE: Only genuine Bach mouthpieces bear the full inscription “Vincent 
Bach Corp.," together with the model number, on the outside of the cup. 

' dealer about our stan* 
dard models. And if you still 

can’t find your 
mouthpiece, send us the coupon.
Well get in touch with you for ■ B pmS 11 
the information we need to 
make a special Bach to fit you.

7 Elkhart, Indiana------------- ,
Vincent Bach
P.O. Box 310
Elkhart, Indiana 46514
Attn: Lloyd Fillio

Name

Address

City State Zip



Praise For Sonny & Chuck
A thank you for the April 7 issue with its 

interview on Sonny Rollins. Chuck Berg 
deserves praise for asking intelligent 
questions and knowing Rollins well enough to 
keep the interview moving along at an 
interesting pace. It covered both the personal 
side and the artistic side of Sonny Rollins 
better than any article I have seen on this 
deserving artist.
John Ziegler Duluth. Minn.

Madison Lives
I would like to comment on a rather crude 

statement made by Charles Suber during the 
Eau Claire “Jazz” Festival, Eau Claire, 
Wisconsin. At the Saturday night 
performance, Mr. Suber said that the only jazz 
that comes from the city of Madison, 
Wisconsin comes from Madison Memorial 
High School.

Evidcntally, Mr. Suber is not aware of a 
man named Jimmy Cheatam. This man is one 
of the most sensitive, capable, and 
outstanding jazz educators I've had the 
pleasure of meeting. Anyone who has sat-in 
during a session with the Black Music En
semble at the University of Wisconsin will 
agree.

So why doesn’t this man direct the Jazz 
Ensemble at U.W.? Personally. I'm getting a 
little tired of these well-rehearsed solos I’m 
hearing so often. We need jazz people in these 
positions.

Fear not, Mr. Suber. Jazz is happening in 
Madison.
W. “Big Fob” Dow Montello, Wis.

Mutilation And Gold
The incredible disparity between the Otis 

Rush and Blackbyrds articles (April 7) turned 
my stomach. Unfinished Business is sure to 
turn gold, thus enabling the Howard Horatio 
Algers to buy the latest Eldorado or 
Mercedes, maybe even more than one, just 
like their Byrdman mentor.

Meanwhile, Otis fidgets with his rotten 
plumbing, trying to scrape up the bread for a 
better broken-down amp.

Music, just like anything else in life, is full 
of injustice and the peculiarities of fate. 
Maybe it's not exactly appropriate to compare 
Otis to Van Gogh. But one thing is sure, 
listening to the Blackbyrds is enough to make 
a man chop off an car.
Thaddeus Horton Brooklyn, N.Y.

It All Relates .. .
... I find that you have a tendency to 

downgrade some of the newer, more 
commercial efforts of some of our great jazz 
artists a la Herbie Hancock, Freddie 
Hubbard, Lonnie Liston Smith.. .. Here at 
jazz station KADX-FM, Denver, we have 
found that these fusion efforts .. . whether 
they be incorporating the sound of rock, 
disco, funk, soul . . . help to initiate the 
unfamiliar to the jazz world.... 1 guess the 
way to approach presenting jazz is to remain 
as eclectic as possible, remembering that 
there are Trane freaks, and those who have no 
idea of who or what he stood for, but could 
tell you the entire discography of Freddie 
Hubbard for the last three years.

It all relates.... In one breath the audience 
cries for Benson’s Breezin’ and in the next for 
Braxton's Creative Orchestra Music '76.
John W. Sutton
KADX-FM Denver, Col.

Down With The Negative
What is the point of attacking bad music by 

devoting loads of space to it? After reading 
the letters and record reviews in the March 10 
db, I am patently aware and gladdened that 
you and certain readers hate disco, funk, etc. 
But why cram your publication full of nega
tive notice after negative notice? For every 
Turrentine, Ayers, Mann, etc. that you waste 
space on, there are dozens of other people 
contributing honest and valid works that de
serve mention. Any careful record buyer will 
not purchase product by the abovenamed 
clowns, and do not need the aesthetic "protec
tion" which you lavish upon them. The people 
that do buy the records have aesthetics which 
are beyond your powers to correct. In this 
situation, it’s your hype against that of the rec
ord companies.

Any notice, even the most negative, is the 
wrong approach to dealing with worthless 
music. Ignore it completely, and devote your
selves to finding and promoting the worth
while. Otherwise, it will appear as though you 
are on the defensive.

The creators of nonsense are interested in 
money, not your reactions. 1 don’t want to 
have to learn German just to be able to read 
about good music. .. . But 1 may have to. 
William Tandy Young Crozet, Va.

Ludwig’s front runners 
for the Drummer’s Revolution.

Now, Ludwig offers three ways to 
get ahead with your foot. With your 
choice of three of the finest drum 
pedals on the market. Speed King, 
the time-tested, fast action pedal 
preferred by professionals. The

effortless, quick-response Ghost 
pedal. And the adjustable giant for 
even the biggest bass drums, 
the Caroline.

Get your feet into gear in the 
Drummer's Revolution. Step into our

front-running pedals at your local 
Ludwig Dealer.

The Ludwig Revolution rocks on!
Ludwig Industries • 1728 North Damen Avenue • Chicago, III. 60647
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Roy Eldridge is slated to be a NYJRC honoree at Newport ’77

Recent Columbia adds in- Warner Brothers newies in
clude Go For Your Guns, the elude Time Loves A Hero, Little 
Isley Brothers; Fundamental Feat; Front Money, David New- 
Ro//, Walter Egan; Unmistakably man; 2nd Honeymoon/Don't Stop 
Lou, Lou Rawls; What The World The Music, Deaf School; A Peri
ls Coming To, Dexter Wansel; od Of Transition, Van Morrison; 
Say No More, Les Dudek; Stage Brothers, Taj Mahal; Love You, 
Pass, the Michael Stanley Band; the Beach Boys; and Now Do U 
and In A Different Climate, Mal- Wanna Dance, Graham Central 
lard. Station.

RCA has issued A Painting, 
Neal Fox; The Best Of Brian 
Auger's Oblivion Express; The 
Best Of Lou Reed: The Greatest 
Of The Guess Who; and Your 
Place Or Mine, Gary Stewart.

The latest from CTI includes 
Crawl Space, Art Farmer; Tow
ering Toccata, Lalo Schifrin; and 
Four. Bob James. db

NEW YORK—The Newport 
Jazz Festival will present its 
sixth annual bash in this city from 
June 24 through July 4. In those 
11 days the music ringing from 
the concert halls, the streets and 
the Staten Island Ferry will in
clude the likes of vocalists 
Sarah Vaughan, the Pointer Sis
ters, Betty Carter, Mel Torme, 
Mabel Mercer, Joe Williams and 
Big Joe Turner, the big bands of 
Woody Herman, Thad Jones & 
Mel Lewis, Horace Henderson 
conducting the New York Jazz 
Repertory Company, Maynard 
Ferguson, Stan Kenton, Count 
Basie, the NYJRC (in a tribute to 
Earl ‘Fatha’ Hines and Roy Eld
ridge) and Sy Oliver.

Special concerts will be held 
at New York University under the 
aegis of Jack Kleinsinger, and 
three separate events will be 
held at Waterloo Village, the 
New Jersey restoration site of 
last year’s runaway successes. 
The Kleinsinger NYU shows will 
include a NYJRC concert, a film 
festival produced by David 
Chertok and a children's con
cert. The Waterloo events in
clude a Dave Brubeck concert 
with Jimmy Giuffre, another jazz 
picnic and a concluding blues 
picnic. The lineup runs to many 
paragraphs, so contact the NJF 
office in N.Y. for details.

The ferry ride up the Hudson 
River will star Wallace Daven
port and his All Star New Or
leans Band plus the Dukes of 
Dixieland. There will be Latin 
music in the streets as Jazzmo-

Gotham Update
NEW YORK—A couple of 

clubs here have changed their 
policies as well as ownership.

The Lorelei, which inaugu
rated a band policy some time 
ago, has brought a couple of 
bands back to the place. On 
Monday nights, Tone Kwas and 
his Jazz Mission, a 19-piece unit, 
regularly performs. On Tues
days, Brownie's Revenge, a 31- 

bile presents “Salsa en la Calle" 
under the sponsorship of Schlitz 
Brewing.

Diversity is the key to this 
year’s fest. In addition to Eubie 
Blake, we will be able to hear the 
Revolutionary Ensemble and 
Double Image from the lofts. An 
unusual solo concert will feature 
cappella appearances of Art 
Blakey, Gary Burton, John Lew
is, Charles Mingus, Joe Pass, 
Steve Swallow and Joe Venuti.

Producer George Wein is 
dedicating the entire festival to 
the memory of Erroll Garner. 
"With this in mind, we have 
scheduled concerts by various 
pianists. Among them are Oscar 
Peterson, George Shearing, 
Teddy Wilson, along with Hines 
and Lewis," Wein stated.

In all, there will be some three 
dozen performances, for which 
about $500,000 has been 
budgeted. This does not current
ly allow for the popular 52nd 
Street Fair begun in 76, “but 
don’t count us out of that yet," 
Wein said.

Others to be featured in the 
festival performances include 
Clark Terry with Sassy; the L.A. 
4 with Herman; Dizzy Gillespie; 
Hank and Elvin Jones with Thad 
& Mel; Phil Woods (on the Fergu
son program); McCoy Tyner (in a 
program of his own); George 
Duke; Sonny Stitt (on the Kenton 
program); Gato Barbieri; a drum 
show featuring Max Roach, Roy 
Haynes and Blakey; Ornette 
Coleman (in his own show); and a 
closing dance at Roseland.

piece jazz-rock band, plays at 
the Lorelei. Don Pinto conducts.

The loft known as The Brook 
has been taken over by Charles 
Tyler, Frank Farrucci and Harry 
Streep. Presenting a variety of 
music including jazz and classi
cal, the club is diversifying into 
theatre, poetry and educational 
programs. The loft-club also has 
rehearsal space available.

Tango
BUENOS AIRES—The tango is 

undergoing a renaissance in Ar
gentina. Visiting aficionados and 
local fans, (called magaldistas) 
crowd nightly into El Almacen de 
Rivero and Cano 14 in downtown 
Buenos Aires.

Tango clubs are thriving all 
over Argentina, and special 
events have been scheduled in

Jazz In
PHOENIX—The Southwest 

jazz scene is getting a boost 
from a new organization called 
Jazz In Arizona, Inc. The non
profit club is led by longtime 
Phoenix disc jockey Herb “Mr. J” 
Johnson (President), and Don 
Miller (VP), Pat McElfresh (Sec
retary) and John Eck (Trea
surer). Other board members in
clude Bob Miller, Charles Lewis, 
I e Enriquez, Dan Haerle, Bob 
I Michael Duffy Johnson and 
n y others who are prominent 
in various aspects of Arizona 
jazz.

Jazz in Az will concentrate, 
says Johnson, on promoting live 
jazz in local auditoriums and 
clubs, and also on furthering jazz

Nimmons Wins Juno
TORONTO—Canada's answer 

to the Grammy Awards, the Juno 
Awards, introduced a new cate
gory for 1976 into their rock- 
c&w-folk dominated competi
tions—Best Jazz Recording. The 
first winner, announced on 
March 17, was Phil Nimmons' 
The Atlantic Suite, released on 
the Sackville label. Other nomi
nees were the Boss Brass' The 
Jazz Album (Attic); Moe Koff- 
man's Jungle Man (GRT); Oscar 
Peterson’s Travelin' On (Phono
disc); and Joel Shulman's No
where But Here (Attic). Spon
sored by the Canadian Academy 
of Recording Arts and Sciences 
(CARAS), the Junos waived their 
usual criterion—sales figures—

Reborn
memory of the great Argentine 
tango singer Agustin Magaldi, 
who died in 1938.

The tango fad is not limited to 
Argentina. In Colombia, an an
nual Tango Festival is held in 
Medellin each June in honor of 
Carlos Gardel, another tango 
singing great, who died there in 
an accident.

Arizona
education and musical aware
ness in the schools. Within 
weeks of the organization's 
founding, the second annual 
Herb Johnson Jazz Scholarship 
Benefit made a substantial con
tribution to the music coffers of 
Arizona State University by pre
senting a festival of area jazz 
groups. Jazz in Az also played a 
part in bringing the Bill Evans 
Trio to town, and will present 
Young Sounds, an all-star high 
school big band, in concert May 
22. Johnson has expressed 
hopes for aligning with Monk 
Montgomery's Las Vegas Jazz 
Society so that small jazz tours 
might be booked in the Phoenix- 
Tucson-Vegas circuit.

in favor of the proverbial jury of 
experts: writers Jack Batten, 
David Farrell and Peter God
dard, and broadcasters Lee Ma
jor (CBC) and Ted O'Reilly 
(CJRT).

Canadian record companies 
note: to have any Canadian jazz 
LP considered for the award re
quires that the record company 
send five copies to CARAS in 
Toronto. However, since the 
category was new for 1976 and 
publicized only as a fait accom
pli in early 1977, not every eligi
ble record was considered. PM 
Records, for one, the leading 
producer of Canadian jazz re
cordings in 1976, did not submit 
its catalogue.
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potpourri Herman Injured In Crash
Sincere apologies to Bill Par

sons of the Iowa Ear Music En
semble (record reviews, 4/21), 
who is most assuredly an auteur, 
not an amateur.

•
New operators have taken 

over the financially-plagued 
Ivanhoe Theatre in Chicago. The 
fledgling Gumdrops Corp, is 
headed by attorney Joel Carlins. 
Former head man Bob Briggs 
sold out to Gumdrops and is re
portedly trying to settle his 
huge debts to Ivanhoe creditors. 
Briggs' Ratso's operation re
mains unaffected by the Ivanhoe 
difficulties.

•

The Pittsburgh Music Makers 
(a non-profit organization dedi
cated to the advancement of 
local music) recently voted Spy
der and Co. (featuring Eric 
Kloss) the city’s top jazz group 
in their annual poll.

•

The International Society Of 
Bassists will hold a four-week 
summer school for bass at the 
University of Cincinnati College- 
Conservatory of Music from 
June 27 through July 24. The or
ganization is also promoting two 
special bass workshops: The 
Bass Farm, June 17-21 at Bard 
College, N.Y., and the Interna
tional Double Bass Seminar at 
Hartt College, Conn., June 
20-24.

9
Norman Connors fans will be 

pleased to know that his You Are 
My Starship album has been cer
tified gold by the RIAA.

•

The University of Wisconsin at 
Whitewater will host the Second 
Annual Marching Band of Ameri
ca Workshop/Competition Festi
val June 1 -5.

•

A two-hour tape of Tom Waits 
in concert is being made avail
able by Elektra/Asylum Records 
for radio use at no charge. It was

ATLANTA JAZZ DAY
ATLANTA—On Sunday, May 

22nd, the Jazz Forum of Atlanta 
is sponsoring Jazz Day in the 
Park. As part of Atlanta’s annual 
Arts Festival in Piedmont Park, 
this 12 hour free concert will 
feature local talent. Participants 
include Life Force, featuring Joe 
Jennings and Howard Nicholson; 
Skip Lane and Blues; Ojeda 
Penn; the Osborne Middle 
School Band; and Ted Howe's 
Blue Gas Orchestra.

Susan Rosmarin, director of 
the newly formed Jazz Forum, a 
non-profit organization dedi
cated to educating Atlantans to 
the joys of jazz, told db she 
10 □ down beat 

recorded at the Shaboo Club in 
Willimantic, Conn.

Vocalist Van Morrison has put 
together a hot new group that in
cludes John Platania on guitar; 
Jeff Labes, piano; Anthony 
Jackson, bass; and Ollie Brown, 
drums.

•
Songstress Cleo Laine re

cently made her Las Vegas 
debut.

•
A 23-piece jazz/rock band 

called Mean Machine has been 
signed by Shadybrook Records.

•
The Modern Jazz Quartet re

cently reunited for a concert at 
San Diego’s Civic Theatre, per
forming under the auspices of 
the San Diego Symphony.

•
The 8th Annual Pee Wee Rus

sell Memorial Stomp, at Bridge
water, New Jersey, raised 
S1,000 for the Institute of Jazz 
Studios scholarship fund at Rut
gers University. Special honors 
went to Joe Venuti and Village 
Vanguard owner Max Gordon.

•
The Hollywood Press Club 

hosted several big band leaders 
at an April luncheon in Los Ange
les, paying tribute to Harry 
James, Les Brown, Charlie Bar- 
net, Alvino Rey, Frankie Carle, 
Chuck Foster and others.

•
Blues septuagenarian Roose

velt Sykes is reportedly joining 
John Hammond for an upcoming 
LP on Vanguard.

Stan Kenton's weeklong resi
dencies this summer include: 
Drury College in Springfield, Mis
souri (6/19-25); Towson State, 
Baltimore (7/24-29); Cal State 
Sacramento (8/7-12); and 
Orange Coast College, Costa 
Mesa, California (8/14-19). db

hopes to make the day-long con
cert a yearly event. Instead of 
booking established acts, Ms. 
Rosmarin wants to spotlight lo
cal musicians in the hope of cul
tivating Atlanta's jazz audience.

Hot on the heels of the “Ken- 
tonian," a high school and col
lege band workshop/competi- 
tion hosted by Stan Kenton and 
his orchestra, Jazz Day is ex
pected to provide the boost nec
essary to solidify the Atlanta 
jazz community.

For further information, con
tact the Jazz Forum of Atlanta, 
P.O. Box 54848, Atlanta, Geor
gia 30308 or call 404-938,9244.

MANHATTAN, KAN.—Band
leader Woody Herman was re
cently injured when his car was 
involved in a head-on collision. 
Herman was en route to a semi
nar and concert at Kansas State 
University in Manhattan.

The accident occurred during 
the daylight hours near Fort Riley, 
Kansas, directly in front of 
Erwin Hospital (where Woody 
was immediately taken for treat
ment). He was later moved to St. 
Mary’s in Manhattan.

A spokesman for Herman told 
db that Woody's condition was

4000 AT NOTRE DAME
SOUTH BEND—The 19th an

nual Collegiate Jazz Festival at 
the University of Notre Dame 
(the oldest college jazz event) 
pulled a record crowd of over 
4000 people.

Chosen as "Outstanding" from 
the 16 participating ensembles 
were the combos from Fredonia 
State U. College (N.Y.) and Wis
consin Conservatory (Milwau
kee); and four big bands (listed 
alphabetically), including Fre
donia, the Medium Rare Big Band 
(an "unofficial" group from the 
New England Conservatory), 
Northwestern U. (Evanston, III.), 
and the 40 piece Texas Southern 
U. Jazz Ensemble (Houston).

The “Outstanding Festival In
strumentalist" award went to 
Steve Rodby, bassist from 
Northwestern U., who also re
ceived acoustic and electric 

FINALBAR
Herman (Hymie) Shertzer, lead alto saxist for Benny Goodman, 

recently died of lung cancer in New York City. He was 67.
Shertzer’s alto sax was largely responsible for the smooth way 

the Goodman unit sounded during the '30s. Hymie was a naturally 
swinging musician and imparted that feeling to the reed section.

Shertzer started on violin at nine and took up sax at 16. He was 
playing with Gene Kardos at Roseland in 1934 when he heard that 
Goodman was organizing a band to play at Billy Rose's Music Hall. 
Goodman hired Hymie to double on both violin and sax, later realiz
ing that he had an alto.

For ten years Shertzer shuttled between the Goodman and Tom
my Dorsey bands. For many years he was a staff musician with NBC 
and he remained an active studio musician until his death.

He is survived by his wife, two daughters and two grandchildren.
•

Ruby Smith, blues singer, dancer and niece of the late Bessie 
Smith, recently died of cancer in Anaheim, California. She was 73.

Ruby was the niece of Bessie by Bessie's marriage to Jack Gee. 
Ruby, born Ruby Walker in 1903 in N.Y., changed her name for the 
Spirituals To Swing concert produced by John Hammond in 1 938 in 
Carnegie Hall, since Hammond was grooming her to replace her 
aunt. She had traveled with Bessie for 14 years as a dancer in her 
troupe. Ruby recorded for Bluebird, Decca and Vocalian during the 
late '30s and early '40s, with such musicians as Red Allen and 
James P. Johnson accompanying her.

Ruby also performed in many clubs in New York, including Cafe 
Society where she sang with James P.

“not critical,” although he was in 
intensive care at this writing. 
"He suffered a fracture of the 
thigh and calf and multiple face 
and head lacerations,” the 
spokesman said.

The band continued its travels 
without him, Frank Tiberi taking 
over the helm for the first few 
nights. As we go to press, plans 
were indefinite as to the possi
bility of a "name” leader being 
hired.

Those who wish to write 
Woody may send letters in care 
of Hermie Dressel, New York.

bass awards. (The judges gave 
the other electric bass award to 
the three-man TSU bass sec
tion.) Another multiple winner 
was Emil Palame, the student 
leader of the Fredonia ensem
bles, who also received plaques 
and cash for Piano and Arrang- 
er/Composer.

The judges—whose jam cli
maxed the Friday night perform
ances—were Randy Brecker, 
trumpet; Bob James, piano; Will 
Lee, bass; Bob Moses, drums; 
and Dave Sanborn, alto sax. 
(Brecker, James, and Sanborn 
were award winners in their stu
dent days.) Charles Suber, db 
publisher, emceed.

A special award was made to 
the festival’s "Patron Saint”, 
George Wiskirchen, C.S.C., who 
also heads the U. of ND’s jazz 
studies department.



'¿frooamitgcoa/des

©1977 CBS Inc.

cdAen domesticated, 
Jfarcaster eodiioits f/ie 

most deceAtioe, cAameAondiAe 
oocat auaAtics. SA not 

on/g ked/otos/ort/i its
own unigue ca///at mag emit 

masica/tones- associated
ant A otAer menders a/tAe 

species Sait ar (S/ectrzca/as are//.

ST/rst Aeardemezying/rom> tAe spectra/deptAs of 
creation in /97^> citarcaster aAandofis tAeggeat ,gr^green ,greasg 

fimfopo andre/ent/esfg camos tAe cAarts.
S/ts attack is AeigAtenediAg a uniguesemi-Ao//da> 

Aodg an(/gazo poppingoocairange 
(o/ic/ /naAc it a prizedtropAg

firaA/ic mate, c i tarcaster 
ooisterous/g in 

to-tAe daper dleoerA andotAers 
g/t/tefami/g SGnpdtfier lender. 

S/ts ecccitedcries zoAen so eztgaged 
Aaoe keen recordedooAaninous/g.

d/oryarfAer re/erence, see lender, 
j(ut/iorized 0ea/er.

^I'cA/ a Aoc onec^

For full-color poster of this ad, 
send $1 to Fender, Box 3410, 

CBS Musical Instruments Dept. 477, Fullerton, CA 92634

STAe diard- (jAargizg'

’tor Utes'J.



FREQUENCY IN HERTZ 

Competition 
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High impedance models 950HS (Contoured response) 
952HS (Flat response) 
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Imagination in communications

THE ASTATIC CORPORATION
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CONNEAUT, OHIO 44030 (216) 593-1111
IN CANADA:
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Now there is another fine response, high performance 
microphone you can buy at a lower cost! Astatic’s Music 
Mike.. .Professional aesthetics and acoustic characteristics 
for the most demanding performer. Attractive design with 
brushed satin chrome finish.
The Music Mike comes in two basic models. One has a 
contoured response for the discreet listener, providing 
crisp sound that every artist will appreciate. A second 
model offers a flat response for the independent entertainer 
who prefers natural sound. Both cardioid mikes come with 
high and low impedence versions, each complete with 
switch and easy-on swivel stand adaptor. Packaging 
includes a modern plastic carrying case.
Astatic’s Music Mike. Why buy any other 
microphone v/hen quality and style 
are available now at a 
lower cost.



PATRICK 
CIAO»K

Planetary 
Navigator
by len lyons

Now that I'm 40 years old and have been 

critical of myself all these years, I think I have 
the right to say that I'm happy with what I’m 
doing.” The speaker is lanky, affable, voluble 
and would appear boyish but for a graying, 
modish hairstyle. He is Dr. Patrick Gleeson, 
formerly an assistant professor of English lit
erature at San Francisco State, now a double
threat in the music industry. What Gleeson is 
doing has two sides to it: musician and pro
ducer. For him, they do not seem separable.

Gleeson dropped out of academia and into 
recording studios in ’68, after three years of 
experimenting with “primitive and unin
formed” electronic music. He used a Moog at 
first, but by the time he had joined Herbie 
Hancock’s Sextant and Crossings group, he 
had switched to the ARP 2600. He has since 
played on, arranged or produced two dozen 
albums spanning the jazz, Latin, rock and 
crossover genres. Ironically, the only album 
under his own name, released last year by 
Mercury, was marketed under the classical 
rubric. Beyond The Sun: An Electronic Portrait 
Of Hoist’s The Planets was played on an Eu 
polyphonic synthesizer, which Gleeson con
siders a more programmable model than 
ARP’s. As the following interview progressed, 
a telephone altercation took place between 
Gleeson and Mercury Records over the dis
tribution of that album, leaving it uncertain 
who will distribute the jazz synthesizer album 
he is currently working on.

Gleeson, however, also produces for Mer
cury and took pains to emphasize that he was 
entirely happy with the company in that role. 
The work is usually done at Different Fur, his 
own studio (also his home), a three-story, red
wood finished warehouse in the Old Mission 
district of San Francisco. Though Different 
Fur opened in 1970, it was recently upgraded 
with a 24-track recorder and fully automated 
console which Gleeson claims is “beyond the 
state of the art.” With an expertise in music 
and electronics, Gleeson has a dual perspec
tive on the music industry. He sees at least one 
serious “sickness” in the present inundation of 
jazz albums into the marketplace, but some 
encouraging trends, too. As a synthesizist he 
has clearly defined his various functions.

♦ ♦ ♦

Gleeson: At present I have three roles as a 
player. For people who want to work at my 

own studio and with whom I enjoy working. 
I’m still doing sessions. I’m not a session play
er for synthesizer overdubs in Ventura City, 
but I'll play for a steep price in my own studio. 
I’m charging $1000 per day because I don't 
want to work unless the project is worthwhile. 
Besides, if someone puts up that kind of 
money I know they’ll respect me as a player 
and they won’t suddenly tell me. “Hey, 1 want 
you to sound like so-and-so on this record 
four years ago.”

1 don’t claihi to be a great keyboard player, 
although I’m improving. A lot of guys can kill 
me on piano. But I do understand the syn
thesizer better than most other players. What 
I contribute on synthesizer isn’t chops but 
programming—conceiving of new uses of the 
synthesizer in jazz. On Crossings for example, 
at the end of Water Torture, I repeat eight 
notes every quarter-note, arpeggiating up and 
down, which describes a chord. It sounds half
way between a wind chime and a harp. On 
Bennie Maupin’s new album 1 use the same 
sound slowed down on the very first cut. 1 
think the synthesizer can do some things bet
ter than a natural instrument, but I think I can 
get the synthesizer to mimic natural instru
ments better than anyone else, except for 
Walter Carlos.

On the album I’m writing now, which will 
be jazz, I’m going to describe certain rhythms 
which, if they were played by real players, 
would be incomprehensible. With the extreme 
regularity that can be imposed on a track by 
use of a sequencer, I can actually make it pos
sible to hear, rhythmically, music in 13/8. Not 
that this is so unique itself, because that’s just 
seven and six, both of which are well under
stood. But if you project 13/8 from a real 
band, the rhythmic outlines have to be ex
tremely clear or they won't be comprehensi
ble to the players. They’ll have trouble with it. 
Sometimes it’s all too comprehensible and 
would swing better if you could write hipper 
rhythms. But with real players I’d have to 
keep the 13/8 time really straight. Also, 1 can 
project 21 over the 13/8 by making the whole 
thing turn around every 273 beats (21 x 13). 
Real players aren’t going to do that. With the 
(digital) sequencer I can make that musically 
accessible and interesting. Don Ellis has done 
some interesting things with time signatures 
but he always had to write so it would be man
ageable for the players. I’m not bound by that.

One side of the album is going to be ideas of 

mine, plus two songs from Bitches Brew. That 
side will be just synthesizer. The second side 
will be synthesizer in relation to other instru
ments. At the moment, I’m writing it as if I’ll 
have a full orchestra, but the suite (18 minutes 
long) will ultimately be orchestrated for the 
synthesizer. I’m not ready to conceptualize it 
directly onto the synthesizer. After it’s com
posed I’ll decide which parts belong to the 
synthesizer and which to the other instru
ments. Consequently, 1 don’t know yet what 
the other instruments will be.

Lyons: Were you satisfied with Beyond The 
Sun musically? And what exactly happened in 
the marketing of it?

Gleeson: There’s no question that musically 
and orchestrally the music was really happen
ing. I’m convinced of that. But at the same 
time my album came out, (Isao) Tomita came 
out with The Planets on RCA. His went to 
number one on the classical charts and num
ber 93 on the pop charts. If it had been Walter 
Carlos, I would have said, “Okay, there’s the 
cat I copped from.” But I feel musically su
perior to Tomita. There’s no doubt in my 
mind. I felt Mercury was totally responsible. 1 
never saw a thing in print. I walked into sev
eral record stores out here and either they 
didn’t have it or they were out of stock.

They’ve done a good job selling a lot of al
bums I’ve produced for them, and we have an 
excellent company-producer relationship. But 
next time, I’m not going to sell four and a half 
months of work for 25,000 copies sold when 1 
know other albums of lesser interest are sell
ing 150,000 copies. I’ll need some guarantees 
regarding promotion before I let them handle 
the next one.

Some companies are into building an artist, 
and others are right there on top of it if the ac
tion is happening. There are two different ap
proaches to selling albums and Mercury’s 
method is called “giving it a shot” in the in
dustry. You go drop the record off the end of a 
dock, and if it floats, you go get it. If not ... 
next!

They've got to go all the way on promotion 
because I’m not touring. No one else has made 
a synthesizer jazz album and I think this could 
be a really stunning album. It should reach the 
bottom of the pop charts if the promotion is 
right. My goal is number 175.

Lyons: Would you perform it? Could you 
perform it?

Gleeson: The question is totally financial. 1
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can do it, provided I have an adequate sound 
system. See, a guy can stand up with a guitar 
with a sound system that makes him sound 
like a fuzzy clarinet, but everyone can see he’s 
playing a guitar, so it works. It’s almost a 
visual illusion. But when you've got synthe
sizers, there’s no illusion. Either the music's 
happening and you can hear exactly what it’s 
supposed to sound like, or there’s nothing.

I also need stunning visuals, precisely be
cause there’s nothing to look at. I’d use pro
jections by Bruce Connor. I’ve done three 
sound tracks for his films, which are collages 
or assemblies. He takes stock footage—he did 
one film of an atomic bomb blast from 
government footage—and then reassembles it. 
This may not sound like much, but the way he 
does it is fantastic.

Lyons: What’s your third role as a key
boardist?

Gleeson: As a producer, I have myself as a 
keyboard resource, which is a very different 
role from the sessionman thing. As a session
man, 1 try to function musically in an original 
way, like harp attacks that turn into organ 
sounds, or I’ve used tuned kettle drum sounds. 
When 1 produce, I see my playing as a way of 
taking care of the orchestration difficulties of 
albums, beefing up tracks a la Phil Spector, 
but 1 try not to intrude. 1 don't want people to 
listen to the album and say, ‘‘Wow! Pat 
Gleeson was really incredible on that album.” 
This has something to do with my point of 
view on producing. When a producer has a 
“sound,” 1 think it could be the end of the 
road. There are Phil Spector albums, Richard 
Perry albums, whatever. It means that the ar
tist is limited by the limitation of that pro
ducer’s sound. What 1 hope 1 do is function in 
a way that brings out the artist completely. I 
need a lot of authority to do that, which is a 
problem I’m running into with a great many 
young, progressive artists.

Lyons: Before we get to that problem, let’s 
discuss synthesizers. Why did you switch from 
the ARP 2600 to the Eu?

Gleeson: The only reason 1 ever used the 
2600 was because it was an adequate stage in
strument. 1 never felt it was adequate in the 
studio. I had used a Moog (single-voice) III in 
the studio because it was more flexible and 
larger than the 2600, although not as reliable 
and much more cumbersome to travel with 
and patch. The 2600 has through-patches so 
you can use pre-sets which could still be over
ridden, if necessary, by inserting a patch 
cord.

Lyons: And what does the Eu have over the 
2600?

Gleeson: It’s a design of the "70s, as opposed 
to the '60s. There's been all this new develop
ment in integrated circuitry and digital tech
nology. It’s an integrated circuit instrument 
rather than a discrete transistor-oriented in
strument, which means you can pack a lot 
more control material in a given amount of 
space. Because it’s digital, it has a memory: 
material can be stored and called up for re-use 
later. That’s how 1 did large parts of The 
Planets: storing pitch and timing information 
and then calling it back as data, while I was 
playing the panel in “real” time. It simply al
lows you to do better work. It’s a smarter in
strument.

My new keyboard (an Eu 16-voice), which I 
just recently tried out for the first time, has a 
micro-processor (in effect, a small computer) 
built into the keyboard. It stores incredible 
amounts of data and allows it to be edited, re- 
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assembled and manipulated. It's a real exam
ple of bringing computer (binary) technology 
into analogue synthesizer instruments.

Lyons: How are the 16 voices controlled?
Gleeson: It's done digitally. The keyboard 

is being scanned at a very rapid rate. It looks 
at the output of each key and notices, no mat
ter how precisely you play, which key is 
pressed down first. If you were as precise as 
Chick Corea and played a major triad, it 
could still tell you which key you hit first. It 
would assign a certain timbre to that position 
(the first key pressed) and remember that as
signment.

Lyons: That enables you to predict the 
timbre by the order in which you depress the 
keys. But couldn’t that become a problem? On 
the next chord, you may not want the “as
signed” sound on the first key you’re going to 
hit.

Gleeson: Yes, that’s right. But it’s not a 
problem any more than the fact that a wind in
strument changes timbre as you blow it. It's a 
problem if you ignore it; if you relate to it as 
part of your process and use it, then it’s to 
your advantage. That’s what music is about: 
contrast and dynamic change. What you have 
to do is develop families of timbres that are 
compatible. Even if you get into an unpredict
able situation, you shouldn’t have to get into 
problems of voice-crossing where you don't 
want it, say in a traditional composition. 
(Gleeson’s jazz synthesizer album will be re
corded with the 16-voice Eu.)

Lyons: Who is playing good, creative syn
thesizer now, in your opinion?

Gleeson: About five people in the country 
right now. There’s Roger Powell, who plays 
with Todd Rundgren’s group, Utopia. He’s 
very innovative and knows the instrument 
more than just as a keyboardist. There’s 
Walter Carlos. Also, an English cat who did 
the latest Elton John album, David Henschel. 
And a guy in Hollywood named Ian Under
wood. I’d have to classify everyone else as in
teresting, but primitive. Including Joe 
Zawinul. He doesn't know what he’s doing, al
though it doesn't matter because he has great 
ideas. The instrument is very forgiving if 
you've got guts. You might put up the slider. If 
you don’t really know what’s happening, it’s 
going to limit you, but it’s still happening. 
Actually, I can divide players into three 
groups. There are players who really know 
their instrument and why it’s behaving as it 
does. Either they do their own design work or 
can talk intelligently with designers about 
what they need. They can be innovative be
cause of what they know. Then there's a whole 
variety of players who don’t know shit. 
They’re afraid of the instrument and because 
they're afraid of it, all they can develop are 
cliches. Then there are few in between, like 
Zawinul. who don’t know a great deal about 
the instrument, but they’ve got ears.

Lyons: In fairness to Zawinul, I can tell you 
that he places himself in that category, too. 
He told me that he deals only with sound, not 
with electronics.

Gleeson: Right. But it is a limitation. At 
least people like Joe and Stevie Wonder, who 
also belongs in that category, are doing inter
esting things with the instrument. I guess I 
tend to take a fairly autocratic attitude about 
all of this. It's my opinion, it can appear in 
print, and if anybody doesn’t like it, tough 
shit.

Lyons: That sounds like a pretty good defi
nition of “autocratic.” Now let’s get back to 

that problem of authority in dealing with new 
artists. Exactly what is the problem?

Gleeson: The artist comes to a point where 
he’s ready to do a solo album because he can 
sell it, although artistically he’s not ready. 
You know, in the old days, an artist was really 
produced. The tunes were selected for the art
ist; the concept was decided by the pro
ducer—a producer like Arif Mardin at Atlan
tic.

Lyons: The old style “a&r man."
Gleeson: Right. Now we have the young, 

progressive artist who decided on the music, 
plus who else will be on the album, who will 
arrange it and even who’s going to produce it. 
This will work fine if he’s a strong, mature art
ist. But then you’ll have someone who makes 
his reputation as a sideman in a popular 
group. His career demands a solo album, but 
he’s not ready. He hasn’t the vaguest idea of 
the details, the structure, how you get sounds 
in the studio. The engineer, in effect, becomes 
the producer. He takes orders from the artist 
and translates them into sensible studio com
mands. If the artist hires an independent pro
ducer, he also becomes the artist's employee. 
This is a dangerous situation and the music 
business is suffering from it.

Lyons: What do you think happens when 
the engineer becomes the virtual producer?

Gleeson: The engincer/producer can only 
deal with tracks as he hears them over the 
speakers. Like he can tell you that it sounds 
too busy. So what? What do you do about it? 
He can’t function creatively if he can’t tell 
you, for instance, that the tune is monotonous 
rhythmically, so let's go to 6/8 in the bridge or 
double time it on this chorus and so on.

I’ll give you an example. A guitarist over
dubs behind a horn solo. He’s low on the 
chord structure, playing thirds, fifths, sixths, 
roots. Now somebody comes in with a synthe
sizer, and he’s told the arrangement is empty 
on the bottom, so he’s going to play something 
below the guitar accompaniment. This guy 
plays sevenths, ninths, and 13ths—high on the 
chord structure even though he’s below the 
guitar. That’s got to be unsettling. The music 
is upside down. This is just a psycho-acoustic 
fact, not a matter of taste or style. Our har
monics are built on the overtone series. If you 
want to see how consonant or dissonant a note 
is, you just have to see where it lies on the 
overtone system. If it’s high on the series, it’s 
dissonant. Like a flatted fifth doesn't appear 
on the series until way past the 16th overtone. 
Therefore, you know it’s going to be the 
devil’s interval and you can't play it under a 
guitar that’s an octave above you playing 
thirds and fifths. It just won’t work. The engi- 
neer/producer doesn’t have this type of know
ledge and he’s being asked not to intervene.

Lyons: Are you suggesting that the producer 
has to be a musician/engineer?

Gleeson: I don’t know if he really needs to 
be an engineer. Certainly not the engineer. But 
he has to be able to give the engineer intelligi
ble instructions. You know, there are proba
bly more producers functioning well in MOR 
and Top 40 rock than in the jazz field. The 
young jazz artist doesn’t want a producer in 
the old sense. My perception of it is that the 
new artist in some cases has a producer be
cause the record company wants him to have 
one and because he’s got to have someone tak
ing care of business inside the booth while 
he’s taking care of business out in the studio. 
The artist can’t be both places at once, but as 
soon as he gets into the control booth, he’ll co
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HIIKBItT LAWS
Died Piper o 

Houston
, by Chuck Berg
he flute, in jazz, has only recently attained

equal billing with such stalwart voices as the 
saxophone and trumpet. An early indication 
of its improvisational potential came during 
the ’30s when Wayman Carver waxed the first 
jazz flute solos as a member of Chick Webb’s 
Little Chicks. Up to the early ’50s, however, 
the flute was mainly regarded as a novelty in
strument. Then, in the mid-’50s, a group of 
saxophonists—Sam Most, Herbie Mann, 
James Moody, Frank Wess and Frank 
Foster—started a wave which swept the flute 
to unprecedented levels of popularity in jazz, 
rock and pop. That wave, which has yet to 
break, has been ridden at the crest by Hubert 
Laws.

The 37-ycar-old Laws, winner of six con
secutive db Readers' Polls and numerous oth
er awards, is recognized by his peers and the 
public as among the tops in his field. Along 
with fellow practitioners such as Lew Ta
backin, Jeremy Steig and Lloyd McNeil, Laws 
is helping to shape our concept of the flute’s 
varied roles in contemporary music. Laws, a 
professional’s professional, is friendly and 
outgoing and speaks his mind with conviction 
and candor. Our conversation was recorded at 
the offices of Peter Levinson, who is handling 
Laws’ promotion for Columbia Records. Por
tions were broadcast earlier this year by 
WBAI-FM, New York.

♦ * *

Berg: The Hubert Laws story starts in Hous
ton, Texas, on November 10, 1939. What mu
sical influences came from your family, the 
neighborhood, from Houston?

Laws: I was brought up in a family of four 
children. My mother was a pianist and played 
at the local Baptist church. My father sang a 
bit in a male chorus. I said there were four 
children. Actually, there were four in the be
ginning that 1 grew up with, and then four 
more that came later after I left home. 
Blanche, the oldest, was a singer. I was sec
ond. Next was Johnny who played trumpet for 
awhile until it was stolen. Then there was 
Eloise. She’s a fine singer who’s done albums 
and TV variety shows like Johnny Carson and 
Dick Cavett. So 1 was pretty involved with 
people in my family who were musical.

I was also exposed to a lot of music right in 
the neighborhood. We lived across the street 
from a beer tavern. So 1 heard people like 
B. B. King, T-Bone Walker, Joe Turner and 
some of the old blues singers blaring out of the 
juke box. So those were some of the influences 
in the early part of my life.

I also started playing piano. My mother 
told me that very early on I jumped up on the 
piano stool and picked out notes, making mel
odies. Later on in elementary school, about 
sixth grade, 1 was introduced to band instru
ments by Carl Williams, an excellent pianist,
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who was a strong influence because he got me 
into both classical music and jazz.

In junior high school 1 started playing an 
instrument called a mellophone, which is sim
ilar to the french horn except that it has valves 
like a trumpet. That lasted for about a 
semester. Then I heard Tab Smith’s beautiful 
version of Because Of You. 1 was so deeply in
fluenced by it that I went out with money 1 
earned with my newspaper route and bought 
an alto saxophone. I really began to get into 
alto and even played some talent shows with 
people like Esther Phillips and Johnny Nash. 
Shortly after that 1 went to Phyllis Wheatly 
High School.

In Houston there was a segregated situation. 
There were three black high schools, but 
Phyllis Wheatly was the most prestigious as 
far as music was concerned. So my mother 
struggled to see that I went to Phyllis Wheat
ly. There I met Sammy Harris, who was the 
band director and another significant influ
ence in my musical career. I also met a group 
of fellows that today you know as the Cru
saders. At that time we called ourselves the 
Modern Jazz Sextet. The leader was Stix 
Hooper, the drummer—Wilton Felder played 
tenor, Wayne Henderson trombone, Joe Sam
ple piano, Henry Wilson bass, with myself on 
alto. So we had the sextet during high school, 
from about 1953 to 1956, and played various 
jobs around Houston like proms and social 
clubs. We were also fairly well-known around 
Houston as a jazz ensemble.

Berg: Who were the musical influences at 
this time?

Laws: The early bebop players were impor
tant but so was the “cool school,” people like 
Lee Konitz and Stan Getz. Those were about 
the only people we were exposed to in Hous
ton. At first 1 heard little of Bird, but later he 
became an important influence. Also, in high 
school, 1 started listening more closely to Eu
ropean music which took me along a different 
direction.

Berg: When and how did flute become part 
of your woodwind arsenal?

Laws: The high school band was going to 
play the William Tell Overture for a concert as 
part of the graduation exercises. There was a 
flute part but no flute players. Most of us, in 
fact, hardly knew what a flute was. We 
thought it was an alien kind of instrument. But 

a friend of mine had a flute in his attic some
where and happened to give it to me at that 
time. So I volunteered to play the flute part. 1 
struggled a couple of days to just get a sound 
from it. Somehow, I finally played that solo. I 
slaughtered the piece, but that was my intro
duction to the flute. Since then, it’s been the 
instrument for me. The saxophone had to take 
second seat.

There’s something very mystical and 
mysterious about the flute. Other musicians 1 
know have had similar experiences. Even 
though they played other instruments, when 
they started playing flute they suddenly be
came intrigued. Even well-known saxophone 
players who pick it up have had really strong 
desires to get more deeply involved with it.

Berg: What special qualities does the flute 
have that makes it so attractive to so many 
saxophonists and other musicians?

Laws: The initial attraction was the fact 
that I didn’t have to worry about reeds. With 
saxophone, you know, you always have to worry 
about getting a good reed before a per
formance. Not having to deal with the reed 
problem, then, was the first attraction. Later 
on—this is really hard to verbalize—there was 
something about the flute, like I said, some
thing very mystical. Flute players, in fact, 
seem to have a similar kind of temperament, a 
kind of kookiness.

Berg: What kind of kookiness?
Laws: I first noticed it when 1 went to Juil- 

liard. There was a peculiar sensitivity about 
things that to me were insignificant. For in
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stance, putting the flute together. Or having 
someone else play your tlute—there seemed to 
be a fear that if someone played your instru
ment then your own sound would be de
stroyed.

I recently did a recording session with Har
old Bennett who’s played with the Met for 
years. He’s teaching now and we got to talking 
about instruments. This is another example of 
the kind of peculiarities that flute players 
have. They always want to talk about the in
strument, the instrument makers, the metals of 
the instrument, and so on. For myself, I like to 
think more in terms of music. The instrument 
is just a means to an end. But with most tlute 
players, the first question seems to be, “What 
kind of instrument are you playing?” ‘

Berg: Well, 1 wanted to ask that question 
for all the “kooky” flute players like myself 
who want to know if it’s a Haynes or a Powell, 
a closed or open hole, a C or B boot, and so 
forth.

Laws: That's what I’m talking about. I try to 
shy away from those kinds of incidentals be
cause there are so many other things I feel are 
much more important—the ideas, the musical 
statements that you can make when you im
provise, the interpretation of the music, things 
like that.

Berg: 1 understand. Going back to Houston, 
what formal flute training did you have?

Laws: 1 graduated from high school in 1956 
and then went on to Texas Southern Univer
sity for two years. During this time I studied 
with Clement Barone, who was then the pic- 

ways felt that I was a self-styled disciplinarian 
because it was very easy for me to practice a 
lot with some kind of schedule. But at Juil- 
liard the situation was that much more in
tense. I was exposed to orchestral as well as 
chamber music and learned much of the 
flute’s repertory. But I was also involved with 
professional groups outside of JuilIiard.

When I came to New York I had naively as
sumed that the scholarship included living ex
penses. I was wrong. So I had to immediately 
start gigging around town, playing clubs, in 
order to pay the rent. In turn 1 had to give up 
some of the classes that I was enrolled in. It 
was just too much of a burden to keep in
volved with academics and gigging.

I really valued my study with Julius Baker. 
He didn't teach the operation of the instru
ment as much as my former teacher, Clement 
Barone. Mostly, I learned from Baker by ob
serving the way he played and the way he ap
proached the music. He had a beautiful sound.

Berg: What was the gigging scene like dur
ing and after graduation from Juilliard?

Laws: I mostly freelanced around town. 
Then, one year before graduation in 1963, I 
met Mongo Santamaria. 1 worked with his 
group from '63 on through to '67. In the 
meantime 1 had begun to do a lot of studio 
work with various people. Mainly jingles, you 
know, for TV commercials. It's anonymous 
work. In fact, 1 still do a lot of that, as much 
as possible. I prefer it in some ways because it 
enables me to keep a low profile. Many peo
ple don't realize it but there's a lot of money

Laws: That’s right. In fact, every album that 
I did for Atlantic features Chick. We did The 
Laws Of Jazz, Flute By-Laws, Laws Cause and 
then Wild Flower. The last time I saw Chick 
was in Chicago when we did the 1975 down 
beat awards show.

In New York I’ve played and recorded with 
lots of people. I’ve probably forgotten some of 
the names. But I've worked with people like 
Paul Simon and Paul McCartney. So I get the 
opportunity to play with a variety of people 
who play various kinds of music. In fact, in 
1969 I auditioned and began playing with the 
Metropolitan Opera Orchestra. That lasted 
for four years. Then I went to the New York 
Philharmonic and did some subs there. They 
still call me occasionally. I enjoy doing that 
because it really adds variety and excitement 
to my career. And it’s a challenge.

I even accepted a teaching job in Los Ange
les just to see if I could relate what I do to oth
ers. 1 didn’t succeed too well because 1 really 
didn’t program my presentations well enough. 
I’m sure my students learned something. But 1 
could have done a better job.

Berg: Where did you teach? What courses?
Laws: It was at the California Institute Of 

The Arts, Cal Arts. 1 had some private stu
dents. And then I had one session where all 
the flutists would get together and talk about 
the techniques involved in improvisation. It 
was pretty sporadic. I really had no plan, you 
know, a week to week school plan that some
one like Don Sebeskj has in his orchestration 
course which I’m now taking. 1 feel that I

"In becoming a good player you have to have the talent. The basic ingredient is natural talent. 
Then you have to begin to develop that talent with hard work.... The only secret is talent and 
hard work."
colo player with the Houston Symphony. I 
was really inspired by the way Barone han
dled the instrument. In high school he helped 
me become a soloist with the Houston Youth 
Symphony. So flute was really responsible for 
me getting a good classical background.

After two years at Texas Southern and lots 
of gigging with the Crusaders, the band de
cided to leave Houston in search of more ex
perience and exposure. So in 1958 we left 
Houston and went to Los Angeles. Wilton and 
Wayne had just finished high school while 
Joe, Stix and 1 had been out at Texas South
ern. So we went to Los Angeles and struggled 
to try to get something going. At the same 
time 1 enrolled at Los Angeles State College 
as a part-time student. That went on about two 
or three years.

Then. I saw an ad in Overture, the Local 47 
Musicians’ Union magazine, for the West 
Coast Juilliard Alumni Scholarship contest. 
Before that 1 had aspired to go to the Curtis 
Institute Of Music in Philadelphia, where Cle
ment Barone had gone. I had even auditioned 
for Curtis but didn't make it. With the Juil
liard contest, though, I went right up to the 
finals. 1 won over pianists and violinists. 1 was 
amazed because those instruments are very 
dramatic. So, that’s when 1 left Los Angeles 
and the Crusaders and got to New York.

Berg: What was Juilliard like?
Laws: I studied with Julius Baker, who is 

now playing with the New York Philharmon
ic. And I met with a group of keenly talented 
players who are now placed in some of the 
well-known symphony orchestras around the 
country. This created a lot of competition, 
which for me was strongly influential because 
it made me want to work really hard. I've al- 
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to be made doing that. It takes very little of 
your time so you can do many other things if 
you're involved in that scene. But during the 
’60s when I was with Mongo 1 also played 
with John Lewis and Orchestra U.S.A., which 
did some recording. There was also a date 
with Janies Moody. That’s the first New York 
session that I can remember ending up as an 
actual record album. It was called Great Day 
(Cadet S-725) and was arranged by Tommy 
Mackintosh. Eventually 1 also worked with 
people like Quincy Jones, Lena Horne, 
Aretha Franklin and Roberta Flack. There 
were a host of other people.

In fact, Chick Corea and I had some mem
orable times playing gigs at the Skyrider Ball
room in the Theresa Hotel over at 125th St. 
and 7th Ave. We used to be there just about 
every Saturday. It was my group. Believe it or 
not, I was playing guitar and singing.

Berg: You were?
Laws: Yeah. I still own a guitar but I don’t 

play it anymore. 1 was using guitar, saxophone 
and flute on that job. But playing and talking 
to Chick was an experience. Even at that time, 
you know, we were students in school togeth
er. I suppose I sort of took him for granted. 
Well, 1 didn't really take him for granted. 1 
knew he was super-talented but 1 was around a 
lot of people who were super-talented. Back 
then he really excelled in his particular idiom. 
And he continued to grow and develop. Today 
I just marvel at Chick. Our careers sort of 
weave in and out of each other. We meet and 
do music together and then he’ll leave and 1 
won’t see him for awhile. But then he'll be 
back and wc get together.

Berg: One of the first albums you did on At
lantic features Chick.

should have had a schedule like that, although 
the music itself is in a sense pretty sporadic 
and unplanned. So because of the nature of 
improvisation and the experimental approach 
used at Cal Arts, I thought a spontaneous kind 
of program would be perfectly compatible 
with the situation. But I think 1 could have 
done much better had I worked something 
out, planned a schedule.

Berg: Do you plan on giving teaching an
other go in the future?

Laws: 1 don’t see that I'll be able to. I just 
don’t have enough time.

Berg: Herbie Mann and Frank Wess and 
Frank Foster in the Basie band were among 
the first to gain wide recognition as jazz flut
ists. It seems, though, that you and Herbie 
spearheaded the process of legitimizing the 
flute as a widely accepted solo voice. What is 
your analysis of the evolution of the flute in 
jazz and popular music?

Laws: 1 think the flute probably came into 
its own as a solo voice with the advent of the 
small group. In big bands, you know, the flute 
was completely eclipsed by the sound of the 
other instruments. So I think that shortly after 
that, with the appearance of small groups, 
more and more people began to see flute as a 
speaking voice. That's the only explanation 1 
have.

The instrument itself, probably because of 
its exposure as a solo voice in small groups, 
really influenced a lot of people to get into it. 
The clarinetist on one date that I did just re
cently told me that at a music camp where he 
teaches he had about four or five students 
while the flute teachers had well over a 
hundred. So there is a tremendous amount of 
interest in flute.



Berg: That’s my impression too. The 
emergence of the Bute as a viable solo voice 
was also largely contingent upon the develop
ment of good amplification systems.

Laws: Yes, you’re right.
Berg: Who were the flutists, if any, who in

fluenced you as you were coming up?
Laws: 1 didn't really listen to too many peo

ple who were into jazz. 1 was listening more to 
people in symphony orchestras. I liked the 
sound of flute as played by classical musi
cians. The guys who played jazz were mostly 
doublers. They played other instruments and 1 
don’t think they really got as much sound out 
of the flute as they might have.

But if 1 had to name someone that I heard 
play jazz on flute I’d have to say Sam Most. 
He was the one who really influenced me. He 
did a record with Herbie Mann in the '50s that 
1 bought and listened to over and over again. 1 
really liked the way Sam played on that rec
ord. James Moody was another good player 
from that period, but 1 didn't hear him much.

In the south at that time you didn't really 
hear as many black artists as you would have 
heard up north. 1 heard people like Lee Kon- 
itz, Paul Desmond and Stan Kenton. The only 
exposure 1 got to musicians like Charlie Park
er was through Sammy Harris, the band direc
tor 1 told you about. He had Bird’s records. 
They were not, however, being played on the 
airwaves. So those were my influences. Of 
those, 1 think I was mainly influenced by the 
instrument itself as used by classical players 
like Julius Baker.

Berg: You play piccolo, flute, alto flute and 
bass flute. Each member of the flute family 
has a particular sound, effect and style. Which 
of these influence your decision about picking 
a particular instrument at a given time?

Laws: I really don’t have any system. I just 
try different instruments on different things. I 
was doing a date with Bob James recently on 
his record and just happened to pick up pic
colo to play on one piece. He didn't make a 
suggestion and I had no idea that I would do 
it. The music was written in concert pitch and 
since piccolo is a non-transposing instrument 
in C like the flute, 1 just arbitrarily picked it 
up and played it. I had already run through the 
tunc on C flute but thought maybe it would 
sound better on piccolo. It did. It came out 
pretty well.

Berg: Let me ask you about different per
formance settings. What are your preferences 
in regard to recordings, clubs and concerts?

Laws: If the circumstances are right. I like 
live performances. You've got to have an ex
cellent sound engineer out there. The optimal 
sound, though, is best achieved in the studio. 
But I prefer to play for a live audience be
cause of the electricity stimulated by the inter
play between performer and audience. There 
have been some great moments when I’ve 
played live that I wish had been captured on 
record.

Berg: With your busy schedule do you have 
much time for practicing? If so what do you 
practice? Also, is there time for study and ex
perimentation?

Laws: Time is my most important asset. We 
all need time. My schedule is so busy these 
days that my practice does suffer. I used to 
practice all day when 1 was in school. Now 1 
have to pick it up between phone calls and go
ing here for jingles and there for record dates. 
The older I get the less time there seems to be 
to devote to experimentation and practice be
cause more and more happens each day to 

take away from these. The bottom line to it 
all, however, is practice.

When I do practice I practice scales and 
long tones. You can never get away from them 
because they’re essential to your sound and 
technique. You have to keep your muscles and 
reflexes in good condition, just as a boxer 
does by punching the bag and running. Long 
tones condition the muscles. There are also 
certain exercises I go through. In fact, I'm 
thinking of putting together a book not only 
for people who arc interested but for myself. 
That would help me to remember the exer
cises 1 did as a student which helped me 
achieve what I’ve got today. I'm trying to put 
that book together with the help of a friend. 
Now 1 practice about two hours a day, if that. 
I wish 1 could do more I used to practice four, 
five, six hours a day.

In becoming a good player you have to have 
the talent. The basic ingredient is natural 
talent. Then you have to begin to develop that 
talent with hard work. Some people have 
come to me hoping there’s some kind of secret 
about playing. The only secret is talent and 
hard work. Finally, of course, you have to get 
out of the practice room. You have to get ex-
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posure and meet the right people.
Berg: In regard to record companies, you 

started with Atlantic and then went to CTI. 1 
understand that the jump to CTI involved 
quite a risk since it meant giving up your chair 
in Billy Taylor's band that played the David 
Frost show. How would you assess your in
volvement with CTI?

Laws: In the long run I think it worked out 
quite well. But who knows what would have 
happened if I'd stayed with David Frost? As it 
turned out, the first record I did for CTI, Cry
ing Time, was really for A&M records since 
Creed Taylor was producing for them at that 
time. But Creed subsequently bought the mas
ter from A&M and this became his first re
lease on his own record label. Overall, my 
musical association with Creed was positive. 
It wasn't so great monetarily but I didn't de
pend too much on record companies for my 
basic financial needs. I didn't realize how lu
crative recording could he until I signed with 
Columbia.

Berg: How did the switch from CTI to Co
lumbia occur?

Laws: My contract with CTI expired back in 
1975. When I happened to mention it to Orrin 
Keepnews at Fantasy, he made me an offer. 
Then the word got around to other companies. 
I began to feel important. Ail the companies 

began to bid for my services. I didn’t realize 
how lucrative it could be with a company that 
had some money.

Creed and I worked fine together musically. 
I think our tastes are very compatible. He 
likes good quality. Not only in the music, but 
in packaging. So although the CTI deal had 
worked out pretty well, 1 saw that at this point 
in my career I could probably get much better 
exposure and marketing of the product with a 
bigger company. Another factor that played 
heavily in my decision to leave CTI was the 
lawsuit between Motown and CTI. I even tes
tified in behalf of CTI against Motown. I be
gan to see that the lawsuit could drag on and 
on and possibly jeopardize my product. So 
along with that and other considerations, I de
cided it was better to go with Columbia.

I thought about it for a long time. My con
tract expired in June. 1975, and it was not un
til April, 1976 that 1 signed with Columbia. 1 
had also talked to ABC and A&M. If I hadn't 
gone with Columbia, I probably would have 
signed with A&M. The decision involved a lot 
of things that I can’t really go into now. But 
overall I thought it would be a better move to 
go to Columbia.

Berg: Creed Taylor and Bob James have 
been involved in a number of your projects. 
How do you and the producer make decisions 
about material and its presentation in terms of 
such details as string backgrounds, voices, 
rhythmic backdrops, etc.?

Laws: The selection of material and deci
sions on such things as strings have basically 
been made as collaborative ventures. Creed, 
for example, would call and schedule a meet
ing. I'd make suggestions about material and 
we’d talk. Usually there were never any objec
tions. In terms of material, I pretty much did 
whatever 1 wanted. The only time a strong 
suggestion was made was on the last album I 
did for Creed. Even then it wasn't that strong. 
He didn’t say, “Do it or that's it.” He sug
gested that I listen to a track they had re
corded. Ultimately it turned out to be Chicago 
Theme. It was a track that Bob James had 
written and arranged. I listened and was a lit
tle nonchalant about it. But Bob said, “Hey 
man, you won't be sorry.” I remember those 
words, just like that. 1 said, “O.K., fine,” be
cause 1 knew what Creed had in mind. Creed 
has foresight as to what has appeal. He felt 
this would be a big record.

Berg: In terms of sales?
Laws: Right. This was at the time when disco 

was just starting out. So Chicago Theme be
came a disco hit in New York. It would have 
sold much better if the hassle between CTI 
and Motown, who was CTI’s distributor, 
hadn't developed. My record suffered as a re
sult of that dissension. And when I saw that it 
was probably going to continue I decided it 
was time to leave CTI.

Berg: Hubert, you've worked with many of 
the great players. If you had your choice, who 
would you take into the studio with you?

Laws: Well, there are so many great players. 
At CTI there was a stable, a stable of players. 
Certain guys had been used over and over 
again—Bob James, Ron Carter, Jack DeJohn- 
ette, Steve Gadd, Eric Gale, certain flute play
ers for section work and certain string players. 
In answer to your question, though, it would 
depend on the kind of material to be re
corded. Some people are just all-around play
ers. 1 think Bob James is one of those. He can 
play in a classical context, he can play bebop, 
semi-rock, rock. It’s very difficult to pinpoint
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“The synthesizer is not ‘impersonal,’ not by any means. In any field, not just music, you can 
create a tool, an impersonal thing, an object. If it doesn’t have a ‘personality’ to begin with 
that is only because someone hasn’t come along to give it one.”

IAN HNBERWBBB
Free Lance Energizer

by lee underwood

w▼ ▼ hen I heard Frank Zappa and the Moth
ers Of Invention for the first time,” said key- 
boardist/composer Ian Underwood, “I im
mediately fell in love.

“It was August of 1966. I was staying at my 
sister’s apartment in Manhattan. She was go
ing to the Garrick Theater in the Village to 
hear them. I never listen to the radio, nor was 
I up on any pop or rock groups at all. I didn’t 
know anything about Zappa or the Mothers, 
who was in it, what it was, or what they did.

“The moment 1 heard them, however, I 
knew Zappa’s music was the closest thing to 
what really interested me then—that com
bination of Stravinsky, blues, Hindemith, 
goofy lyrics, Ornette Coleman, corny jokes 
and Stockhausen. That's exactly what I liked: 
complex music with bizarre humor.”

Underwood (no relation to this writer) 
stepped backstage at the Garrick and talked 
with Frank and the members of the band. Two 
days later, he visited the uptown studio where 
Frank was beginning to record We're Only In 
It For The Money.

“When I told Frank I wanted to play in the 
band, he asked me what 1 could do. 1 told him 
I had graduated from Yale in 1961 with a B.A. 
in Composition; that I had just graduated that 
year (1966) from the University of California, 
Berkeley, with a Masters in Composition; and 
that I played piano and organ and all of the 
saxophones, flute, alto flute and clarinet.

“He gave me some keyboard music and had 
me play it. Don Preston already played key
boards in the band, but reading was not one of 
his stronger points. I could read, so the first 
things 1 did were keyboards, then horns, then 
combinations of both. It was perfect timing 
for Frank and me, and a good combination. I 
stayed with him from 1966 to 1972, then 
played with him intermittently.

“That whole experience was growing up for 
me," said Underwood. “The first record was 
We’re Only In It For The Money, then all the 
others, including Hot Rats, one of my fa
vorites, which was essentially just Frank and 
me; 1 also especially liked Burnt Weenie Sand
wich, Uncle Meat and 200 Motels.

“Playing with Frank was my first contact 
with the real world of music, outside of the 
schools. Musically, it was both demanding 
and fun. Socially, it was a new environment.”

The words “new environment” constitute 
something of an understatement. Zappa was 
the notorious and outlandish rock ’n’ roll 
High Priest of '60s Grunge. By contrast, lan 
Underwood was an educated, soft-spoken, 
Hollywood-handsome charmer, born in New 
York City, May 22, 1939, and raised in Rye, 
New York, on the poshy upper-middlc-class 
18 □ down beat

North Shore of Long Island Sound. His father 
was a commuting executive for Republic 
Steel.

At the age of five, young Underwood tod
dled about in front of the speakers, intoxi
cated by Arthur Schnabel and Arthur Ruben
stein recordings of Beethoven’s piano sonatas. 
“1 don’t know why,” he said, “but I loved 
piano music immediately. We had a piano in 
the house, and I started taking classical piano 
lessons.”

When he turned 14, he augmented his musi
cal trick-bag by taking up clarinet, flute, and 
the alto and tenor saxophones. He also ex
panded his musical interests to include Miles 
Davis, Charlie Parker, Horace Silver and 
Jackie McLean.

After high school he attended Choate Prep 
School in Wallingford, Connecticut. “Bassist 
Steve Swallow was also going to Choate,” Un
derwood smiled. “We’d get up at three o’clock 
in the morning and sneak down to the base
ment of the chapci. He’d play bass and I’d 
play alto sax until six in the morning, crawling 
back to bed when the sun rose.”

On a scholarship Underwood attended the 
Lennox School of Jazz, where he met and 
heard Ornette Coleman for the first time.

“Swallow and I then both went to Yale, 
where we’d do the same thing we did at 
Choate: we’d drive down to New York and lis
ten to Ornette’s trio play in the Village until 
four in the morning, then drive all the way 
back to school with no sleep at all. 1 would 
say that for the next four years, Ornette Cole
man was a major influence on my thinking, on 
the way I played, and on what 1 was interested 
in.”

Academically, Underwood initially at
tempted to follow his parents’ advice. He 
studied electrical engineering and mathemat
ics, “because those were the areas my father 
was most interested in. But music drew me 
back. After I earned my Masters, I decided 
school was not for me any longer, nor was I 
going to teach. I decided to launch myself 
out.”

He returned to New York City, met Zappa, 
and began what has become a continually es
calating musical career.

With Zappa, Ian was more of a performer 
than a composer. “At first, my full energy 
went into Frank’s music. Playing his music my 
way was a tremendous education for me. 
Then, gradually, my interests became sep
arated from that. Finally, it became more im
portant for me not to be in the band. In 1972, 
1 went into L.A. studio work as a synthesizer 
player only—no horns. Everything, of course, 
moves in stages, and soon it will be more im

portant for me to spend less time in the 
studios and more time composing and playing 
on my own.”

As a studio musician specializing in syn
thesizers, 38-year-old Underwood has re
corded with Alphonso Johnson, Norman Con
nors, Lee Ritenour, Alphonse Mouzon, the 
Brothers Johnson, John Lee and Gerry 
Brown, Ambrosia, Willie Tee and numerous 
others.

He has played on soundtracks for such films 
as Rocky, Marathon Man, Three Days Of The 
Condor, Outlaw Josie Wales and The Enforcer.

“Movies are my favorite projects,” he said, 
“because I get to play more. And 1 often do 
some writing. My best and most personal writ
ing so far, however, has perhaps been in a cou
ple of comparatively small films. Off The 
Edge, a documentary on skiing and hang-glid
ing in New Zealand, was nominated for an 
Academy Award in 1977. I also did some 
writing on a short five-minute unreleascd film 
called Owen, starring Karen Black.”

Before playing with Zappa, Ian Underwood 
knew nothing about synthesizers. Today, he 
owns a four-voice (soon to be six-voice) Obcr- 
heim Polyphonic with a programmer, an ARP 
2600, a mini-Moog, and an ARP String En
semble. With these keyboards he uses an 
Echoplex, a Roland Space Echoe, two Mar
shall Time Modulators and a Mu-Tron Bi
Phase as effects.

His modified Rhodes 88 Stage Model electric 
piano divides the keyboard’s output into low, 
middle and high, with a switch that enables him 
to play with the normal stereo as well.

When he was performing live, he used a 
Marshall Bass Amp. In the studios, however, 
he used “just an old Benson tube amp with one 
large 15-inch speaker in it for monitoring. 
That old Benson serves everything, because 
I'm not doing any onstage performing now.”

What does a dedicated, educated lover and 
performer of classical music and acoustic jazz 
feel about contemporary electronics in music?

“The instrument is just the instrument, 
that’s all,” said Underwood. “It’s what you do 
with it that counts. Synthesizers vastly expand 
the ranges of available sounds. Sitting in front 
of a machine that works right is like sitting in 
front of an orchestra.

“For me, the quality of the sound is not an 
end in itself. It’s just a means to an end. In 
fact, I'm not at all preoccupied with any of the 
synthesizers that I have, or with any of the 
sounds that they can make. The synthesizer is 
just another thing to me to say what 1 want to 
say, to make the music that's inside my head.

“I don’t agree with those who assert that 
synthesizer players lose their individuality,
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become anonymous or play mechanical
sounding music.

“The synthesizer is not ‘impersonal,’ not by 
any means. In any field, not just music, you 
can create a tool, an impersonal thing, an ob
ject. If it doesn't have a ‘personality' to begin 
with that is only because someone hasn't come 
along to give it one. Nothing ‘means' anything 
until we make it mean something.

“When you start comparing instruments, 
they are all limited one way or another. It is 
not fair to say, ‘Synthesizers have limitations,' 
Sure, they do. But so does anything else. It is 
very difficult on synthesizers, for example, to 
approach that certain quality of sound that an 
acoustic instrument has. Therefore, instead of 
criticizing the synthesizers for not sounding 
like an acoustic instrument, you compare 
among acoustic instruments, searching for the 
ones you have the most control over.

“Maybe you think it’s the violin. With the 
violin you have the vibrato, every area of 
pitch, the bow, etc. You could say, ‘Why 
doesn't everybody play the violin? Who would 
ever want to play a piano, where all you can 
do is hit a note? You can't even do a glissando 
on a piano. What kind of instrument is that?'

‘‘Just as there are qualitative differences be
tween acoustic instruments, so there are 
qualitative differences between synthesizers. 
So it’s a circuit, so it's a string, what's the dif
ference? In the end, it’s the sound that counts 
and what you do with it.

“In a way, involvement in music means 
checking out the different sounds that arc 
available; whatever that sound is, use it. The 
synthesizer happens to be a certain kind of 
collection of sounds. Il’s not qualitatively that 
much different from hitting automobile brake 
drums or dropping a bunch of rubbish on the 

floor or stumbling through bamboo curtains. 
It's what you do with the sound that turns it 
into music.

“At the moment, my new favorite is the 
Oberheim Polyphonic synthesizer. Its range of 
possibilities and the ways of getting at them 
are enormous, and it's an easy machine to 
work with.

“Sometimes I don't get to a switch or a but
ton on time, but 1 never feel lost. As far as I'm 
concerned, you do the mechanics often 
enough so that you just don't think about 
them. The mechanics are just part of what you 
have to do in order to get what you want to 
get. You just do it. and that’s the end of it.

"The easier it is, the better it is. Therefore, I 
add pedals and switches so that I can get what 
I want instantly. 1 modify the machine in 
terms of live performance. 1 don't want to sit 
in the recording studio and say, ‘1 know how 
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to get that sound. It will take me only three 
minutes.’ 1 want to get it in half a second by 
pushing a button or a pedal. That’s it: there's 
the sound.

“There is no conilict for me between elec
tric and acoustic instruments. I love both the 
acoustic and the electric pianos. When 1 prac
tice, it’s almost always on the acoustic piano. 1 
keep my touch on acoustic piano by making a 
personal decision as to how much time I'm go
ing to spend on what.

“Sure, people specialize, some by becoming 
more and more refined on one instrument or 
in one area of music.

“The other way is to specialize in a sort of 
thought process. The thought process then re
alizes itself in different areas. In other words, 
you're not spreading yourself too thin. You're 
specializing somewhere; it just comes out in a 
different way. If you're a composer, you don't 
always have to write for an acoustic piano. 
You can write for other things as well.

“At this time, electronic music is new. In 
the future, however. I think it’s going to be
come more accessible to everybody, and 1 
think it’s going to be much more flexible.

“Because of technology, anybody at all who 
wants an electronic musical instrument will 
have access to one. The instruments will be 
very, very sophisticated, and they will also be 
inexpensive. Technology already advances so 
fast that a new product is obsolete by the time 
it appears on the market.”

Ian Underwood’s evolution has thus far 
been clear: he began as a classicist, expanded 
to avant garde jazz, gained invaluable per
forming and recording experience with Frank 
Zappa and now finds himself in the inner cir
cle of the Hollywood/New York recording 
plants. Was it difficult for him to crack 
through?

‘‘Well," said Ian, “there is always a first job. 
Mine was with Earl Hagen on Mod Squad. Af
ter that, I did Leonard Bernstein’s Mass at the 
Mark Taper Forum in L.A. From then on. it 
was just a matter of answering the telephone. 1 
made no point at all in hustling studio work.

“Working in the studios also has its cycles. 
At first, you arc just a recommended name at 
the bottom of the list. They go through every
body else first; then, if they are not available, 
they might try you. ‘Let’s try Ian Underwood,’ 
they say. You go in and do the job. The next 
time they say, ‘Who was that guy we had last 
time? Ian Underwood? Call him.’ Pretty soon, 
they say, ‘We need lan Underwood for this 
part. Call him. What? He’s already booked 
and we have to change the session schedule? 
Change it.’ Time goes by and you work a lot. 
Then they start saying, ‘Get me somebody 
who plays like lan Underwood but is young.’ 
Then they say, ‘Whatever happened to lan 
Underwood?’

“If a young musician comes from Tulsa to 
L.A. and he wants to get into studio work, he 
should first have his technique together. He 
might then get in touch with other profes
sional musicians who play the same instru
ment. Then he should take any job he can get 
in the studios. Because recommendations are 
essential, he should play every place he can— 
clubs, union rehearsal bands, jam sessions, 
etc. And when he does get his first few studio 
sessions, he should be very professional: he's 
got to be on immediately.”

Any forest has its demons. Perhaps the most 
beguiling and seductive demon of the studio 
forest is money. Have Ian’s present lucrative 
activities in the studios tended to detract from
20 □ down beat

SELECTED UNDERWOOD
DISCOGRAPHY
with Frank Zappa
WE’RE ONLY IN IT FOR THE MONEY—MGM/Verve 

V65045X
HOT RATS—Bizarre RS 6356
CHUNGA’S REVENGE—Bizarre MS 2030
UNCLE MEAT—Bizarre 2MS 2024
BURNT WEENIE SANDWICH—Bizarre RS 6370
WEASELS RIPPED MY FLESH—Bizarre MS 2028
JUST ANOTHER BAND FROM L.A.—Warners MS 

2075
FILLMORE EAST—Warners MS 2042
200 MOTELS—United Artists UAS 9956
OVERNIGHT SENSATION—Disc Reet—MS 2149 
RUBEN AND THE JETS—MGM/Verve—V6 5055X 
APOSTROPHE—Disc Reet—OS 2175
with Norman Connors
YOU ARE MY STARSHIP—Buddah BDS 5655 
ROMANTIC JOURNEY—Buddah BDS 5682
with Alphonso Johnson
MOONSHADOWS—Epic PE 3411 8
YESTERDAY S DREAMS—Epic PE 34364
with John Lee & Gerry Brown
STILL CAN’T SAY ENOUGH—Blue Note LA 701G
with the Brothers Johnson
LOOK OUT FOR NUMBER ONE—A&M SP 4567
RIGHT ON TIME—A&M SP 4701
with Alphonse Mouzon
THE MAN INCOGNITO—Blue Note LA 584
with Willie Tee
ANTICIPATION—UA LA 655
with Jean-Luc Ponty
KING KONG—World Pacific ST 20172
with Ambrosia
SOMEWHERE I’VE NEVER TRAVELLED—20th 

Century T-510

his dreams of becoming a successful com
poser?

“Yes,” said lan, "but I must immediately 
qualify that. I have not felt ready yet to orient 
my time toward what I want to do for myself. 
What 1 am doing now is by choice. It is not a 
matter of having become locked into this 
situation. Working in the studios is my second 
professional learning experience, the first be
ing with Zappa and the Mothers.

“Playing such a wide variety of musics, most 
of which I am not truly interested in, would 
become highly annoying to me if I were ori
ented toward spending more and more of my 
time doing what 1 personally wanted to do. 
However, studio work is good for me at this 
time and therefore it is not annoying to me.

“It keeps me in town. I don’t have to go on 
the road. 1 can be home with my wife Ruth, 
who is also a musician, a percussionist, and a 
graduate of Jul Hard. It enables me to see my 
1 O-year-old daughter, Nora, who lives with 
my former wife, Phyllis.

“From the money I’ve earned, I’ve bought a 
place that has a separate studio. It has all of 
my musical equipment in it, and if I have three 
hours, five hours, all day, the rest of the house 
can be empty or have 10,000 people in it. 
That doesn’t mean anything, because I can 
work in my studio. That is the logic of studio 
work.

“True, many of the studio musicians I work 
with spend their union breaks discussing 
swimming pools instead of music. That is fine 
for them, but not for me. From my perspec
tive, the main thing that interests me is the 
music in my own head and my own reaction to 
other music that I hear.

“I’m not emotionally interested in swim
ming pools. I’m not emotionally interested in 
vacations here or there. I’m not emotionally 
interested in any extensions of those things at 
all. Nor am 1 making any value judgments on 
anyone else’s relationship to those things. It 
just seems to me that you have to decide how 
and where to spend your time.

“Every day you have to say, ‘Okay, what’s 
going on in my head and my feelings? What 
am I going to do with the time that I have? 
What am I going to do about that music that is 
in there?’

“If I feel that I am doing something about 
that, even though I may go and play some mu
sic that to me is not a personal emotional ex
perience, 1 can still sit there and think about 
what I want to do. Charles Ives was an insur
ance salesman who went home and wrote mu
sic for two bands at once, or whatever else he 
wanted. And he wrote great music.

“In other words, it is not necessarily the ex
ternals of the situation that dictate what you 
are going to do. If a person feels he is getting 
locked into it, then he shouldn’t do it. When I 
feel the pressure in me to make the switch, 
when it is more important for me to spend less 
time in the studio and more time on my own, 
then I’ll just do it.

“For some people, Zappa for example, the 
motivation to compose and record is right out 
front and close to the surface. However, that 
area is a little difficult for me to get at. It takes 
time. 1 don’t want to go in and do an album 
just to do it. I know what my own pace is, and, 
when I’m ready, I’ll do it.

2 “Meanwhile, with my mind oriented toward 
E that one goal, I play music—all of which is by 
cd no means worthless or a waste of time. I make 
f a good living. And I have good experiences 
< with a wide variety of excellent musicians.'db



“One thing is for sure. I am not about to make any concessions to the profit world; I’m not 
about to start playing rock and roll; I am not going to add on tons of electronics. ...lam 
going to stay acoustic and solid with the music...

No Concession Mon
w▼ ▼ hen Elvin Jones laughs, it’s like the 
opening of a great iron gate at the entrance to 
a huge estate, a gate that hasn’t been oiled in 
half a century. There’s no other laugh like it. 
Well, almost no other. Elvin’s brother Thad 
owns one.

When Elvin’s mood blackens, as it does on 
occasion, it gets dark grey the way the sky 
does before a storm flies from the horizon and 
rattles the ocean. Those moods are infrequent, 
transient, temporary, but honest corners of the 
creative personality. Elvin Jones is a creative 
energy, more intense than most; he’s the pure 
romantic possessed of innocence, dedicated 
completely to his art.

Energy. It’s tense, tightly drawn like stain
less steel wire stretched to its snapping point 
and at its controlled best when he is playing, 
lost in the center of that circle of rhythmic 
pulse that infects every player.

“I can see forms and shapes in my mind 
when I solo, just as a painter can see forms 
and shapes when he starts painting. And I can 
see different colors,” he once told Whitney 
Balliett in the New Yorker.

Elvin is capable of the unexpected, seem
ingly playing himself into the corner of the 
multi-mirrored room of his imagination. He 
can always escape. A Houdini of the mystical 
mysteries of improvisation, his art is reflected 
in the people around him.

“I’ve never been so comfortable,” says 
David Williams, who was Elvin’s bassist for 
more than two years before leaving at the end 
of last year.

“It’s the energy, he’s got it, that’s it,” states 
Pat LaBarbara, tenor saxophonist in the Elvin 
Jones group now called the Jazz Machine.

“No one else has got it,” says Williams.
“It’s the time, the relaxation. It’s the pulse; 

the energy is there, yet it’s relaxed energy.” 
LaBarbara understands. “Everybody feels it in 
the room, and when you come off the band
stand you feel like you’ve played something. 
You feel good. The pulse is just fantastic, it’s a 
great feeling—I’ve played with a lot of drum
mers, too. It makes you feel good to be play
ing on top of what he’s playing. Another thing, 
the tempos vary, we never play the same tune 
the same way; it’ll be a different tempo every 
night; you’re not locked in like some bands 
which have set tempos and that’s it, that tune 
is always in the same tempo....”

The big old iron gates open and out squirms 
Elvin’s oxidized iron laugh. “1 wonder what 
band he’s talking about...” he says, referring 
to LaBarbara’s long association with Buddy 
Rich. Elvin is kidding.

“No, I’m not talking about Buddy’s band 
because he varies the tempo, too. I think good 
drummers always do that. They’re looking for 
a challenge, so they’ll change the tempo, espe
cially if the leader is a drummer and he can 
count the tune off. A horn player who is a 
leader usually feels comfortable with a certain 
tempo and he won’t try another; he’s got his

JONES
by herb nolan

things worked out in a certain way and that’s 
where he feels best. But when a drummer is a 
leader, he gets a chance to vary it because he’s 
interested in rhythm and time. Buddy and 
Elvin come from the same energy, they just 
channel it in different directions. They’re high 
energy players and 1 like players who hit the 
drums.”

When guitarist Ryo Kawasaki plays with 
Elvin’s group he thinks in terms of percussion. 
“I want to be a percussion player when I am 

soloing. Instead of playing lines, I want to be 
more percussive.”

Elvin loves it. “Ryo wants to buy a set of 
drums, most of the guys that have been in my 
groups all have a set of drums—Gene Perla, 
Jan Hammer, Dave Liebman, Steve Grossman 
. . . they all got drums. You can’t fool yourself 
with a set of drums, man, you got to keep the 
time. When that falters not only you know it 
but everybody else within hearing distance 
knows it. It is a challenging instrument.”

“After working with Elvin most drummers 
sound nervous, they just sound nervous,” says 
Williams.

“1 think it’s hard to play 4/4 or a swinging 
type rhythm, that kind of pulse that jazz play
ers play. Most drummers have to switch back 
and forth between rock because that's where 
the money is . ..” LaBarbara ponders Elvin. 
“I can be playing with some drummers—1 
don’t know what it is—but they can be playing 
the same tempo—the same thing—but it feels. 
...” He wants to describe the difference but a 
new idea emerges.

“That’s another thing, Elvin always plays 
on the tune,” Pat says. “Right, Elvin? When 
you play on many of those tunes, like the tune 
just doesn’t come to a stop and then there’s a 
free drum solo, he’s always playing on the 
song. We play Jazz Boat or Antigua and I can 
actually hear the melody over his drum solo. 
He’s thinking of the line, I know it."

Elvin agrees. Listen to Land Of The Lonely 
on McCoy Tyner's Trident (Milestone). You 
can hear it there.

“McCoy can play Three Blind Mice and 
make a symphony production out of it; he has 
that kind of musical mind. I think he’s one of 
the great pianists of today. There's no doubt 
about he’s one of my favorites and always will 
be. I love him,” Elvin says.

“Some clubs you go to dance and some you 
go to to listen, but no matter what the music is 
you should be able to dance to it . . observes 
David Williams.

"Yes, right!” Elvin nods. "You should get 
the feeling you should move. That's what is 
meant when people say the music moves me. A 
lot of groups I hear—I am sure they are very 
popular and they make a lot of money—but 
they don't move me. There’s something they 
are not doing, there’s something lacking. I 
think it must be creative, ’cause those that are 
creative are alive and being alive means 
movement—highly emotional, highly 
charged.”

“Some people have it, some people don’t. A 
lot of people have the chops—the technique— 
that academic thing, but the looseness, some 
have and some don’t,” says Williams. “And 
while 1 have the chance—I’ve always wanted 
to say this—in most interviews, especially 
with younger musicians, when they are asked 
who they have been most influenced by if it’s a 
drummer—especially a drummer—they’ll 
never call another drummer. They’ll say co
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BOBBYE HALL
Goes Boom Boom, Tinkle, Clash

She is the world’s finest percussionist 
and her new album is a Smash.



Ratings are: 
excellent very good. 

♦ good. *« teir, * poor

WEATHER REPORT
HEAVY WEATHER—Columbia PC34418: Bird

land; A Remark You Made; Teen Town; Harlequin; 
Rumba Mama; Palladium; The Juggler; Havana.

Personnel: Joe Zawinul, keyboards, melodica, 
voice; Wayne Shorter, tenor and soprano sax; Jaco 
Pastorius, bass guitar; Alejandro Acuna, drums; 
Malono Badrenas, percussion.

★ ★ ★ ★ ★

Like a glittering pendant anchoring the 
string of pearls of fusion music, Weather Re
port, at this late date, hardly needs to be 
pointed out. Indeed, Zawinul, Shorter and 
their slowly but steadily revolving door of 
rhythm players have had so enormous an im
pact on the way many of us listen to music— 
on how we hear music—that their atmospheri- 
musical research has become indispensable 
(try to conceive modern music without the ef
forts and effects of this band). Most impor
tant, though, is the consistent freshness of 
each album, along with the equally consistent 
craftsmanship and attention to detail. Their 
gleaming, futuristic structures are not only in
novative architecture; the plumbing works, as 
well.

I doubt that Weather Report will ever 
duplicate the dramatic success of 1974’s Mys
terious Traveler (no easy task, since it remains 
the finest fusion album of all). Moreover, they 
don’t have to. The proof of their vision has 
been out for years; it’s now a matter of re-af
firming, in constantly shifting ways, what is 
already evident, providing new perspectives 
on a music so vital that it actually welcomes 
such scrutiny. The sonic neologisms, no less 
real, are more subtle and integrated now. And 
Heavy Weather is certainly Zawinul’s finest 
achievement since Traveler.

I credit Zawinul because Weather Report, 
at least to the naked ear, has really become his 
band. On this album he is directly responsible 
for the two most salient attributes. First is the 
sound. Weather Report has never employed 
the studio-as-instrument as thoroughly or as 
well as on Heavy Weather: The LP literally ex
plodes with the clarity, separation and sheer 
variety of timbres, and Zawinul’s arsenal of 
synthesized tonalities is astounding (he’s 
listed on the liner as "producer/orchestra- 
tor”). Because of the recording quality, you 
can hear the smallest details of the intricately- 
arranged layers of sound, with the versatile 
polyphonic synthesizer creating a vibrant, 
velvety richness that makes Getty look like a 
welfare case. Play it loud, and Zawinul’s in
sanely happy Birdland, the band’s first hit sin
gle, will prickle your spine with the illusory 
sensation of sound-as-physical-mass. Heavy 
Weather is an arrangemental tour-de-force, a 
smorgasbord for the ear.

Zawinul also hired bassist Pastorius, and 

the band is already veering in the directions 
he’s charting. Jaco contributes broadly to the 
sound: not only does he produce a singing, al
most unbearably full tone, but he co-produced 
the LP. Already known as a superb composer, 
he has supplied two effective pieces here. But 
his main addition is in the playing. The moving 
bass lines he draws behind the main action 
have added even more depth to Weather Re
port’s music—listen to his background work 
on Havana, scooting around like a lizard at a 
roadrunners' convention. His rhythms, born 
“of the rhythms of the Caribbean" (in his own 
words), are uniquely recognizable and blend 
impeccably with the fine drumming team of 
Acuna and Badrena. And Pastorius adds a 
solo voice of authority, perception and exper
tise to match Zawinul and Shorter, something 
that was missing until now.

On balance, this is a five-star disc; there arc 
two tunes that don't really click for me, but 
what is good is so good that it tips the scales. 
Zawinul’s ballad A Remark You Made, despite 
the wrenching emotionalism of the standout 
tenor solo, is almost too pat in its undeniable 
prettiness; his The Juggler, a gentle, dancing 
melody accompanied by a wistfully martial 
snare pattern, is uncomfortably reminiscent of 
Return To Forever’s mechanistic flair. But the 
joyful multiplicity of Birdland and Shorter’s 
Palladium, and the particularly lyrical and 
flighty bass solo on Havana, are unforgettable. 
And Jaco's easily overlooked Teen Town (the 
other side of the single) has a desperate, manic 
feel, a stunning bass break and a melody that 
bears down like a crazed kidnaper, serious 
and parodistic at the same time.

Shorter, though soloing less, still brings the 
greatest maturity to the band in his short, 
caroming statements (Zawinul, in widely ex
ploring the potential of colors at his disposal, 
has perhaps cut back a bit too much on the 
solo space). Pastorius, a still-young musical 
force to be reckoned with, is in the best pos
sible position to bring his brilliant ideas to the 
public. Zawinul looks more and more, in ret
rospect, like fusion music’s midwife and un
surpassed wizard. —lesser

FLORA PURIM
NOTHING WILL BE AS IT WAS. . . . TOMOR

ROW—Warner Bros. BS 2985: You Love Me Only; 
Nothing Will Be As It Was-Nada Sera Antes; Pm Com
ing For Your Love; Angels; Carre Nina; Bridges; Fairy 
Tale Song; Angels (reprise).

Personnel: Purim, vocals; Josie Janies, Maxine 
Willard Waters, Julia Tillman Waters, Ivory Stone, 
Opa, background vocals; Byron Miller, Ringo Thiel
mann, bass (track 5); George Fatturoso (track 5), 
drums; Dawili Gonga, electric piano, mini-Moog; 
Patrice Rushen, electric piano. Clavinet. Arp synthe
sizer; Larry Nash, string ensemble, synthesizer 
(tracks 1, 3): Fatturoso, electric piano, synthesizer 
(track 5); Wagner Tiso, electric piano (track 6); Air
to, percussion and voice bag; Ndugu, congas, drums, 
bongos, bell tree; Dennis Moody, Eryke McClinton, 
Gregory Walker, Melinda, Henry, Larry, Niura, 
Josie, handclaps; Reggie Lucas, Al McKay (track 4), 
electric guitar; Jay Graydon, guitar, vocals (track 3); 
Toninho Horta, electric guitar (track 5); Raul De
Souza, trombone; Fred Jackson, Ernie Watts, reeds; 
George Bohanon, Oscar Brashear, brass; Dorothy 
Ashby, harp.

★ ★ ★

There’s really nothing critically wrong with 
this album, and Flora is sure to be exposed to 
a wide audience through her Warner associa
tion.

Yes, the public will come to Flora; bear in 
mind that this is the same label which made 
Benson a superstar.

However, the process is two-sided, for 
Purim has made some undeniable concessions 

to commerciality. The scat singing and rapid 
Brazilian clicks, utterances and sensual gur
gling which brought her such initial acclaim 
has, save for the captivatingly driving Corre 
Nina, been abandoned. The substitute seems 
to be a near-rote vocal attack, with little room 
for interpretation, delivered, not surprisingly, 
in English.

Within this narrow framework of love bal
lads as opposed to onomatopoeic exercises such 
as the comparatively recent Butterfly Dreams, 
her artistic goals are quite narrow. Within 
these bounds, she does work well. The crimi
nally underrated Patrice Rushen composition, 
You Love Me Only, is delivered with irresisti
ble seductiveness, with Patrice’s electric piano 
lead-in a worthy preface. Other tracks are 
similarly addressed by this new Flora, who 
(mark these words) will do a week in Las 
Vegas by the end of the decade.

With the exception of a chunka-chunka An
gels, all compositions serve the goal of making 
Flora Purim accessible to the public while not 
seriously compromising her artistic integrity. 
If she can work within these parameters with
out coming too close to pop or disco, the 
mainstream will soon adopt a one-time cult 
figure as their own. And her old fans will stay 
loyal. —shaw

DAVE BRUBECK
25TH ANNIVERSARY REUNION—Horizon 

SP-714: St. Louis Blues; Three To Get Ready And Four 
To Go; African Times Suite; Salute To Stephen Foster; 
Take Five; Don’t Worry 'Bout Me.

Personnel: Brubeck, acoustic piano; Paul Des
mond, alto sax; Eugene Wright, acoustic bass; Joe 
Morello (tracks 1-5), Danny Brubeck (track 6), 
drums.

This 1976 get-together was the first for Bru
beck’s most renowned quartet since having 
disbanded in 1967. What was it like? Said 
Brubeck: “What I sensed out of the reunion 
was a great love among four terribly inde
pendent individuals. No matter what we put 
each other through over the years ... and, be
lieve me, the emotions ran the full gamut ... 
there was deep love and regard.”

In addition to the mutual admiration 
society composed of the quartet’s co-equal 
members, Brubeck spoke of another impor
tant participant: “I think of the audience as a 
co-creator, the fifth instrument to our quartet. 
How an audience chooses to play its part is 
determined anew each time musicians and lis
teners gather together.”

After its nine-year hiatus, the quartet’s mu
sical prowess was another obvious question. 
Morello said: “Musically, I feel that all four 
of us have matured tremendously. We all 
played well. Our additional years of playing 
brought something different and updated to 
the pieces.” Wright added: “Everyone was up 
on his instrument and it was as if we had only 
been apart for a couple of months’ vacation.”

These assessments, culled from Doug Ram
sey's comprehensive liner notes, are the keys 
for understanding what makes these perform
ances tick. Recorded live before an ap
preciative audience at the Interlochen Arts 
Academy (except for Don’t Worry 'Bout Me 
which was taped at Fort Wayne, Indiana), 
there is a palpable camaraderie that speaks di
rectly to our need for shared ritual experience. 
In addition, there is a new level of technical 
and emotional maturity in the quartet’s play
ing.

St. Louis Blues, cast in a bright medium 
groove, frames solos by all hands and demon
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strates the quartet’s high level of musical com
munication. Brubeck’s engaging Three To Get 
Ready And Four To Go, which alternates two 
measures of 3/4 with two measures of 4/4, 
spotlights Desmond’s flowing lyricism and 
droll musical humor (note, for instance, his 
allusions to Auld Lang Syne, Drum Boogie, 
52nd Street Theme and Organ Grinder Swing). 
It also features an effective Brubeck outing 
which builds from airy single-note arabesques 
to stormy two-fisted chordal blocks. Wright’s 
African Times Suite places the bassist’s ac
complished arco and pizzicato work in the 
foreground.

Salute To Stephen Foster is Brubeck’s Bicen
tennial gift and a fine vehicle for the pianist’s 
expanded keyboard facility. Desmond’s Take 
Five has the altoist floating beyond gravity, 
Brubeck inventing orchestrally and Morello 
pulsing in polyrhythmic abandon. The con
cluding Don't Worry 'Bout Me is a song with a 
story. The title reprises Joe Morello’s last 
words after being forced from the tour for 
emergency surgery to correct his worsening 
eyesight. With Danny Brubeck filling in, the 
performance is a poignant expression of the 
musicians’ concern for their ailing friend.

The album, while technically far from per
fect, nonetheless captures the warmth of a sig
nificant musical event. —berg

LENNY WHITE
BIG CITY—Nemperor NE 441: Big City; Sweet 

Dreamer; Interludes—Egypt; Nocturne; Rapid Transit; 
Ritmo Loco; Dreams Come And Go Away; Enchanted 
Pool Suite; And We Meet Again.

Personnel: White, drums, percussion, synthesizers, 
and acoustic piano on tracks 3, 8: Herbie Hancock, 
keyboards (tracks 2, 8); Ray Gomez, guitars (tracks 
2, 5, 7, 9); Paul Jackson, bass (track 2); Marcus 

Miller, bass (track 3); Verdine White, bass (track 5); 
Alex Blake, bass (tracks 7. 9); Miroslav Vitous, pizzi
cato bass (track 8); Gary King, bass (track 8); Neal 
Schon, guitar (tracks 7, 9); Pat Gleeson, synthesizer 
(tracks 2, 5); Onaje Allan Gumbs, acoustic piano 
(track 7); Jerry Goodman, violin (track 8); Jan Ham
mer, keyboards (track 8); David Earl Johnson, con
gas (track 8); Brian Auger, keyboards (tracks 1, 8); 
Bennie Maupin, soprano sax (track 8); Linda Ti 1 lery, 
vocal (track 2); Tower Of Power horn section (track 
1); Brian Auger's Oblivion Express (track 1).

In the former "democratic’’ incarnation of 
Return To Forever, alumni Lenny White and 
Al DiMeola seemed miscast as co-equal con
tributors to the group's repertoire. Chick ac
tively encouraged their compositional bents, 
which, generally speaking, resulted in im
maculately realized studio indulgences but 
no substantive music. Both, however, are 
bright and resilient technicians, and, surpris
ingly, their first solo efforts—largely utilizing 
the arranging and composing talents of 
others—were on a par with the group’s best. 
Now, ejected from the warmth of Chick's 
wing, the boys must fly on their own or find a 
new nest.

For Lenny White, the studio has proven to 
be an accurate and compatible medium, cap
turing his lateral, panascopic approach to the 
drums, a concept as central to his sound as his 
choppy rhythmic technique. White likes to 
use cymbals as his accent beat, mating a weld
ed tom to the base attack on the off beat and 
diffusing the two with broad, colorful Cob- 
ham-like sweeps. The effect is a titillating, 
restless current, although White hasn’t yet 
learned how to harness its drive in the slower 
tempos. His funkladen exuberance, like 
the sharpening of sticks on cymbals, nearly 
capsizes the lovely Sweet Dreamer, with Linda 

Tillery's husky ballad vocal and Herbie Han
cock’s lilting undertow of chords.

Michael Gibbs, arranger and composer 
extraordinaire, dominates the second side ot 
Big City, imposing his characteristic invalu
able perspectives of restraint and balance. 
Dreams Come And Go Away, even at full throt
tle, sports an alluring whisperiness, hanging 
on a delicate, looping six note guitar phrase 
and a broad, supportive piano bed. The En
chanted Pool Suite, featuring a reunited Jerry 
Goodman and Jan Hammer, aspires to a total
ity of vision that it never quite attains, string
ing together unrelated movements and jams 
with string segues and a tumbling bass osti- 
nato. Like the rest of Big City, the suite is frag
mented, lacking the consistency of a solitary 
artist’s viewpoint, the creative mark of as
suredness and ambition that sets Corea and 
Clarke’s work apart from their former col
leagues.

But White’s got a catchy fever and the 
chops to ignite a fire, as the fiery And We Meet 
Again and Rapid Transit so indelibly display. 
He’s a ball player, not a ballerina, and as such 
he should find a good team to grow with.

—gilmore

RON CARTER
PASTELS—Milestone M-9072: Woolaphant; Bal

lad; One Bass Rag; Pastels; 12 Plus 12.
Personnel: Carter, bass, piccolo bass: Kenny Bar

ron, piano; Hugh McCracken, electric and acoustic 
guitar, harmonica (track 1); Harvey Mason, drums; 
anonymous string section.

★ ★ ★ V2
Pastels is a musical mix that doesn't blend 

the way it should. For openers there’s Ron 
Carter, perhaps everyone’s choice as the bass

NEVER BEFORE HAS A KEYBOARD ARTIST 
EXPANDED THE BOUNDARIES OF FUSION JAZZ 

WITH THE INVENTIVENESS OF

BARRY 
MILES

with Eric Kloss, 
Vic Juris, Terry Silverlight 
and Anthony Jackson

A trip and a half. 
“SKY TRAIN”
Barry Miles and Co.

RCA
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The triumph of Dexter Gordon: 
an American hero comes home at last.

Although he is regarded as perhaps the finest and most influential tenor 
player to have emerged in the ’40s, Dexter Gordon has made only sporadic visits 
to his native country in recent years.

Each visit has been an eagerly anticipated event, and the enthusiasm of 
those who have seen Dexter only served to whet the appetite for the next visit.

And in this context, Dexter’s return to New York last fall—for the first 
time in 7 years-stands out as one of the cherished events of 1976. In The New 
York Times, Robert Palmer wrote, “Mr. Gordon re-established himself as the living 
master of the tenor saxophone...with some of the most accomplished and stirring 
improvisations heard here in recent years.”

Fortunately, Dexter’s week-long engagement at The Village Vanguard was 
recorded and is now available as a special two-record set.

In a five star down beat review, Chuck Berg raved,“ ‘Homecoming’ will stand 
as one of the landmark albums of the ’70s....It stands 
as a new plateau in Dex’s career and, for us, as an 
opportunity to share in the workings of one of the great 
hearts and minds of improvised music.”

Dexter is returning in the spring for a national 
tour and “Homecoming” is available now. So don’t miss 
Dexter this time around. Because you might just be 
missing the event of ’77.

“Homecoming.” The spectacular return of 
Dexter Gordon. On Columbia Records and Tapes.

2RECORD SET

DEXTER GORDON 
HOMECOMING

Live At The Village Vanguard
including:

Gingerbread Boy/Little Reds Fantasy 
Fenja/ln Case You Haven’t Heard/Backstairs

»-COLUMS'* «»MARCAS PEG C 1977CBSMC



“A significant 
addition to the

Ellington bookshelf.”
-DAN MORGENSTERN

“Derek Jewell's book served to 
bring me up to date on the 
Ellington 1 never had the chance 
to know in his earlier years.”

-OSCAR PETERSON

A PORTRAIT 
OF DUKE ELLINGTON
By Derek Jewell
$9.95 at all bookstores

I Norton
W W. NORTON & COMPANY. INC.
500 Fifth Avenue. New York 10036

ELECTRO-HARMONIX 
WORK BAND 

Records New E-H 
Sound Effects

ELECTRO-HARMONIX has collaborated with 
some of the top New York City studio musicians 
to produce the very first 33’/3 LP ever put 
together to demonstrate electronic musical 
accessories. The ELECTRO-HARMONIX 
WORK BAND album, entitled "State-of-the-Art 
Electronic Devices," features original 
instrumental pieces in styles ranging from 
funky blues to "super-electronic space jam," 
played on guitar, bass, and drum only, but all 
transformed by GOLDEN THROAT. MEMORY 
MAN. ELECTRIC MISTRESS, SMALL 
STONE. BIG MUFF PI. OCTAVE 
MULTIPLEXER. BAD STONE. DOCTOR Q. 
FREQUENCY ANALYZER, and HOT FOOT 
Instead of someone saying. "And now you will 
hear a wah wah pedal. .." you have highly 
professional, articulate, and hip liner notes to 
explain where and how the products are used. 
The music is uninterrupted. Available at 
leading guitar stores, or direct by mail for S3 
from ELECTRO-HARMONIX WORK BAND 

27 West 23rd St.

player’s bass player, playing acoustic bass 
with a strong, rough muscular personality 
against a series of string arrangements that at 
times ooze like maple syrup.

According to the credits, the album was co
produced and arranged by Carter and Don 
Sebesky, master of the slick production, with 
Carter doing all the writing. So there must 
have been a certain level of agreement on 
what they wanted this to sound like. In the 
end, however, what dominates is a production 
that in too many instances has moments that 
sound more like the film score for something 
called Peter Pan Meets The Butterfly Princess 
than Carter Meets Sebesky. This is particu
larly evident on Ballad, an especially sensitive 
piece featuring strings and acoustic bass.

The problem is that Carter’s playing doesn't 
fit well into the overall musical setting. For 
example, on Ballad there is a section where 
Carter plays unaccompanied bowed bass; his 
emphasis is on gutsy textures like weathered 
wood. The solo passage is sparse, he uses 
pauses—moments of quiet space—with 
dramatic effect. Then, what comes winging 
back in the score, but the Maple Syrup/Butter- 
fly Princess violins'? It annoys.

The level of musicianship is high through
out, as is the musical integrity of both Sebesky 
and Carter. It’s just that it seems as though 
they are working at cross purposes; and al
though the recording hasn't been grossly over
produced like so many products turning up 
these days, it has a tendency to plod when it 
shouldn’t. This is particularly evident on One 
Bass Rag, a bouncy theme featuring Carter 
and Barron with strings. When it seems things 
should open up and swing a bit. it feels like 
the tune is holding itself back.

It is apparent that the overall intention of 
Pastels was to explore subtle colors, but unfor
tunately all the shadings don't mix well on 
this patchwork canvas. —nolan

KEiTH JARRETT
SHADES—ABC Impulse ASD 9322: Shades 

Of Jazz; Southern Smiles; Rose Petals; Diatribe.
Personnel: Jarrett, piano, wood drums, percussion; 

Dewey Redman, tenor sax, maracas, tambourine; 
Charlie Haden, bass; Paul Motian, drums, percussion; 
Guilherme Franco, percussion.

This nation has a bad balance of payments 
deficit; we are importing more goods than we 
are exporting. In musical terms, such an anal
ogy would work well in the case of Keith Jar
rett. It seems as though just about all his crea
tive work of late has been on the European 
ECM Records, while his American label, Im
pulse, has been treated to formulistic product 
full of clockwork solos, bored piano rolls, and 
obligatory semi-chaotic three minute Dewey 
Redman cadenzas.

Finally though. Keith Jarrett and company 
have gotten off their collective posteriors and 
done what they know best. The collectively 
interwoven unity of Shades is a joy to behold. 
The music is liberated, covering a wide range 
of idiomatic points of reference.

Ironically, it is Jarrett’s colleagues that 
steal most of the thunder here. The lively 
lead-line plunking of Charlie Haden on 
Shades Of Jazz is of a tonal thunder not heard 
since the Liberation Orchestra days. Motian, 
always preoccupied with the bass drum, takes 
an uncharacteristically lively pose on this 
composition, opting to join the flurry rather 
than assume his characteristic stance of a si
lent, stalking observer. Jarrett is mclodically 
rapid and Redman is quite urgent.

The percussive potential of the quintet 
reaches a zenith during Southern Smiles. The 
vaguely Latinesque timbres are underscored 
by some peripatetic work by Guilherme Fran
co, who receives valuable assistance from 
Redman and Motian.

Despite the unabashed venture into chaos 
on the aptly named Diatribe (with Redman 
chasing the ghost of Ayler) the release has a 
distinctly melodic feel. Jarrett’s gentle tin
kling during Rose Petals is, through the overall 
tonality plus inclusion of a few sneaked blue 
notes, his most tuneful work in years. When 
balanced with the more extreme moments, the 
overall impression is one of consummation of 
collective potential. —shaw

ISAO TOMITA
HOLST: THE PLANETS—RCA ARL 1-1919.
Personnel: Tomita, synthesizer.

Unlike Patrick Gleeson, who recently re
corded a synthesizer version of Hoist’s The 
Planets for Mercury, Tomita doesn't try to re
create the exact sound of the original orches
tral work. In contrast to the mechanized feel
ing of Gleeson’s rendition, Tomita uses his 
space age instrument to express a very human 
vision.

In his free-form introduction to Hoist’s 
material, for instance, Tomita suggests that 
the listener is strapped aboard a spaceship, 
waiting to blast off. After the countdown, he 
launches into a version of Mars which, while 
imitating some acoustic instruments, recalls 
the synthesizer parts of many rock composi
tions.

The echoing string sounds of Venus also 
suggest the pop usage of the synthesizer. Simi
larly, the wide-ranging eclecticism of the tim
bres heard in Mercury transforms this whimsi
cal piece into a highly sophisticated form of 
pop imagery.

Tomita often uses the contrast between 
purely electronic and instrumental-like 
sounds as a source of humor. In Jupiter, for 
example, the jousting of these elements cre
ates a carnival atmosphere.

Things begin to get more serious—and more 
electronically-oriented—in Saturn, Bringer Of 
Old Age. Both here and in Uranus, The Magi
cian, Tomita depicts a journey toward the 
fringes of the solar system and outer space: the 
unknown.

This is the point at which real philosophical 
content merges with Tomita’s pop style. And 
it is this content, combined in Neptune with 
the goofy spaciness that pervades the earlier 
cuts, which makes Tomita’s concept some
thing more than escapist entertainment.

—terry

MUDDY WATERS
HARD AGAIN—Blue Sky PZ 34449: Mannish 

Boy; Bus Driver; I Want To Be Loved; Jealous Hearted 
Man; I Can't Be Satisfied; Die Blues Had A Baby And 
They Named It Rock And Roll (#2); Deep Down In 
Florida; Crosseyed Cat; Little Girl.

Personnel: Waters, vocals, guitar; Johnny Winter, 
guitar; James Cotton, harmonica; “Pine Top” Per
kins, pinao; Bob Margolin, guitar; Charles Calmese, 
bass; Willie “Big Eyes” Smith, drums.

★ ★ ★ ★

Blues fans are often disappointed by new 
waxings from old masters. Common com
plaints include over-commercialism, “tired
ness,” or the simple failure to evoke the time 
and place of the earlier, definitive recordings. 
Happily, these problems don’t apply to Hard 
Again.
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TICKET It was 
a one-in-a-million concert.

Woody Herman
The New 

Thundering Herd
Carnegie Hall
November 20,1976

The Program

Apple Honey 
Sweet and Lovely 
Four Brothers 
Brotherhood of Man 
Early Autumn 
Everywhere 
Bijou 
Cousins

Penny Arcade 
Crisis 
She's Gone 
Blues In The Night 
Blue Serge 
Blue Getz Blues 
Finale: Caldonia 
Goodnight

Woody's Theme (Blue Flame) 
Wrap Your Troubles In Dreams 
Fanfare For The Common Man BGL2-2203

nc/i
The Thundering Herd

2 RECORD SET

Ralph Burns 
Al Cohn 
Conte Candoli 
Pete Candoli 
Stan Getz 
Jimmy Giuffre 
Jake Hanna 
Chubby Jackson

„ Don Lamond 
Mary Ann McCall 

Sam Marowitz
Rip Phillips
Nat Pierce 

Jimmy Rowles 
Zoot Sims 

Phil Wilson

13X911
Here’s your 

one-in-a-million seat.
Reserved Seating Available Nightly Compliments of RCA

TICKET It was one of those concerts 
everyone wished had been recorded.

The 
Phil Woods Six

Live at 
The Showboat 

November 1976

The Program

A Sleepin’ Bee 
Rain Danse 
Bye Bye Baby 
Django's Castle 
I’m Late 
Superwoman 
High Clouds

How’s Your Mama

Cheek to Cheek 
Lady J 
Little Niles 
A Little Peace 
Brazilian Affair 
(Intriga Amorosa)

(Phil’s Theme)

13X911
It was one of those nights 

everything was.



IT ISN’T JAZZ, IT ISN’T ROCK 
IT ISN’T JAZZ-ROCK ... - IT’S

NORWEGIAN, 
UNIQUE AND BLOODY GOOD!

If not availble at your local dealer, copies can be obtained at N.kr. 45.- 
(postage incl.) from Compendium. Pre-paid orders only.

Compendium Records
Bernt Ankers gt. 17. Oslo 1 ,Norway Fidardo 3

Bus Driver is a standout. It’s taken fairly 
slowly, beginning with Muddy’s familiar Long 
Distance Cail slide work. Cotton's fills here 
are pure Chicago: vibrato-laden howls and 
moans of hornlike power. Margolin and 
Winter manage to make personal, original 
solo statements without leaving the tightly 
prescribed boundaries of the idiom. And Per
kins’ short solo is a pure shot of nostalgia for 
Otis Spann freaks.

To my ears, Florida is the rhythm section’s 
showcase. Based on a spare yet strong bass 
line, the tune lets Calmese and Smith slap 
their axes with uncommon hardness and in
tensity. Had A Baby is a rocker based on the 
I'm Ready harp riff and Cotton seizes the line 
with typical energy.

Satisfied, a recreation of an early Waters hit, 
is performed faithfully and works well, but 
Winter’s slide work here lacks the overpower
ing buzz of Muddy’s original. Mannish Boy, 
however, is a remake that challenges its 
predecessor—the ensemble work is tight and 
the flat recording sound allows for a hard, jan
gling effect. Muddy is in fine voice here, bel
lowing with an arrogance equal to the tune’s 
lyrics.

The obvious enthusiam that went into the 
making of this album is infectious and irresist
ible. It rocks with a vengeance, and Muddy’s 
new lyrics are a delight. —schneckloth

CARMEN McRAE
AS TIME GOES BY—Catalyst CAT-7904: As 

Time Goes By; I Could Have Told You So; More Than 
You Know; 1 Can’t Escape From You; Try A Little 
Tenderness; The Last Time For Love; Suppertime; Do 
You Know Why?; But Not For Me; Please Be Kind.

Personnel: McRae, vocals and piano. 
★ ★ ★

Billy Cobham 
on Bose.

When he's talking 
about speakers, 

Billy Cobham, 
#1 drummer in the 

annual down beat 
Readers Poll, sounds 

good on BOSE: he says, 
^BOSE speaker systems 

represent the ultimate 
in sound.” And Billy 

sounds good on BOSE 
when he plays drums, 

too. His BOSE 800 
speakers let him hear 
the same spectacular 
performance the audi

ence hears. You'll sound 
good on BOSE, too.

Please send information on BOSE Pro Products to:
Name___
Address ____________
Clty/State/Zip _
Telephone___(_______ )__________________________________________________________
Return to: Dept. DB, BOSE, The Mountain, Framingham, MA 01701 

l_____________________________________________________________________________________ I

KIMIKO KASAI &
MAL WALDRON

ONE FOR LADY—Catalyst CAT-7900: Don't 
Explain; My Man; Some Other Day; Willow Weep For 
Me; Yesterdays; Lover Man; You're My Thrill; Left 
Alone.

Personnel: Kasai, vocal; Waldron, piano; Yoshio 
Suguki, bass; Hiroshi Murakami, drums.

★ ★ ★ ★ ★

HELEN MERRILL & 
TEDDY WILSON

HELEN SINGS, TEDDY SWINGS—Catalyst 
CAT-7903: Summertime; I Cried For You; Lover Man; 
I Only Have Eyes For You: I Cover The Waterfront; 
East Of The Sun; You Better Go Now; Pennies From 
Heaven: I Must Have That Man; Embraceable You.

Personnel: Merrill, vocal; Larry Ridley, bass; 
Kunimitsu Inaba, bass (tracks 1,5 and 8); Teddy Wil
son, piano; Lenny McBrowne, drums; Takeshi Inor- 
mata, drums (tracks 1, 5 and 8).

★ ★ ★ ★

No other pairing in popular music can 
evoke more intimacy or emotional nakedness 
than the classic evanescent marriage of pianist 
and vocalist. At its best, the dialogue becomes 
an act of aural procreation, each partner of 
the diad spurring the other to fertile, denuded 
heights, with no room for guileful movements, 
only the passion of the moment. The verve 
one generates, the other consummates. These 
three albums, all featuring noted singers and 
pianists and all recorded in Japan, personify 
such a congress and embody the essence of 
jazz romanticism. The vocalists sing a song 
the way it should be sung: from within. What 
others may eschew as piteous or sentimental, 
they embrace as intrinsic human need. What
ever else their technical strengths may be, 
McRae, Merrill and Kasai animate a song’s
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We're starting a new series called JAZZ
ALIVE made up of the best contemporary 
jazz in performance. We've scheduled 
eight JAZZ ALIVE pilots as a preview of 
what we'll bring you every week starting 
this fall. But we're still tuning up.

So listen to the pilots. And tell us what 
you like. Or don't like.

National Public Radio wants to 
know what you want to hear.

Week of May 1
The Thad Jones-Mel Lewis Orchestra. Host 
Paul Anthony.

Week of May 8
The Earl "Fatha" Hines Quartet. Host Yale 
Lewis.

Week of May 15
The ECM Festival of Music. Host Tony Batten.

Week of May 22
The Eastman Jazz Ensemble and Eastman 
Musica Nova. Host Ed Williams.

Week of May 29
Anthony Braxton and Dexter Gordon. Host 
Michael Cuscuna.

Week of June 5
Keith Jarrett and his American Quartet. Host 
Billy Taylor.

Week of June 12
The Creative Music Studio. Host Stanley 
Crouch.

Week of June 19
Nat Adderly and Joe Henderson. Host Leonard 
Feather.

Check local listings for broadcast, times. NPR has 201 member stations coast-to-coast. Chances are 
there's one in your area.

Write us: JAZZ ALIVE, National Public Radio, Washington, D.C. 20036



lyric, becoming one with it for its brief span. 
Like Billie Holiday—whose memory rules 
here—they arc organic poetry.

As Time Goes By is a raw and rare serving of 
Carmen McRae. Recorded live at Japan’s The 
Dug in 1973, it captures Carmen in her most 
introspective of moods, singing soft, blue and 
salty. Carmen accompanies herself on piano 
in a melancholic style perfectly suited to her 
lachrymose state, particularly the oxymoronic 
reading of the title song, where her stately so
briety dampens the song’s swing and implies 
an aloneness not usually associated with its 
tenor. Throughout the album Carmen is sultry 
and subtle, allowing only her gentle inflec
tions and the straining nod in her voice to 
convey the debilitating angst that seizes her. 
She sticks close to the melodies, and when she 
veers for colorful effect it is with the slightest 
of blues slurs or the warm dipping legatos that 
can make your heart jump.

As blue as Carmen gets, though, she never 
surrenders. Her performances are studies in 
transcendence and dignity, the stuff from 
which emotional survival generates. She may 
sound vulnerable, even temporarily broken, 

Tito Puento Knows!
If Tito doesn’t, who does?
Around the Salsa scene Tito's king. A title that’s richly deserved 
and well earned. With over 80 albums to his credit, Tito Puente 
must always prove he is king.
His timbales must deliver and his choice, of course, is LP. For the 
LP timbale to bear his name it must be professional, top to bottom.
Do as this leader does, and . . .

Trust the leader3
LATIN PERtTSSIONz
P.O. BOX BB'OEPT. OB • PALISADES PARK. N.J. «07650

when her voice wavers and cracks in her 
haunting reading of Try A Little Tenderness or 
when it dwindles to a whispery thread on her 
own The Last Time For Love, but the leaping 
gospel exclamations of More Than You Know 
and the percipient sassiness of Do You Know 
Why? denote a resilient, indomitable spirit. As 
lime Goes By is quintessential Carmen, can
did and undiluted.

From the opening moments of One For 
Lady's Don’t Explain—the mournful bass line 
clawing at the ghostly, insinuating vocal—we 
know we are witnessing an extraordinary, 
emotionally overpowering talent. Kimiko 
Kasai is apparently highly regarded in Japa
nese jazz circles, and for good reason: She is 
one of the most stirring and unaffectedly sen
sual jazz balladeers to surface anyplace in the 
last decade. One For Lady, with the unim
peachably sensitive piano work of Mal 
Waldron—once an accompanist for Billie 
Holiday—and a stockpile of Holiday stan
dards. compellingly invokes the specter of 
Lady Day and can’t help but invite compari
sons. But any similarities between Kasai and 
Holiday are more a product of spiritual empa

thy than blatant imitation. For one thing, 
Kasai doesn't have the bounce of Billie, nor 
her protean sense of phrasing and timing.

What Kasai does possess, however, is a 
voice rich in sensual desolation, imbued with 
the same proud resignation that marked Holi
day. One moment she'll coo coyly, sounding 
both seductive and frightened, then moan with 
all the anguished restraint of Lester Young. 
She impressively transmogrifies the Holiday 
catalogue, tempering it with a solemnity that 
knows no contrasts. Consequently, some may 
find this Kasai introduction a bit dank or mor
bid. but none could deny its potency. In Lover 
Man, her child-like intonation pulls against 
Waldron's lacing, funereal arpeggios, creating 
a jarring tension.

In spite of occasional English mispronunci
ations, Kimiko evinces all the feeling and 
technique prerequisite to a jazz sensibility, in
cluding a sense for when to pack a line, when 
to clip it, punch it or cry for it. She knows 
what she’s singing because she knows what 
she’s feeling, and it’s feelings such as these 
that can help to make our own experiences 
more fathomable and sustainable.

The Helen Merrill album unites the singer 
with another former Holiday colleague, Ted
dy Wilson, and is by far the most upbeat al
bum considered herein. Wilson’s innate 
sprightliness and buoyant precision incite the 
rhythm section to administer some fiery back
ings, although occasionally obscuring Mer
rill’s hypnotic, silken intonations. Helen 
shapes her lines and words into seamless, 
horn-like envelopes. She sways like a sax, 
pops like a trumpet and slides with a trom
bone’s facility.

Merrill displays her horn sonority to best 
effect on the skating, twirling / Only Have 
Eyes For You and the breathy, late-night 
rendition of I Cover The Waterfront. It’s pre
cisely her softness and whispery quality that 
makes Helen Merrill so irresistible. In You 
Better Go Now, when she begs her lover to 
leave, who could help but stay? —gilmore

DON CHERRY
DON CHERRY—Horizon SP717: Brown Rice; 

Malkauns; Chenrezig; Degi-Degi.
Personnel: Cherry, trumpet, voice, electric and 

Yamaha pianos; Charlie Haden, acoustic bass; Billy 
Higgins, drums; Frank Lowe, tenor sax; Ricky Cher
ry, electric piano; Moki, tamboura (track 2); Hamik 
Jamil, acoustic bass (track 3); Bunchie Fox, electric 
bongos (track I); Varna Gillis, voice (track 1).

* * * * 1/2

Cherry still wears the multi-purpose mantle 
he displayed on his early LPs as a leader. As a 
trumpeter, he’s as accessible as any folk mu
sician, with a warm, inviting tone more con
cerned with possibilities than pyrotechnics. 
As an improvisor, Cherry is inexhaustible. He 
has familiar turns, but no cliches. His secret is 
that he absorbs beauty from the world around 
him and plays it back, making his own sense 
of it. This inspires his sidemen, so he’s a val
uable leader, too.

The music here is to the East of Ornette 
Coleman. Brown Rice sounds like Kool and 
the Gang meeting a gamelan orchestra. Who 
but Cherry could fuse menacing r&b pulses to 
chimes playing a simple mode and end up 
with a musical object of mystery? His success 
is not a matter of faith but his endeavor seems 
intuitively right, just as his puff-cheeked solos 
on the eccentric pocket trumpet are impulsive 
but always tasteful, giddy up high but never 
lost in the ozone.

Malkauns is a particular success. Wife
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‘polvphonic’

“There are 
two schemes 
in use today 
for producing 
synthesizers: the first is essentially 
a hybrid organ-synthesizer design, 
the second is ‘pure’ synthesis. In 
the first scheme, a master oscil
lator is dhdded down to the proper 
audio frequencies to produce a 
tempered scale, and these are in
dividually processed through a 
‘synthesizer-on-a-chip’ for 
each key.”

The second system design is 
used by Oberheim.“So, for advan
tages of the Oberiieim system, let’s 
list the following: 1) Freedom to 
set up four simultaneous voices 
completely unlike each other.
2) Capacity to produce inherenfly 

pitch-inflected events, since there 
are two VCO’s that can enter into 
die production of each single event 
from die keyboard. There is no 
‘master oscillator widi a divider 
network; a four-voice Oberheim 
actually has eight VCO’s.”

“Among the vcnr fcwr genuinely 
polyphonic synthesizers on die 
market, it is outstanding in design, 
in workmanship and in service
ability.”

“With the programmer, the in
stantaneously available range of 
sounds that can be obtained from 
the Four-Voice Oberheim far ex-, 
ceeds that of its nearest competi
tion. This is unquestionably die 
best polyphonic keyboard system 

available today. It is unlikely to be 
suqiassed, or even equalled, for 
some time to come.”

These excerpts are taken from a 
Field Test on the Oberheim Four- 
Voice Synthesizer performed by 
James Michmerhuizen, founder of 
the Boston School of Electronic
Music, for the . January 21,1977 
edition of “Performance.”

Write us for reprints of the Equip
ment Field Test as it appeared in 
“Performance” and/or a catalogue 
of the complete Oberheim line.*

Oberheim
Some Things Arc Better Dian Others 
Oberheim Electronics, Inc., Dept. DB 
1549 9th St.. Santa Monica, Ca 90401 

'Oberheim products are available factors’ direct at 
suggested retail prices where not serviced by 
un authorized Oberheim dealer.
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A Head 
Willi 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 50(5 
for Catalog.
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FREE! The BIG 5 Bargain Book
A contemporary music education catalog celebrating the 5th anniversary of 
one of the music/record industry's fast growing, small, young turns 
Featuring special big bargain combination packages ol appronmately 200 
records, cassettes, books, practice & playalong kits, arrangements i 
scores for musicians and music educators everywhere by top pros 4 teach 
ers, such as: RAY BROWN, HOWARD ROBERTS, RUSS GARCIA. EARLE 
HAGEN. VAN ALEXANDER, ROY BURNS. JACK SMALLEY. JACK WHEATON. 
DICK GROVE. JOE CSIDA. etc, Write for it today FREE'

FIRST PLACE MUSIC PUBLICATIONS Dept. DB-38
1247 Lincoln Blvd., Santa Monica, CA 90401

details A DIFFERENT 
KIND OF RECORD CLUB

Discounts up to 73%, no "agree topurchase" obligations. 
All labels, Schwann catalog of thousands of titles; classical, 
pop, jazz, country, etc. Discount dividend certificates. News
letter; accessories; quick service. 100% iron-dad 
guarantees. Write for free details.

Am DISCOUNT MUSIC CLUB. INC. °«P> 100577 
.^^650 Main Street. New Rochelle. N.Y. 10801

Moki’s drone is very richly recorded, and 
Don’s melodies spurt recklessly over Higgins’ 
rhythms that change from Asian to hard 4/4 
and back. Haden’s bass solo is the one he was 
saving for Cherry’s appearance on his own 
Closeness album.

Comforting as it is to have one’s trusted 
sidemen and immediate family on a session. 
Cherry can play with anyone, or everyone 
(most remarkable is his leadership of several 
fine Europeans on Eternal Rhythm—they seem 
to follow his ideas naturally). Tenorman 
Lowe has performed on Cherry's JCOA album 
Relativity Suite and seems like the logical 
choice for the sax chair that Gato Barbieri 
first sat in. Lowe contributes some vicious 
blasts on Rice, and solos on side two, but he 
doesn’t yet engage with Cherry in give and 
take. Or is this a recording problem? There's a 
little too much echo, a bit too much space be
tween the instruments, for my ears. I'd rather 
they were knocking up against each other. 
That's half a star, perhaps indulging a taste.

To indulge the other four and a half stars of 
taste—you’ll like this album. It's romantically 
exotic, understandable and real, another good 
one from the Horizon series. Stanley Crouch’s 
notes are informative (Cherry used to gig as a 
pianist, did you know?), and the graphics are 
plenty to look at while you’re listening. These 
aren't sounds one gets tired of—rather, you try 
to grasp them, remembering fragments, eager 
to listen again.

And will anyone with information about the 
Cherry album on Philadelphia, discographied 
in Horizon’s selective list, please contact me 
through this magazine? —mantlet

LUCIANO BERIO
NONES, ALLELUJAH II. CONCERTO FOR 

TWO PIANOS—RCA ARL 1-1674.
Personnel: Bruno Canino and Antonio Ballista, pi

anists; BBC Symphony Orchestra (Allelujah II), 
Pierre Boulez and Luciano Berio, conductors: Lon
don Symphony Orchestra, Luciano Berio, conductor.

★ ★ ★ ★

Nurtured on Webern. Berio has evolved a 
kind of "humanistic” style from that com
poser’s highly abstract and organized form of 
serialism. As the selections on this album 
show, however, Berio’s music went through 
several intermediary stages before he achieved 
artistic liberation.

In Nones (1954), inspired by W. H. Auden’s 
poem of the same name, Berio practiced 
Webern's serial technique with a 13;tone row, 
a large palette of tonal colors and the first of 
his "extended” techniques for flute. Unfortu
nately, there isn’t enough tension in Nones to 
convey the intense emotions of Auden's lines.

Just the opposite is true of Allelujah II. 
which dates from 1956-58. Here the spare, 
lucid textures of Webern lead logically into 
definite climaxes. Rhythmic and dynamic 
contrasts are much wider than in Nones, and 
Berio draws delicious effects from his large, 
varied forces. Yet, despite the composer's ad
herence to a serial structure, the work fails to 
achieve an overall unity.

Concerto For Two Pianos (1972-73) has 
much in common with the post-serial avant 
garde, yet it is also a continuation of Berio’s 
earlier styles. While sections of sporadic key
board utterances recall George Crumb, for ex
ample, the meditative, loosely textured inter
play of instruments is pure Berio.

In the second half of the work, a thickly 
orchestrated, dissonant passage gives way to a 
Crumb-like piano duet, which in turn leads 

into a motoric, polytonal climax. The abso
lute continuity of these disparate elements 
provides the unity in Berio’s protean con
certo. —terry

CLIFFORD THORNTON/ 
JAZZ COMPOSER’S 
ORCHESTRA

THE GARDENS OF HARLEM—JCOA 1008: 
Ogun Bara; O Desayo; Agbadza; Chango Obari; Ain 
Salah; Gospel Ballade; Stiver Oranges; Blues City.

Personnel: Thornton, composer, cornet, valve 
trombone, shenai, percussion; Michael Ridley, Mar
vin Peterson, Leo Smith, Ted Daniel, trumpets, John 
Thompson, Gregory Williams, french horns; Charles 
Stevens, Janice Robinson, trombones; Bob Stewart, 
tuba; Dewey Redman, Carlos Ward. Roland Alex
ander, Pat Patrick. George Barrow, saxes, wood
winds; Carla Bley, piano; Andy Gonzales, bass; Art 
Lewis, drums; Kobena Adzenyah, Jerry Gonzales, 
Milton Cardona, Gene Golden, Vincent Jorge, 
Asante Darkwa, Laxmi G. Tewari. African percus
sion; Jack Jeffers, conductor.

★ ★ %
The inspiration for these tracks is tradi

tional West African music and its Caribbean 
offspring, so certain works by Miles Davis-Gil 
Evans and the Brotherhood of Breath spring 
immediately to mind. These peers of Thorn
ton also offer orchestrations of traditional 
material, ponderous music poorly played, but 
Evans’ Spanish works have the trumpeter’s 
saving grace and the South African-English 
Brotherhood offers a band joie de vivre un
rivaled in all the rest of jazz. In all three 
cases sophisticated arrangers and soloists 
have taken folk material out of context, in
evitably an act that denies aspects of their 
own talents and knowledge. Adding layers of 
harmony and orchestral movement neither 
promises work that stands on its own (though 
the Brotherhood has often been successful in 
this regard) nor leads listeners to the original 
musics. Thornton alone has simulated tradi
tional settings for his scores, an idea reason
able in concept, unlucky in execution.

In fact, much of this music is so poorly per
formed as to suggest sight-reading. The prob
lem doesn't really begin with integrating the 
winds with multi-percussion either, though in 
Chango, for example, the drummers do seem 
at a loss. Especially in Ogun and Gospel the 
band's held notes are a mess, and Thornton’s 
work is further obscured by the recording 
quality: trumpets are over-balanced, french 
horns often overpower trombones, and solo 
voices find themselves competing with or
chestra "accompaniment.'' Gospel is probably 
the worst example, for after the clarity of the 
introductory piano the ensemble collapses, 
and determining the theme and chords is 
largely listener guesswork. Strangely, the 
more attractive and seemingly difficult Ag- 
butlza includes excellent ensemble passages, 
perhaps to compensate for the french horn
tuba opening theme. Ain Salah and Blues are 
weak pieces; the former is near-Gil Evans 
minus both Evans' detailing and, in Thorn
ton’s weak shenai (musette?), the necessary 
leading soloist. But O Desayo is a likeable 
track, exempt from the accusation of “too 
heavy” that the other tracks deserve.

Given these circumstances, criticizing the 
soloists for the sense of strain that runs like a 
theme through the date may be unfair. The 
most interesting moments include Bley’s Gos
pel intro and the barely audible soprano sax dec
orations in Ogun, presumably Patrick. On cor
net, Thornton’s free rhythm and structural 
motion dance away from the O Desayo calypso 
trap, while Smith weaves a perilous way
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around Chango, generally avoiding getting 
snagged. Daniel’s Blues solo, in a style close 
to Smith’s, is more concentrated, and the same 
vamp piece has Redman making like an ear- 
ly-’60s Mobley-Coltrane hybrid. These suc
cesses suggest that Gardens Of Harlem might 
have been a much lighter, happier project 
given adequate rehearsal. As is, this LP can 
hardly be recommended. —litweiler

DAVID BOWIE
LOW—RCA CPL1-2030: Speed Of Life; Breaking 

Glass; What In The World; Sound And Vision; Always 
Crashing In The Same Car; Be My Wife; A New Career 
In A New Town; Warszawa; Art Decade; Weeping 
Wall; Subterraneans.

Personnel: Bowie, vocals, synthesizers, saxes, gui
tars, harmonica, piano, vibraphones, xylophones and 
tapes: Eno, keyboards, synthesizers, background 
vocals; Carlos Alomar, guitars; Ricky Gardner, gui
tars; George Murray, bass; Roy Young, piano and or
gan: Dennis Davis, percussion; Eduard Meyer, cellos 
(track 9); Mary Visconti, background vocals (track 
4); Iggy Pop, vocals (track 3).

★ ★ ★ ★ ★

David Bowie’s persona is so large that it has 
often overshadowed his musicality—in fact, 
persuaded some critics and non-fans to opine 
that Bowie’s a non-musical facade, or at best a 
pilferer. Certainly Bowie’s central appeal 
hasn’t always been a musical one; It’s his im
age, and he's the first to admit it. But his im
age is transitive, an illusory smokescreen that 
never makes it to the turntable or on the air
waves. For me, an artist’s music has to cut it 
before their “world view” or personality. 
Bowie’s has almost always succeeded, and his 
chameleon artifice only enhances the listen
ing enjoyment.

Bowie seems to revel in testing his audience 
these days, mapping a different terrain with 
every album. Low isn’t selling well, critical re
sponse has been lukewarm at best, the pro
gressive stations are begging off, and Bowie 
would be hard pressed to tour behind it. It’s 
the most calculated effort yet in a career self- 
avowedly more dependent on cunning than 
music, similar to disco in its advancement of 
passive involvement over emotional advo
cacy. Bowie has emulated the digital rock and 
modal classical landscapes of Eno, who is as 
much of a creative force here as David. Like 
Eno’s Another Green World, Low is largely 
composed of fragmented instrumental and 
vocal tracks, with lyrics diminished to the 
simplest, least intrusive denominator. The five 
songs on side one are polished teasers, some 
of the most attractive and mature pop 
melodicism Bowie has ever produced.

The second side is devoted wholly to instru
mentals (except for a funereal Indian Esperan
to chant on Warszawa), a bold step for one 
who’s relied so heavily on the theatrics of a 
singer’s stance. Eno’s principle of dynamic 
passivity rules here, the process by which mu
sic creates itself, unfolding evenly through the 
interweaving of dissimilar but compatible 
motifs, which require little intervention from 
the artist. Subterraneans, with its modulating 
descending lines from Pachelbel’s Canon In D 
Major (one of Eno’s favorites) and Bowie’s 
velvety saxophone, is a definitive statement of 
the genre.

Low is Bowie’s most sensible redefinition 
yet, not an original statement but a consonant 
one for his didactic pretensions. In spite of his 
tendencies toward the grandiose, Bowie re
mains far ahead of the norm, one of the most 
significant artists to emerge from the ’70s rock 
pantheon, and Low is his most fulfilling album 
since Ziggy Stardust. —gilmore

AXXE
LOW PRICE, HIGH PERFORMANCE

When you spend good 
money on a synthesizer, make 
sure you get a good synthe
sizer. One that delivers all the 
sound you play for.

A good synthesizer like 
the ARP Axxe. Play an Axxe 
and you’ll find that ARP comes 
through with the sound and 
the musical sense that guaran
tee 100% return on your 
investment.

The Axxe owes its easy- 
to-read panel design and 
super sound to synthesizers 
like the ARP Odyssey and the 
ARP 2600. In fact, the Axxe 
uses the same sliders and 
switches, and has many of the 
same functions you find on 
these famous ARP models. 
And the Axxe is supported by 
a detailed owner’s manual, 
a 155-page textbook, overlay 
sheets, even a patch book 
with 50 of the Axxe’s best 
sounds. Plus 10 interface

©Copyright 1977 
ARP Instruments. Inc.

charts for expansion with other 
■ ARPs, including the
Axxe/String Ensemble Poly
phonic System.

Some synthesizers cost 
less than the Axxe. But none 
offer you more music power. 
Because ARP Instruments 
believes you should get out of 
a synthesizer what we build 
into a synthesizer.

See the ARP Axxe at your 
ARP dealer. Make sure you get 
what you play for.
For more information on the ARP Axxe 
and the complete ARP synthesizer line, 
including a five-minute demonstration 
record of the new polyphonic ARP Omni, 
send your name and address plus $1.00 to 
cover postage and handling to:
ARP Instruments, Inc. 
320 Needham Street 
Newton, MA 02164 '

manufacturer of electronic 
music synthesizers.
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CHARLES DODGE
SYNTHESIZED SPEECH MUSIC: IN CELE

BRATION, SPEECH SONGS. THE STORY OF 
OUR LIVES—CRI SD 348.

Personnel: Realized on computers at Bell Tele
phone Laboratories, the Columbia University Center 
for Computing Activities and the Nevis Laboratories.

As the album’s title indicates, the works on 
it feature speech sounds which have been elec
tronically altered and synthesized. By means 
of an analogue-to-digital converter, Dodge 
was able to create synthetic voices within any 
desired parameters of pitch, rhythm or dura
tion.

Interestingly, he chose to maintain the in
telligibility of the original spoken texts— 
poems in Speech Songs and In Celebration, an 

lor lull color catalogue send St 00 to one ol above addresses c/o Dept D B

“operatic dialogue” in The Story Of Our 
Lives—rather than change all the vocal 
sounds into abstractions. While the result may 
not be what one normally thinks of as music, 
it heightens the meaning of the spoken word 
to an extraordinary degree.

In Celebration (1975) enters the mind of a 
completely passive person who thinks that 
“nothing is good or bad, not even the darkness 
that fills the house while you sit watching it 
happen.” In the middle of this work, the 
speaker splits into two voices that repeat the 
same phrases in tandem on separate channels.

The four poetic fragments that form the ba
sis of Speech Songs are in a somewhat lighter 
vein. Again, the effect is of a man talking to 
himself; but here, it sounds as if he were mak
ing faces in a mirror at the same time. The

Cobham 
Power!

Billy Cobham insists on the pure, 
natural wood-tip sound of 

Pro-Mark Drumsticks. 
More power to Billy!

□remark
• A Division of Remo, Inc.

24 wood-Tip Models including the 
New Billy Cobham Model 808. 

write for Free Literature 
10710 Craighead Houston, Tx. 77025 

highpoint occurs in the final “song,” where 
numbers (signifying the passing days) are re
cited in ironic counterpoint to the line: “Later 
the nights will catch up.”

The Story Of Our Lives (1974), with text by 
Mark Strand, concerns a couple who are read
ing that story together on a couch in their 
suburban home. Predictably, their cliched 
lives are empty and shallow; but unpredict- 
ably, the book talks back to them, addressing 
their regrets in a machine-like voice that has 
taken on human attributes. Underlining this 
dichotomy in a different way, the “male” and 
“female” voices “speak” a 12-tone duet, al
most but never quite singing.

Of course, Sprcchstimmc, the technique of 
half-singing, half-talking, is nothing new. Yet, 
by adapting Schoenberg’s technique to the 
electronic medium, Dodge has created a vast
ly more refined language than Sprechstimme. 
He has proven that computers can expand the 
expressive range of the human voice. —terry 

davidTriesen
STAR DANCE—Inner City 1019: Winter’s Fall; 

Duet And Dialogue; Dolphin In The Sky; Star Dance; 1 
Rue Brey; Fields Of Joy; A Little Child’s Poem; Clouds; 
Children Of The Kingdom, Mountain Streams.

Personnel: Friesen, acoustic bass, compositions; 
Paul McCandless, oboe, English horn; John Stowell, 
electric guitar; Steve Gadd, drums.

★ ★ ★ ★ ★

David Friesen is destined to become one of 
the premier bassists in contemporary impro
vised music. Born in Tacoma, Washington in 
1942, Friesen has already made significant 
contributions to groups led by Stan Getz, Joe 
Henderson, Billy Harper, Woody Shaw, Sam 
Rivers, Marian McPartland and Ralph Town
er. Currently, he is providing the fire from be
low for Ted Curson’s surging septet. Curson, 
in fact, has said: “He’s a genius. It’s not a term 
1 often use, but that’s what he is. Time, sound, 
ideas, he's got it all. And he listens. He can fit 
in anywhere.” If you think that such an assess
ment is hyperbole, dropping the needle on any 
of the tracks of Friesen’s debut album should 
immediately convince you otherwise.

Friesen’s gifts are multiple. At first, he im
presses with his awesome technique. Then, as 
Curson points out, comes the realization of 
the richness of his ideas. In acknowledging his 
debt to LaFaro, Friesen says: “A lot of players 
seem to think that the main thing to learn 
from Scott was to play fast and all over your 
instrument. But if you listen to what he actu
ally did, Scott opened up the bass like a guitar 
and then went on to tell a story, a beautiful 
story.” Finally, it is Friesen’s ability as an im
passioned raconteur—in his improvisations 
and compositions—that stamps his work as 
exceptional.

While each of the tracks presents a different 
facet of Friesen’s musical persona, there is a 
consistency that gives coherence and depth to 
the album as a whole. Winter’s Fall with its 
13/8 meter, Friesen’s exuberant arco work 
and McCandless’s sheets of reedy sound, cre
ate a dancing set of lines with a dash of East
ern European folkiness. Duet And Dialogue is 
a virtuosic combination of pizzicato rhythmic 
figures played with the right hand and me
lodic strokes plucked with the left. Dolphin In 
The Sky features a strummed bass background 
with an overdubbed solo fitted on top. Clouds 
is an appropriately lyrical tone poem while 
Mountain Stream presents a flowing main cur
rent against which are set richly overlaid 
sonic eddies.

In the ensemble selections, Friesen, in addi
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tion to his compelling solo work, provides 
perfect support for the explorations of his co
horts. In A Little Child’s Poem, for example, 
Stowell’s graceful arcs are incisively under
pinned by the bassist’s finely honed counter
point. With Fields Of Joy, Friesen engages 
both Gadd and McCandless in forceful dia
logues.

In sum, Star Dance is an emphatic declara
tion by a new talent who promises to push for
ward the horizons of his instrument. It is also 
a mature collaboration among a quartet of co
equal and uninhibited musical spirits. —berg

FRANK ZAPPA
ZOOT ALLURES—Warner Brothers BS 2970: 

Wind Up Workin' In A Gas Station; Black Napkins; 
The Torture Never Stops; Ms. Pinky; Find Her Finer; 
Friendly Little Finger; Wonderful Wino; Zoot Allures; 
Disco Boy.

Personnel: Zappa, guitar, bass, vocals, synthesizer; 
Terry Bozzio, drums, vocals; Davey Moore, vocals; 
Andre Lewis, organ, vocals; Roy Estrada, bass, vo
cals; Napoleon Murphy Brock, sax, vocals; Ruth Un
derwood, marimba, synthesizer; Sparkie Parker, 
background vocals.

★ ★ ★ ★ ★

Not since the classic 200 Motels has there 
been a Zappa platter on which his lyrically 
gonzo side and gauche musical perceptions 
have been so keenly balanced. One thinks 
back to a stream of Zappa and Mothers re
leases, in which semi-pornographic overindul
gence seemed to be the sole raison d’etre; yet 
his jamming creations have suffered from a 
lack of the biting, sarcastic Zappa at his best.

Here, however, the best of two worlds 
coalesce. Wind Up Workin' In A Gas Station is 
a funny yet true account of a typical soul who 
is highly educated and therefore squeezed out 
of the job market. Find Her Finer is a cackling, 
tounge-in-cheek sex instruction manual, and 
Disco Boy is a satire on that rather sick subcul
ture.

Zoot Allures' musical sophistication is per
haps the most apparent calling card. Friendly 
Little Finger, apparently named after one of 
Zappa’s extremely explorative digitals, finds a 
questing, rapid ride around the fretboard; Zoot 
Allures takes Zappa and Ruth Underwood to 
the outskirts of the atonality they often ap
proach but somehow never reach; and many 
of the other cuts feature tonal poses character
istically onomatopoetic to the whimsical di
alogue. When Frank Zappa reaches that 
plateau, virtual perfection is inevitable. Let us 
hope he can continually live up to the stan
dard Zoot Allures has set. —shaw

PHILIP GLASS_____________
NORTH STAR—Virgin PZ 34669: Etoile Polaire 

(North Star); Victor’s Lament; River Run; Mon Pere. 
Mon Pere; Are Years What; Lady Day; Ange Des 
Orages; Ave; Ik-Ook; Montage.

Personnel: Glass, keyboards & synthesizers; Dickie 
Landry, soprano and tenor saxes, flute: Joan LaBar
bara and Gene Rickard, voices.

★ ★ ★

The second Glass recording on the rock- 
oriented Virgin label is also the first record
ing of the composer's music to be distributed 
domestically by a major record company 
(Virgin is marketed in the U.S. by Epic). 
Based on this fact alone, it would seem that 
Glass, a classical avant gardist. is aiming for a 
slice of the pop market.

That impression finds apparent confirma
tion in the brevity of the cuts on North Star: 
none of the ten selections included here is 
more than five minutes long. However, this is 
not a bid for AM radio play. The music that 
comprises North Star was written for a docu

mentary about the work of Mark diSuvero; 
each piece on the album, therefore, is a kind 
of tone poem related to a particular sculpture.

Will North Star make it in a progressive 
rock format? A few of the cuts here, especially 
Mon Pere, Mon Pere and Are Years What?, 
have a driving force that recalls repeat-to-fade 
rock choruses. And preliminary indications in 
the trades point to some acceptance by FM 
radio programmers.

As art, however, North Star makes it only 
occasionally. Combinations of ostinato pat
terns, with gradual changes in timbre and 
rhythm, can be used to produce some amazing 
effects, as in the similar music of Steve Reich. 
With works as brief as these, though. Glass 
doesn’t really have room to build his ideas 
into anything substantial. —terry

ROSS TOMPKINS
SCRIMSHAW—Concord Jazz CJ-28: Cheek To 

Cheek; Come Rain Or Come Shine; Soon; The Song 
From Moulin Rouge; Like Someone In Love; The Night 
Has A Thousand Eyes; Goodbye; Django; Skylark.

Personnel: Tompkins, piano.

A while back pianist Tompkins headed up 
the house rhythm section at the old Half Note, 
backing up such mainstreamers as Wes Mont
gomery, Clark Terry, Zoot Sims and James 

HI-FLY
KARIN KRQG
RCHIE SHEPP

Personell:
Karin Krog (vcl). Archie Shepp (ts). Charles Greenlee (tb), 
Jon Balke (p), Arild Andersen (b). Beaver Harris (dm).
Cameron Brown (b), added on STEAM.
Krog/Shepp only on SOLITUDE
Recorded: Arne Bendiksen Studio, Oslo. June 23.1976
Engineer: Bjorn Lillehagen,
Producer: Karin Krog, Frode Holm.

A UNIOUE ALBUM 
OF BEAUTIFUL

BALLADS

Moody; and for almost a decade he’s been 
found in the ranks of the Tonight Show orches
tra. It’s not surprising, then, that this seasoned 
pianist has the requisite technical equipment, 
rounded out with a percussive touch and a 
sometimes interesting harmonic conception. 
What’s wrong, then?

The problem lies in Tompkins' lack of a co
herent structural conception—that facility at 
nurturing a musical thought so it builds to 
seemingly self-propelled climaxes, to unex
pected twists, turns and resolutions. Tomp
kins’ approach to improvisation, instead, is 
tackily prefabricated. A piece like Soon exem
plifies what might be called his "wedding 
cake” method: a slice of limpid rubato, a thin 
layer of riff, a section of in-tempo blowing, 
another section of rubato, the whole deal cov
ered over with splashes of funky frosting and 
gobs of cute curlicues.

Tompkins’ uninspired selection of tunes— 
mostly ballads and show tunes from the ’30s 
and ’40s—doesn’t help much. His arsenal of 
high calorie decorations—harp-like arpeg
gios, diddle-de-do triplets and overworked 
runs—overwhelms rather than expands tunes 
like Moulin Rouge, Like Someone In Love and 
Goodbye. And, alas, John Lewis’ Django, the 
one piece of really substantial material here, 
fares no better. —balleras

Compendium Records 
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Good electric pianos have the same 
“feel” as standard acoustic pianos. And 
the superb engineering that makes great 
electric pianos touch sensitive, also makes 
them go out of tune.

If you try to tune a good electric piano 
by ear, you'll be out of tune. Then, when 
your group tunes to your piano, they’ll be 
out of tune, too.

The best way to tune your electric piano 
is with the new, improved ear. Strobotuner® 
It’s the most accurate electronic tuning 
instrument ever developed for musical 
instruments. Strobotuner tunes within 
1/100th of a semi-tone, and covers the 
complete range of frequencies from Ao to 
Cs. It’s designed to help you tune 
accurately, instantly, anywhere. And it’s 
easy. Hit a note, and an illuminated screen 
instantly shows you if you’re off, and when 
your pitch is perfect. Anywhere. Anytime. 
Like before a show. During breaks. 
In noisy places.

Buy Strobotuner for yourself, or 
consider sharing the cost with your group. 
Either way, why try to tune a great piano 
by ear, when you can use a great electric 
piano tuner? Strobotuner.

The new, improved ear that’s always in 
tune. For a detailed brochure, see your 
Continental dealer, or write to us and we’ll 
send you a copy.
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Although still only in his early 30s, Billy Cobham has substantiated himself as one of the ma
jor percussive forces of his generation. Born May 16, 1944 in Panama, Billy moved to New 
York City at the age of three. By the time of his Big Apple arrival, he had already begun experi
menting rhythmically, working out with childhood zest on timbales. Six years later he began 
sitting in with his father (a pianist) at professional jobs.

Following gigs with the Boy Scouts and an elementary drum corps, Billy entered Brooklyn's 
illustrious High School Of Music And Art. After graduation came the Army, where he performed 
with another soon-to-be star named Grover Washington, Jr. Serviceman Cobham gigged 
around wherever he could, including brief stints with the New York Jazz Sextet and as clini
cian for Jazzmobile.

Discharged from the Army in '68, Billy got his break by making a European tour with Horace 
Silver. From there it was on to studio work and eventually the formation of the fusion unit 
Dreams. Recordings with Miles Davis earned Cobham further notoriety, and in early '71, he 
joined up with the Mahavishnu Orchestra. When that stint ended in '73, Billy formed his own 
band. Spectrum, a group that eventually mutated into the now-dissolved Billy Cob- 
ham/George Duke Band.

In the midst of all this activity, Cobham has emerged as a charismatic figure, walking off with 
the db Readers Poll for four consecutive years. Currently in search of a new label, Billy wants 
to produce as well as record.

This was Cobham’s first Blindfold test. He was given no information about the records 
played and declined to render star ratings._______________________

to ever come along, he’s just made the wrong turns 
at what he thought was the right time. If he could 
just get his timing right and get somebody behind 
him, if he doesn’t have them already.

The last time I heard him, he played opposite me 
in New York. And again I couldn’t actually hear him 
for the ten thousand decibels around him. The 
whole configuration that they’re dealing with, in 
terms of sound level and projection, is not condu
cive to Tony Williams, the artist. The best I've 
heard him recorded, outside of what he did with 
Miles, was on Stanley Clarke's first album. But 
that's about it, you know. It's all there but some
body just has to figure out ... how to project it.

5. OREGON/ELVIN JONES. Driven Omens 
(from Together, Vanguard). Collin Walcott, 
tabla; Jones, drums.

That's Elvin. I'm trying to figure out who the tabla 
player was. . . . Elvin is another percussionist 
who's never been recorded properly, outside of 
the situation with Trane.... I like those recordings 
a lot. There are a few recordings, man, most of the 
stuff done at Rudy's in Englewood for Blue Note, 
the stuff that was done by Trane for Impulse, the 
stuff that was done with Miles at CBS. Those three 
stand out to me as being the epitome of the jazz 
production sound, the most refined to date.

On this particular record, I felt like Elvin's drums 
were muted or masked. I really couldn't get the 
tone. ... It's a real challenge for an engineer or a 
producer to combine two radically different instru
ments and get the overall sound to project.

6. STEELY DAN. Don't Take Me Alive (from 
The Royal Scam, ABC). Don Fagen, vocal; 
Fagen, Walter Becker, writers.

I like that very much. I thought it had a lot of con
tent and continuity and that it said something from 
beginning to end. It was a solid piece production
wise. Musically, it made a statement to me, lyrical
ly it was very simple and to the point. ... I don't 
know who was playing, what the caliber of the mu
sicianship is, nor do I feel it makes any difference 
because they got their point across. And that's 
what music is about.

1. NARADA MICHAEL WALDEN. Saint And 
The Rascal (from Garden Of Love Light, At
lantic). Walden, drums; David Sancious, 
keyboards; Jeff Beck, guitar; Will Lee, bass.

Yeah, that was David Sancious on keyboards. I 
liked the line, I thought it was really nice. It got a 
little boring after a while, somewhere in the middle 
of the solo section. That's primarily production 
and involuntary lack of knowledge of how to prop
erly project the sound. That's not to say I'm any 
major authority, but I feel that’s something plagu
ing a lot of artists of my generation.... But David's 
a fine up and coming player who has a lot of poten
tial.

Hohman: But this wasn’t Sancious' session. Do 
you have an idea who the guitarist is?

Cobham: Now that's really interesting because 
it sounded like David's session, in fact, it even 
sounded like him doubling on guitar.

Hohman: The guitarist was Jeff Beck. But it isn't 
his session either. It's the drummers'.

Cobham: You’re joking! Wait a minute.... It's 
not Michael Walden? Far out!

2. STUFF. Happy Farms (from Stuff, Warner 
Bros.). Cornell Dupree and Eric Gale, 
guitars; Richard Tee, keyboards; Gordon 
Edwards, bass; Steve Gadd and Chris Park
er, drums.

That’s Stuff, my favorite band. You see, Gordon 
and Richard Tee, all these cats go back with me to 
when Stuff was called the Encyclopedias Of Soul, 
and we used to play weddings. That was 1964. I 
just love these cats. Gordon's band used to play 
around town and I played with them whenever they 
needed me. Richard Tee and I went to high school 
together, along with Eddie Gomez and Jimmy 

Owens and Jeremy Steig and God knows who 
else. Richard Tee, he's my favorite church player, 
and Gordon’s one of my favorite bass players. 
See, I’m prejudiced in favor of this band. It's hard 
for me to say anything at all, because the problem 
is in the grooves. I think the recording is shitty; it's 
just not very well produced. But you can't deny the 
feeling and that's what's happening here. If your 
body doesn't move outside, then your bones are 
busy shaking inside. It's that kind of feeling.

3. EDWARD VESALA. Nan Madol (from Nan 
Madol, ECM). Vesala, drums, percussion, 
flutes; Kaj Backlund, trumpet; Juhani 
Aaltonen, soprano sax; Sakari Kukko, flute; 
Juhani Poutanen, violin and alto violin; Tep
po Havta-Aho, double bass.

Well, whatever it is, it won t be heard on Cousin 
Brucie’s AM show. But I think there's a place for 
this too. It's just that if I have to listen to this I find it 
gets a bit boring after a while. It just doesn't go 
anyplace.

The closest I can come to it in terms of concept, 
not necessarily in performance, is Weather Re
port, or Miles from In A Silent Way. also, possibly 
Chuck Mangione, with the pedal and all.... I figure 
there must be a place for it, but it’s not in my home.

4. THE NEW TONY WILLIAMS LIFETIME. 
You Did It To Me (from Million Dollar Legs, 
Columbia). Williams, drums; Allan Holds
worth, guitar; Tony Newton, bass and vo
cals; Alan Pasqua, keyboards.

If he would only get off his ass and do something 
for himself. I don't know, man. I suspect he's trying, 
running up against some dead ends, some hard 
walls. I think he’s one of the finest percussionists

7. BUDDY RICH AND THE BIG BAND MA
CHINE. Storm At Sunup (from Speak No Evil, 
RCA). Rich, drums. Solos: Wayne Andre, 
trombone; Steve Marcus, tenor sax; Jon 
Faddis, trumpet. Arranged by Richard Davis.

Is that Louie Bellson? Possibly Ed Shaughnessy. 
... No, huh? Then you got me. I don't want to say 
Buddy Rich because ... is that Buddy Rich? 
Yeah? Wow, I've never heard his drums sound that 
way before. They sounded very dead and thuddy 
and it's just very strange. I never thought that he 
would go that road ... but I haven't really listened 
to him lately.. .. The last thing he did that I enjoyed 
was West Side Story, which I thought was really a 
masterpiece. Here again, it sounds like production 
problems. For what he was doing or where he was 
going, the bass drum and the bass really bugged 
the shit out of me. They just thudded away con
stantly. It sounded very dated to me, I just didn't 
dig it.

8. JACK DE JOHNETTE’S DIRECTIONS. 
Malibu Reggae (from Untitled, ECM). John 
Abercrombie, guitar; Alex Foster, sax; Mike 
Richmond, bass; Warren Bernhardt, key
boards; DeJohnette, drums.

All I can do is laugh. I got nothin' to say, all I can 
do is laugh. . . . Nobody sounded familiar, it 
sounded like the whole group was completely 
gone when they did that. . .. Who would be crazy 
enough to do something like that and have them 
put it out? Let's see ... wait a minute ... could it 
be Jack DeJohnette? Oh, yeah, okay, if that's the 
case, uh huh.. .. Jack has always been into exactly 
how he feels at the time, not avant garde for avant 
garde’s sake. It's like spontaneity too. If he felt 
like getting up from the drums and going to the 
bathroom ... and flushing the toilet while the tape 
was on. he'd do it and it would be music. db
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NEW YORK NOTES
A Journal of Jazz in the Seventies
Whitney Balliet

“It is not easy to com
municate what jazz 
sounds like to people 
who were not there. 
Balliet masters It bet
ter than anyone else 
writing about jazz to
day. His prose is 
elegant, imaginative." 

—John Gold, The New York Times
Book Review

(Not available from Da Capo in the British 
Commonwealth, except Canada.)
256 pp. $4.95 paper

THE LEGACY OF THE BLUES 
Art and Lives of Twelve
Great Bluesmen
Samuel Charters

Charters has renewed 
contact with the great
ness of the blues 
legacy—from the 
haunting lyric songs 
of Lightnin’ Hopkins 
to the joyous shouts 
of Mighty Joe Young.
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THE ART OF RAGTIME
William J. Schafer and 
Johannes Riedel 
with assistance from 
Michael Polad and 
Richard Thompson

. . everything there 
is to know about rag
time. This is a superb 
book.” 

—The New York Times Book Review
$5.95 paper270 pp., 13 illus.

Available at your local bookstore or 
directly from the Publisher.

DA CAPO PRESS, INC., 227 West 170? 
Street, New York, N.Y. 10011. Prices 
subject to change without notice. 
Prices slightly higher outside the U.S.

Profnë. ~I
ART LANDE
by bob ness

•TW* ____
Art Lande is a piano player with two albums on 

ECM: Red Lanta (a duo album recorded in 1973 
with Jan Garbarek; the title is an anagram of Art's 
name) and Rubisa Patrol, recorded in 1976 with 
members of his quartet (Mark Isham, trumpet and 
soprano sax; Bill Douglass, bass; and Glenn 
Cronkhite, drums, since replaced by Kurt Wort
man). While both of these albums are very good 
and have that glamorous sound that Manfred Eich
er is famous for, they only capture a corner of 
Lande and the group's music.

"I don’t have a tremendous affinity for record
ing," says Art. "I intend to do more of it, but it's not 
the center of my musical activity at this point. So 
far it seems that the two recordings I've made 
have not captured the spontaneity that occurs in a 
live performance. It's hard to get that in the studio 
because you're playing for a fictitious audience— 
actually you're playing for Manfred Eicher.

"Manfred is totally into sound, the resonation of 
the instruments, and the purity of tone. When he's 
the only person there, his considerations become 
ours and I feel that we were a little bit more careful 
and restrained, although some of the duets that 
Billy and I did on Rubisa Patrol are freer. In concert 
we’re not that tight a band and at times there are 
loose pieces of spaghetti lying around and en
trances and exits may be a little confused.”

Lande was born in New York City in 1947 and 
lived on Long Island until he was 18. He went to 
Williams College for four years and moved to the 
San Francisco Bay Area a week after he gradu
ated. He now lives in Berkeley with his second 
wife and new son.

Art's classical piano training began at the age of 
five. His father played jazz piano and was friends 
with Teddy Wilson. Lande remembers his father 
taking him to see people like Dizzy Gillespie, Os
car Peterson and Sarah Vaughan when he was very 
young.

"But I didn't have any heroes in the sense of 
thinking that one thing was the greatest and the 
rest worthless. I liked it all and this served to 
broaden my musical perspectives such that now in 
my own playing there are all kinds of nooks and 
crannies including the classical. Jazz wasn't like a 
replacement of the classical in any way. I'll play 

whatever comes to me and I don't worry about 
what influenced it or caused it to be. I never 
thought about my style or cared what it was like."

Although he would get together with people and 
play informally in high school, he played mostly by 
himself until he moved to California in 1969. "The 
fact that I concentrated on my own playing for so 
long was important because when I did start play
ing with others I was very clear on what I wanted 
to do. I felt whole playing alone. I didn't (and don't) 
feel that I needed to depend on other instruments 
to keep track of things like the roots of chords or 
the time.”

The band Lande was in during the early '70's, 
just previous to Rubisa Patrol, was a quintet com
posed of Glenn Cronkhite, drums; Mel Martin, 
reeds; Steve Swallow and Eliot Zigmund, who is 
now with Bill Evans. Everyone in the band was a 
strong player and the music was often very intense 
and high energy. Lande played mostly electric pi
ano at this time "and the more I did that, the more 
surfacy it felt to me. I felt like it was just notes, like 
it was something with the soul taken out of it.

“Touch to a pianist is like the tone in a saxo
phone. The real personality of the player comes 
through more in the touch than in the notes. It's like 
how someone says something rather than what 
they say, because you can say anything. That's the 
way I felt with the electric piano—as if it wasn't my 
voice speaking, but some ghost somewhere. I 
never felt as one with the electric piano."

Lande met Manfred Eicher through a Swiss jazz 
critic at the Montreux Festival in 1973 and sent 
him a tape of a solo acoustic concert he did in 
Switzerland. On the basis of that tape and the 
meeting, Eicher wanted to record him and the Red 
Lanta date was set up. The studio (Arne Bendik- 
sen's in Oslo) and the piano (a rare Steinway) 
were the same as used by Keith Jarrett on Facing 
You, and Paul Bley on Open, To Love. The tunes 
Lande chose to play were ones he usually played 
with a flute, and Eicher suggested Jan Garbarek.

When he returned to California from that first trip 
to Europe (which lasted six months), various peo
ple came over to his house because that was 
where the piano was. The members of the old 
group had gone their separate ways by then, and 
selection of the new band, Rubisa Patrol, came 
about naturally. "All the bands that I've formed 
have just happened in living rooms by having peo
ple over and having jam sessions or by being in
vited over to someone's place and having it feel 
good and repeating that process until we 
eventually realize that we have a band.

“I wanted everyone to participate equally in all 
aspects of the band and I had to learn to do less 
and even to let things fall apart so that others 
would jump in and do it. Everyone in the band is 
contributing music and we do a lot of free improvi
sation which anyone can initiate at any time. We 
take nothing for granted. When someone brings a 
tune in, we don't talk about it much and it's realized 
that from then on it's the band's tune. The composi
tion is not sacred in the least way. We just try to 
get into the music and go through a process of dis
covery each time we play it without trying to re
produce something that happened before."

In concert there is a great deal of freshness and 
fun about Rubisa Patrol. There is a galavanting 
"happy as a sissy” feeling that keeps reoccurring 
in Lande’s playing. At times his legs and feet look 
like he’s navigating a World War I plane and trying 
desperately to stay on an even keel. There is 
sometimes even a sense of just plain screwing 
around and an interaction with the audience which 
often provokes a shared laughter. If the listener 
has only heard Lande on record and comes ex
pecting that recital hall quality, the real life Lande 
is quite a surprise.

"A lot of the things that have come about in the 
music have resulted from an openness to situa
tions that develop around me. I haven't that much
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desire for things to happen as much as I like the 
process of doing things. I'm not a very goal-ori
ented person. When someone says to me, Tm 
coming to see your show tonight,' I never feel that 
it’s a show or something carefully planned. It's 
more like having a party and we just happen to be 
there doing the music. One of the important things 
for me about playing out in the world is to encour
age other people to let loose. Rather than inspir
ing awe and having people say, ‘I could never do 
that,' I'd rather have them say, 'I can do that too,’ 
and go home and create in their own way—music, 
drawing, cooking.

"I want to stimulate energy beyond the concert 
and to get people going on their own. I’m not inter
ested in being an artist who sets his thing up as be
ing a standard. Music is just one aspect of my life 
and I don’t go around thinking of myself as 'a musi
cian' or of the listeners as ‘the public.' I don't want 
to be a ‘name' to anyone. I'm not at all into the me
dia and I want that part minimized in my life. I don’t 
want to be a ‘personality’ or to be interviewed all 
the time.

"My playing is a lot like the silly pictures that I 
like to draw [they look like small children’s draw
ings] in that I just let my physical energy out and 
then I listen to it and see what I've made rather 
than having a definite thing in mind that I want to 
make. When I'm playing I'm making shapes with my 
hands that feel good, and as I hear it, I think how I 
might arrange the rest of the space. People some
times say that I'm a leprechaun and that I have a lot 
of impish energy. I like getting in there and mixing 
it up with people and that’s in the music too and 
why I like the audience to participate."

SADAO
WATANABE
by leonard feather
During a visit to Tokyo in mid-January, it was a 

pleasant surprise to run into an old acquaintance, 
familiar through the years he spent in the U.S., but 
now an established leader at home and a frequent 
world traveler. If Sadao Watanabe looked a little 
older than he had the last time we met, he also ap
peared more relaxed and clearly reflected the 
success that has brought him, in recent years, to a 
rare plateau of economic security coupled with 
artistic achievement.

The occasion of our meeting was the tenth an
nual party staged by Swing Journal to celebrate its 
jazz poll awards. Perhaps more than any other mu
sician, Watanabe was at home in this setting, for he 
won the magazine's readers' poll the first year it 
was held (1960) and has never stopped winning as 
the number one alto saxophonist. Since then the 
awards have been establishing him as the most 
honored Japanese musician in the domestic seg
ment of the magazine's poll. The high spot came in 
1968, when he placed first in six categories: Musi
cian of the Year, Best Record, Best Combo, Best 
Alto Saxophonist, Best Instrumentalist and Best 
Composer/Arranger.

Watanabe’s accomplishments as a composer 
and as a master of several instruments—principal
ly alto sax, sopranino and flute—would seem to 
qualify him for the step that has seemed logical to 
so many Japanese musicians—immigration to the 
U.S. In recent years, the U.S.-Japanese cultural 
exchange has become a two-way street. Toshiko 
Akiyoshi was the harbinger of a trend: in the past 
two or three years Japanese musicians have infil
trated the ranks of Gil Evans, Art Blakey, Sonny 
Rollins, Elvin Jones and Norman Connors. But Wa
tanabe is not tempted to look on the Apple as Mec
ca. He has found the good life on home grounds.

“Today,” he says, “I'm happier than I have ever 
been. I can do what I like, can choose my own jobs; 
I have a regular radio program every Saturday 
evening—not records, but a live show specially 
taped by my quartet. I am Japanese, and living in 
Japan suits me fine.

"At one time it seemed much easier to get a

“Don’t hype 
this old 
guitar picker 

with technical talk. 
Just give me some 

strings that sound good?
Jerry Reed

When you’re hot, you’re hot. But, Jerry Reed 
knows that hit records require a lot more than a 
streak of luck. They require the best sound. And while 
Jerry may not be an expert at what makes a string 
sound good, he is an expert on which strings sound 
best —Gibson.

We know pickers from Nashville to New York City, 
and we know what they want: Strong, long lasting 
strings. Rich harmonics. Balanced sound from note 
to note, string to string. Perfect intonation. And 
whether it’s hard rock or country “chicken pickin’,” 
it’s got to pack a punch.

That’s all easier said than done, but Gibson does 
it all. With complex combinations of the finest alloys 
known, precision windings, flawless consistency, 
sophisticated engineering, and a strict code of stan
dards—the standards of the industry.

Technical talk aside, it boils down to good music 
and gold records. And Jerry Reed knows what sounds 
like a million —Gibson strings.
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JAZZ IMPROVISATION (A Comprehensive 
Method of Study for All Players) by David Baker. 
Tenth printing 1976, 184 pps., 8’/2"x11" spiral 
bound. MW 1 . . . $15.00
Tn the growing body of razr literature the present vol
ume stands out js one ol the most uselul and most sore
ly needed " —Gunther Schuller

ARRANGING & COMPOSING (for the Small En
semble: jazz/r&b/rock) by David Baker. Sixth 
printing 1976, 184 pps., 8’/2"xl1", spiral bound.

MW 2 . . . $15.00 
"This book is an intensive study Dave gets into pi
ano trios, tan quartets, he explores lour and live-voice 
writing, chord substitutions. rib von mgs and bass /rat- 
terns, and a whole lot ot other mind stretchers it's a 
great trip through the working foundations ot modern 
music" ( —Quincy Iones

TECHNIQUES OF IMPROVISATION 
(in four volumes) by David Baker

Vol I, A METHOD FOR DEVELOPING IM
PROVISATIONAL TECHNIQUE (Based on the 
Lydian Chromatic Concept by George Russell), 
eighth printing 1976, 96 pps., 8’/2"x11", spiral 
bound. MW 3 . . . $9.00
Vol II, THE 11 V7 PROGRESSIONS, seventh 
printing 1976, 76 pps., 8'/2"x 11 ”, spiral bound

MW 4 . . . $9.00
Vol III, TURNBACKS, second printing, 1974, 86 
pps, 8’/2"x11", spiral bound MW 5 . . . $9.00 
Vol. IV, CYCLES, third printing, 1976, 250 pps., 
8'/2"x11", spiral bound MW 6 . . . $15.00 
"These books have helped me so much to find and ex
plore new directions in my playing Today's musi
cians are very inquisitive, they want to know and people 
like Dave Baker make it possible lor them to know "

—James Moody

Save 15%—order the four volume set of 
TECHNIQUES OF IMPROVISATION!

MW 3-6 . . . $35.70

GUITAR PATTERNS FOR IMPROVISATION by 
William Fowler (Professor of Musk, Univ of 
Colorado, Jazz Consultant. Westminster College, 
Education Editor, down beat). Third printing, 
1975. 28 pps, 8’/2"x11". Develops a thorough 
knowledge of the guitar fingerboard, together 
with proficiency in the use of modern chord 
progressions and almost unlimited melodic ma
terials MW 7 . . . $4.00

•
JAZZ STYLES & ANALYSIS: TROMBONE by 
David Baker. Third printing 1976, 114 pps., 
11"x8'/2", spiral bound, 247 transcribed and an
notated solos from 191 trombonists.

MW 8 . . . $15.00
Dave has to be one ol the world's leading authorities 

on the ¡an trombone I Ins book is a must lor all iazz 
trombonists" • —Phil Wilson
ADVANCED IMPROVISATION (with 90 mm 
cassette) by David Baker First edition 1974, 
8V2 "x11", spiral bound, over 400 music plates, 
256 pps High fidelity 90 min cassette features 
20 of Baker's compositions coordinated with 
text and music—performed by Peler Bankoff, 
piano, John Clayton, bass, David Derge, drums

MW 9 . . . $25.00
"David has surpassed himsell in this new book This is 
going to be my guide and workshop tor years to come

—lames Moody

JAZZ STYLES & ANALYSIS: ALTO SAX by Harry 
Miedema, edited by David Baker. Third printing 
1976,104 pps., 11 "x8’/2", spiral bound, 121 tran
scribed and annotated solos from 103 alto saxo
phonists. MW 10 . . . $12.50
"Short ol actually playing with jazz musicians, studying 
and playing their accurately transcribed solos are inval
uable learning experiences."

—Cannonball Adderlev
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good rhythm section in the United States. There 
was a subtle difference in the beat—most 
Japanese musicians seemed to play a sort of light 
and slow rhythm. But things have been changing 
steadily for the better. I'm very proud of the group I 
have now.”

This does not mean that he has lost interest in 
visiting the country where, from 1962 to 1965, he 
gained perhaps the most valuable part of his musi
cal education as a student at Berklee in Boston. He 
has been back several times, playing at Newport in 
1968 and again in 1970 (the latter appearance 
was recorded for release in Japan as an album). As 
has been the case with so many non-American mu
sicians, he was attracted to jazz by sheer chance.

Born February 1, 1933 in Utsunomiya City, To
chigi Prefecture, he began his musical studies with 
his father, who taught him to play the biwa, an old 
Japanese instrument. But during his high school 
years, a movie, The Birth of the Blues, piqued his 
interest in jazz and led to his taking up clarinet in 
1 948. A year later Sadao formed his first amateur 
group, and in 1951 he made the big move to 
Tokyo.

“A few friends joined me in forming our own 
band, and we began playing in some of the small 
U.S. Armed Forces clubs in Yokohama. It was dur
ing that time that I was discovered by Toshiko Aki
yoshi and Shotaro Moriyasu, both of whom at that 
time were established jazz pianists. It was Muriasu 
who introduced me to the music of Charlie Parker, 
and soon Bird became my inspiration."

In the fall of 1953 Sadao joined a quartet led by 
Toshiko. On her departure to the U.S. to study at 
Berklee, he took over as leader, and a few months 
later in late 1956 he recorded the first of what 
would become a long series of LPs, now number
ing well over 50. During the years between that 
first album and his hegira to Berklee, he became 
solidly established at home, racking up such cred
its as a role in the Charlie Parker Story on NHK 
(Radio Japan).

The years in Boston expanded his horizons im
measurably: "I took lessons in theory from Herb 
Pomeroy, studied saxophone with Joseph Viola." 
By 1965, after playing with the Berklee school or
chestra and in jam sessions, he had gained enough 
respect to enter the New York jazz scene, working 
with Gary McFarland, who became his second 
source of inspiration, and with Chico Hamilton.

During his stay in Berklee, the school's Jazz in 
the Classroom series was launched. Sadao took 
part, as instrumentalist and/or composer, in 
Volumes 1-10. There were other American re
cordings during that time: The In Sound with Mc
Farland, El Chico with Hamilton, and Gypsy ’66with 
Gabor Szabo.

In December of 1965 he returned to Japan, 
picked up the threads of his career there, and a 
couple of months later started a jazz school for 
young musicians. Drawing from the pool of talent 
that studied at his school, he formed a permanent 
quartet in September.

While maintaining a group of his own, Sadao has 
been involved in a variety of collaborations with 
musicians from other countries. He held a joint 
concert with Laurindo Almeida in 1967, and toured 
Brazil the following year. Starting in 1969 he be
gan a regular radio series, and during the same 
year took part in the Swing Journal Workshop Sa
lute to Charlie Parker concert.

The past seven years have seen Watanabe in a 
still greater diversity of settings. During 1970 he 
not only made his first concert tour of the U.S. and 
Europe with his own group, but was signed with 
CBS-Sony and made an album in New York with 
Chick Corea—Round Trip. He was at Montreux for 
the festival that same year, and again in 1973 and 
1 975. He made two trips to Africa in '72 and '74; 
during the latter visit he composed the musical 
score for an African film, The Ujama.

The crowning achievement of his career was the 
Grand Prix Award Concert, at Art Festival 1976. 
Sponsored by the Japanese government's cultural 
agency, the concert took place last October at 
Yuhbin Chokin Hall in Tokyo and was recorded live 
for an album on the East Wind label. This marked 
the first time, in the 25 years the award had been in 
existence, that it had been presented to a jazz mu
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sician.
"It used to be thought here," Sadao observes, 

"that jazz was just a noisy music. Today more and 
more people, including the cultural agency, seem 
to be satisfied that it is indeed serious music for 
concert goers.”

Would he be interested in returning to America, 
at least for a tour or a visit? "Yes; in fact, I hope to 
be there by April or May. I went over last year and 
made a record session with Hank Jones, Ron 
Carter and Tony Williams. This time I would like to 
do a live recording. I'll be going over without my 
group. I personally am still a member of the union 
in the States—Local 9 in Boston—but it's hard to 
arrange work with a entirely imported group."

The audiences who hear Watanabe on his next 
visit will be impressed by an artist who has con
tinued to evolve from a Parker-inspired bebopper 
into a thoroughly rounded contemporary perform
er and composer of considerable gifts. His flute 
playing in particular has made notable strides (he 
studied the instrument for about seven years with 
Ririko Hiyashi). That his name is not yet as familiar 
in the U.S. as it should be can be attributed in part 
to the fact that so many of his recordings, even the 
East Wind sessions recorded in the States, are not 
available for release here. There is a weird irony in 
the fact that East Wind at this writing has recorded 
some 40 albums in the States, all of them released 
in Japan, while a contract for American issuance 
still has not been arranged.

With the establishment of Watanabe, not to men
tion such younger talents such as the drummer/ 
composer Masahiko Togashi and the extraor
dinary 23-year-old guitarist Kazumi Watanabe (no 
relation), it would seem that the time is past due 
for Japanese musicians to gain acknowledgement 
over here commensurate with their very consider
able talents.

BOBBY PAUNETTO
by michael rozek
Bobby Paunetto firmly believes in himself and 

his music. So, he continues trying to capture the 
public ear without compromising his work.

The 32-year-old Berklee-schooled vibraharpist 
writes and arranges striking melodies, and he rea
sons simply, “If a person can sing a melody back 
to you, it's commercial." Unfortunately for Paun
etto, most record companies don't seem to agree. 
To get his Latin jazz compositions recorded, he's 
had to start Pathfinder his own label. (His LP 
Paunetto’s Point, a Grammy award nominee, was 
released on Pathfinder in 1975, and Bobby is now 
at work on a followup, Commit To Memory, when
ever he takes a break from promoting Point.)

Born in Manhattan, Paunetto grew up in the 
Bronx. "Music was always a part of me," he re
members, "though I didn't start playing until I was 
18. My mother is a singer by avocation, and when 
I was about three she turned down an offer 
for us to be a song-and-dance team on the Roxy 
circuit. Then, when I was about six, I lived across 
the street from Tito Puente, so I heard his re
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hearsals." Though Paunetto's neighborhood was 
an ethnic mix, he always remained closest to such 
Latin roots, since both his Italian-extracted par
ents were born in Puerto Rico. "It was natural for 
me," he explains, “to enter the New York Latin 
scene. Yet all along, Latin disc jockeys and pro
moters have said to me, ‘your last name is very 
strange. Have you ever thought about changing 
it?' They said the same thing to Eddie Palmieri. 
Eddie gave in for awhile, but his father made him 
change it back.

"When I was 12 and 13 I started listening to a lot 
of jazz, though I wasn't playing yet. Then, in 1961, 
when I was 17, (baritonist) Pat Patrick, a good 
friend, was working with Cal Tjader at the Village 
Gate. I kept coming down to hear Pat, and even
tually wound up on Cal's guest list. I was hanging 
around so much that Mongo Santamaria, who was 
with Cal then, began urging me to start playing. 
And within six months I did, and because of Cal I 
took up the vibes. I'll never forget how beautiful 
Cal, John Ray his timbales player, and everyone 
was to me ... during his gig, Cal told me, 'Bob, 
write your name out clearly on this piece of paper. 
I’m going to make you famous.' It turned out he 
wanted to dedicate a tune to me on his first Verve 
album ... he called the chart Paunetto's Point. I 
was freaked out!"

At age 20, after a year studying with Lyn Oliver 
in Manhattan, and a few years' experience playing 
Latin Jazz around the city. Paunetto signed with 
Seeco, then the oldest Latin label extant. A 
single—two of his original charts in the atypical 
direction he had already chosen to follow—was 
released. Then, in 1965, before an album could be 
completed, he was drafted. "When I got out of the 
Army two years later," he recalls, "Seeco had 
gone out of business. And my chops were pretty 
rusty. But one day I took a vocal tape over to Rou
lette for Freddie Travalena, a comedian whom I’d 
met in the Army. When I got over there, Tito Puente 
remembered the Seeco stuff, and eventually, Rou
lette signed me." Although an album (The Modern 
Sound Of Bobby Paunetto, on subsidiary Mardi 
Gras) was released soon after, poor promotion 
and DJ resistance killed any meaningful sales. 
Paunetto continued to play the local Latin circuit in

caught.
Jackson: Youthful Vigor . . .

Cyrille: Potent Athletics . . .

MILT JACKSON
Hopper’s
New York City
Personnel: Jackson, vibes; Harold Mabern, piano; 
Paul West, bass; Al Foster, drums.

Milt Jackson, best known for his 21-year 
tenure with the Modern Jazz Quartet, has pi
loted a variety of groups since the MJQ's 
breakup in 1974. His current quartet featuring 
the keyboard wizardry of Harold Mabern is 
one of the most successful of these.

Jackson has throughout his career demon
strated a kind of yin and yang split personal
ity. With the MJQ, his playing was often re
mote, detached and icily serene. With his own 
groups, his playing was more vigorous and as
sertive. The validity of this often-made gener
alization was again upheld by the set 1 caught 
at Hopper’s. With the dynamic support of 
Messrs. Mabern, West and Foster. Jackson 
leaned into his repertory with a swinging ebul
lience that completely captured his colleagues 
and audience.

obscurity.
"But one day in 1969 I realized," says Paunet

to,'' that I had to do away with certain things that 
were holding me back. So I went to Berklee on the 
G.l. Bill. Everyone there was great to me ... I 
studied with Alan Dawson my first two years, then 
Gary Burton the next year, and finally Dave Sam
uels. As far as the vibes went, I started over from 
scratch."

At Berklee, Paunetto also met the young 
chargers who eventually joined him on the highly 
regarded Paunetto's Point LP: trombonist Ed 
Byrne, tenorist Todd Anderson, drummer Tom 
Sala, and reedman Bill Drewes.

Later, Paunetto hooked up with two of the finest 
musicians in New York, trumpeter Tom Harrell and 
baritonist Ronnie Cuber. On Point, together with 
the cream of New York t/p/ca/percussionists,these 
jazz men interrelate post-bop melodic lines and 
traditional Cuban rhythms in an organic fusion. And 
Paunetto hopes his next LP will cover even more 
ground. "My grandfather is from Spain, and I wrote 
a piece for him called El Catalan. Then there's a 
chart I co-wrote in tribute to my father's Mediter
ranean roots... there's tipical roots in some tunes, 
jazz waltz tempos in others."

This eclecticism has hindered airplay of Paunet
to's records: "Jazz disc jockeys have always un
derstood what I've tried to do. but Latin DJs have 
never wanted to play my music, because it wasn't 
tipical enough—there's no coro, and it has a heavy 
jazz influence. Some even said the vibes is a 
'strange' instrument. But I can't avoid my roots; I 
love Cuban music, but I also grew up listening to 
Gil Evans. And I figure if I just keep expressing 
what's part of me, it’s just a matter of time before 
people start coming together and getting into it."

For now, Paunetto is hustling to keep his label 
afloat, and his investors—laborers of love—from 
losing their shirts. He wants his band members to 
share in any profits, to eventually record their 
work on Pathfinder, and to expand a South Ameri
can production deal to Europe and Japan. And you 
should have seen his eyes sparkle when he said 
enthusiastically, "I've gotten airplay in Youngs
town, Ohio and New Castle, Pennsylvania. If peo
ple hear my music, they seem to dig it." db

Leading off with Benny Golson’s Whisper 
Not, Jackson cut into the relaxed groove with 
tough, intense hard-edged lines that indicated 
that he had come to really play. Next up was 
Morris Albert's Feelings. Gliding in and out of 
the melodic arc, Jackson proceeded to dem
onstrate his complete mastery of the single- 
line style of playing. Whirlwind cascades 
alternating with poignantly placed individual 
notes melded together in virtuosic liquid 
phrases that were effectively contrasted by 
subtle shifts in dynamics and texture. Mabern, 
a sonic architect of the first rank, followed 
with a series of constantly building thematic 
developments. Jackson then called out Lee 
Morgan's Speedball. The straightahead no- 
nonsense blues launched a set of nasty, clean 
lean lines from Jackson and a fiery foray 
based on a gutsy riff from Mabern. Exchanges 
of fours and full 12-bar choruses between 
Jackson and Foster led the group back to a re
tracing of the head.

The lush You Don’t Know What Love Is, 
with West's resonant bass and Foster's sensi
tive brush work, was the perfect vehicle for

THE 
ATKINS 
SUPER

AXE
A New Gretsch Great!
Nobody knows more about electric 
guitars than Chet Atkins. And nobody 
makes better guitars than Gretsch. Put 
them together and you have a brand 
new concept in sophisticated electron
ics, the Atkins Super Axe.

Designed by Chet for Gretsch, this 
great new axe gives you all the modu
lar sound effects you'll ever need with 
built-in interchangeable components. 
The phaser module produces the 
greatest sound variations you’ll ever 
hear. The compressor, with sustain 
control, squeezes the tone and feeds 
it out for an infinite tonal response 
and sustain. Absolutely beautiful. No 
pedals. No more groping around for 
the right sound. Just flip a switch.

The Atkins Super Axe brings 
Gretsch super quality to the rock field. 
Like Chet himself says: “In all modesty 
I think my new Super Axe is the ulti
mate guitar for the rock musician.”

Catch this great new Gretsch at your 
nearest Gretsch dealer.
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Gretsch, 1801 Gilbert Ave., Cin., OH 45202
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Jackson’s flowing lyricism and Mabern’s irre
pressible Joie de vivre. The tune concluded 
with a filigreed cadenza by Jackson. Ellington’s 
Take The A Train was a churning journey pro
pelled by the stoking, stroking pulse of West 
and Foster. Jackson's gifts as a musical ra
conteur were given full play in the moving 
Poor Butterfly. The vibist’s melancholy flutter
ing was followed by Mabern’s optimistic dou
ble-time yearning before giving way to sub
lime resignation. Jackson’s special brand of 
restrained finesse was brought into full play 

by the vibist’s classic, Bags' Groove, scheduled 
as the last tune of the set.

The crowd's warm embrace of Jackson and 
company was such that the vibist quickly added 
an encore, Harold Mabern’s Rakin' 'n' 
Scrapin'. The gritty frame shifted the group 
into an earthy funkiness that set fingers snap
ping and toes tapping. With another burst of 
applause, Jackson steered the quartet into an 
energetic reading of The Theme. With that, the 
set at last concluded.

Throughout the evening Jackson's cool 
nonchalant mask periodically broke to reveal 
his total involvement and enjoyment. And no 
wonder. Backed by the superb trio of Mabern, 
West and Foster, Jackson was playing with the 
kind of youthful vigor that characterized his 
boppish approach in the late '40s and early 
’50s when he worked with Dizzy Gillespie, 
Tadd Dameron, Thelonious Monk and 
Woody Herman. For those unable to catch 
this giant of the vibraphone, let me recom
mend his most recent album, Feelings (Pablo 
2310-774). —chuck berg

MAONO
New Foxhole Cafe 
Philadelphia, Pa.
Personnel: Andrew Cyrille, drums; Joe Rigby, bar
itone, alto, tenor and soprano saxophones, so- 
pranino, flute; Ted Daniel, trumpet; Mantwilla 
Nyomo, electric guitar.

Watching Andrew Cyrille set up, I was 
struck by his demeanor: he was quiet, direct, 
and moved simply and surely. Rigby had al
ready set out his array of reeds like a fence 
along the front of the stage, and he was stalk

ing back and forth warming up aimlessly on 
each one. Not Cyrille—he merely did what 
was necessary and wasted no energy. The pre
cise power and furious physicality of Cyrille’s 
drumming must demand this sort of com
posure, like that of an expert in one of the 
martial arts. Indeed, Cyrille drums as if it 
were a martial art.

And, like a martial artist, his clothing is 
perfectly suited to his demands. If the “uni
forms” of the Art Ensemble of Chicago are 
political and theatrical, Cyrille’s outfit is ath
letic and physical. While setting up, he was 
dressed in a style that used to be called col
legiate, centered on a white crewneck sweater. 
But when he re-emerged from backstage for 
the shattering cymbal blast that commenced 
the concert, he wore a light, loose-fitting, 
bold patterned top, opened to the sides, with a 
matching headband. He was obviously pre
pared to sweat. I normally don't pay much at
tention to this sort of thing: in so many jazz 
concerts, the musicians dress just as they do 
on the street. Their casualness has the won
derful implication that their music is with 
them constantly, and that a concert is just pro
viding us with the privilege of tapping into 
their ongoing private musical thoughts. 
Cyrille's personal presentation is necessary, as 
if his music is not of the daily world.

The first piece, entitled Short Short, began 
with Cyrille apparently exploding a stick of 
dynamite beneath his crash cymbal. The air 
cleared quickly and was filled with piercing 
strums from Nyomo’s guitar, and so many 
notes in so many registers from Daniel and 
Rigby that they seemed like 15 men. I have 
trouble relating to this sort of instant turbu- 
lance, and it often seems to me that this

I TAKE QUALITY PERSONALLY.
BECAUSE YOU DO.

serious musician is

uno.

totally involved with the 
quality of his performance, I 

settle for nothing less than total involve
ment with the quality of my products. No reed, 

mouthpiece or ligature bearing my name will ever 
reach you without my supervision. I make this kind of 
personal commitment to you and your music.
And give you my best.
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ULttbUN continued from page 14

tell the producer what to tell everyone else. If 
this is going to work, the artist has to have a 
working knowledge of arrangement and 
studio needs. He also has to recognize his own 
strengths and weaknesses.

I’ve produced albums which are basically 
good but have one critical flaw. The artist is 
like Othello: He is a person “who has ever 
known himself but little.” The tragedy of 
Othello is that he is a grand, commanding 
public figure and general, but there’s an area 
of his experience that he’s totally blocking 
out.

Lyons: What qualities should a good new 
jazz album have?

Gleeson: The album has to be accessible—it 
can't be “freedom" jazz—and it really has to 
break new ground. On that second issue, I've 
worked on albums where, as soon as we get to 
that crucial point, the artist says, “Yeah, man. 
I’ll take care of that later. Right now, I want 
to. ..

Lyons: David Rubinson seems to be very 
controversial out here, yet he’s had a lot of 
success with Herbie Hancock and the Pointer 
Sisters. Are you willing to comment on his 
work?

Gleeson: Yes, I can comment. I think his 
contribution to Herbie’s career was 
straightening out the rhythm section. Inciden
tally, now that it’s straightened out, I’d like to 
see him get back into the kind of thing he did 
on Crossings. David is an aware producer. 
He’s a drummer and great with rhythm, like 
the way he used voices as rhythmic fills with 
the Pointers was really fine. He can also be a 
difficult person—autocratic, short-tempered 
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and not overly grateful. That sets him up for 
the hostility you hear about him. I think he’s 
done well with everyone he’s handled with the 
exception of his forays into white music, 
which he doesn’t seem to bring anything to. 
He’s functioned very creatively in the areas of 
soul and jazz. Basically, he’s gotten a reputa
tion as a bastard because he’s doing his job. If 
somebody’s playing a drum solo all the way 
through a riff, David will straighten him out 
or replace him. Then the drummer will split 
and badmouth him. The MOR and Top 40 
producer doesn’t have this problem. He’ll call 
in somebody else on the following day and the 
first drummer will never know it’s happened. 
But with jazz, particular people are flown in 
from all over the country to do the date. The 
artist wants to confine the producer to signing 
contracts and handling some details, while the 
artist makes the album. As a result, we’re 
hearing a lot of albums that are not really pro
duced. They just happen.

Musicians are very conscious of each other 
in jazz. Somebody will come out with a good 
record and bam! You’ve got a dozen more al
bums that sound just like it, whether or not it’s 
appropriate for the other artists. Chick Corea 
came up with Return To Forever and a year 
later half the new groups sound like they’re 
making typewriter music. Between Herbie and 
Sly Stone, we’ve got records rolling out of ev
ery major company—mostly over the pro
ducers’ dead bodies—each one funkier than 
the last. Ironically, the producers are blamed 
for this, but it’s the musician who decided be
fore the date to cut the funkiest album ever 
made. Every artist seems to want to play funk
ier and baddcr than the last cat. The producer 
never gets the chance to say, “Hey, do you 

think we really need another funky album?”
Lyons: Well, as you’ve said, their careers 

demand an album, but they’re not ready artis
tically. What could the producer accomplish 
if the artist just doesn't have the musical po
tential to put together 40 minutes of good 
music?

Gleeson: Right. But if it’s done correctly, 
the album can work. Listen to the last cut on 
each side of the new Bennie Maupin album 
and you'll hear how the contemporary values 
of funk and accessible rhythm can be put 
towards something of musically greater intent. 
The process has to begin with good composi
tion, and the two tunes Quasar and Water Tor
ture are great. The tunes were discussed 
among the artist, producer and arranger 
months before. The concept was there. Speak
ing of concepts, Lenny White is trying to put to
gether a conceptual album which would neither 
be jazz nor rock, but sort of an ultra-progressive 
Pink Floyd. If he succeeds, it wil 1 be one way out 
of the progressive funk doldrums, and it should 
be recognized that the success will be due to the 
conceptualizing process and not the particular 
concept he used.

This is what’s lacking in a lot of contempor
ary dates. You’ve got a rhythm idea, you get 
into the studio, you hit. The album is just a 
bunch of rhythm ideas and it sounds too busy. 
What can you do as a producer at that point 
except take out the busy parts so at least you 
can hear the rhythm? Then the record doesn’t 
sell. The musicians say, “Yeah, it would have 
been a great date but the producer cleaned all 
the heavy shit out and poured the Listerinc on 
it.”

Hey, I just realized something. This sounds 
very negative and I don’t want to give the arti
cle a negative cast because that’s not basically 
how I feel. There are a lot of things right with 
the industry. For one thing, there’s money and 
equipment available which allows us to pro
duce things that never were possible before.

Lyons: For example?
Gleeson: Joel Dorn has filled that role. 

Dave Grusin did that with Jon Lucien. The al
bum they did together was a conceptual 
masterpiece perfectly realized. Weather Re
port has done albums of incredible clarity 
from Mysterious Traveler on. With today’s bud
gets, you can take sophisticated music, which 
means music that’s hard to hear, and realize it 
with clarity, which makes it accessible. Let’s 
say you’re doing 5/4 and 4/4 in the same 
metrical space, two different feelings in the 
same bar. There’s no way you could have ener
getic solos going on over that, a live rhythm 
section, and then come out with a commercial 
(accessible) track. It couldn’t happen. Now 
you go in to record a rhythm track which the 
guy can take home with him. He practices a 
solo with this complicated rhythm until he 
gets it down. A new sense of orchestration is 
being developed. It’s studio oriented, I admit, 
but it’s also changing the players. A lot of cats 
are going to be able to play this stuff live on 
stage before.long because they’ll have worked 
their chops up to it. The record companies 
are, in effect, subsidizing the players’ develop
ment of new skills. We’re already seeing play
ers with a rhythmic consistency no one had 
five years ago. Jaco Pastorius is as fast as any
one has ever been, but he has the consistency 
of a rock/funk player. There are things that 
are right with jazz. New players are listening 
to records produced with a lot of care. 
They’ve got to learn to play that way. It’s be
come the given. db
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LAWS continued from page 17

who 1 would use. It depends on the material.
Berg: When you do go into the studio, do 

you make the decisions about who the sup
porting cast will be?

Laws: At first I make suggestions. For all the 
records 1 did for CTI I wanted Ron. Then Bob 
James and Jack DeJohnette. If I didn't know 
who I wanted. Creed asked how I felt about 
different players. One suggestion was made 
when we did the San Francisco Symphony 
concert about a bass player named Gary King 
who I had never heard before. I told Creed no 
because the concert was going to be recorded 
and I didn't know the guy’s playing. So Creed 
said that I could arrange for whoever 1 wanted 
from the West Coast. Then, if 1 didn't like 
King 1 could use my own man. But as it turned 
out, Gary King was phenomenal. In fact, he 
was on my record for Columbia. Romeo And 
Juliet. So it was worked out with no fighting.

Other artists 1 know have had some prob
lems. Freddie Hubbard, for example, told me 
that he wanted to use the guys that worked on 
the road with him but that he had had a prob
lem with that. I've never had that problem be
cause I don't have a steady group with stable 
personnel. My groups change around depend
ing on circumstances because 1 don't play on 
the road that much. And when you don't you 
can't expect to keep a group together.

Berg: Earlier you mentioned an arranging 
course that you're taking with Don Sebesky. 
What aspirations do you have as a writer/ar- 
ranger?

Laws: 1 really don't aspire to be an ar
ranger. 1 just wanted to be more aware of how 
Don thinks. He's the best orchestrator that I 
know of. There are guys who write beautifully 
but I don't know of anyone who orchestrates 
as well as Don. Because of that 1 decided I 
wanted to study with him to learn how he 
thinks in terms of orchestration and ar
ranging. So I took the course, not because I 
want to be an arranger, but because I wanted 
to know some of the techniques involved in 
pairing instruments and getting different col
ors. It’s turning out to be more than just a les
son in orchestration. I’m learning a lot of mu
sical things that I was unaware of before. It’s 
just a good learning experience.

Berg: John Lewis had the idea of wedding 
classical music and jazz in Orchestra U.S.A. It 
seems that there is a similar impulse in your 
own music. Is the bringing together of classi
cal and jazz idioms a particular goal of yours?

Laws: Not really. Not intentionally. I'm in
trigued by music no matter what category. 
Recently I went to Mikell’s to catch Dave 
Sanborn. I loved what I heard. When I was vis
iting Ron Carter, he put on Samuel Barber's 
Adagio For Strings and 1 loved that. So. it's all 
just musical experience. I don't try to differ
entiate the idioms.

With my own material, 1 do what 1 enjoy 
musically. That's what happened with Romeo 
And Juliet. I just happened to be listening to 
the symphonic version at home. I really liked 
it. so I sat down and tried to do an arrange
ment. On the record you hear an abbreviated 
version. The extended arrangement for a 
small group hasn't really been played yet.

Berg: The range of your material is most im
pressive. You cover everything from Bach and 
Stravinsky to jazz, blues and pop. In a word, 
your music is eclectic. In view of this, 1 
wanted to ask you about the various labels and 
categories used to describe music. Are you. for 

example, a jazz player, a crossover player, a 
classical player, or all of the above?

Laws: I try to be a totally functional musi
cian able to play various kinds of music. It 
adds to my personal interest and 1 think it 
adds to the interest of those who listen. If I 
were to go and play an all-Bach recital, I 
think it would tend to get monotonous. Some 
people do that, which is fine. I'm not knock
ing it. But I try to vary my material as much as 
possible.

Berg: In terms of flute technique, you are at 
the top. Your command over tonguing tech
niques, double tonguing. triple tonguing. the 
pitch bends, arpeggiated figures and scale pat
terns are all executed with consummate skill.

Laws: Wow. I'm glad you think so. I still 
feel I've got a long way to go. I’ll tell you who 
really influences me a lot. It's people like 
Freddie Hubbard. McCoy Tyner and Chick 
Corea. Those people are phenomenal. In fact, 
those people are a much stronger influence on 
me than people who play flute. It's mainly the 
musical thought that I'm interested in rather 
than the instrument, which is just a means to 
express it. Whatever technique I have comes 
largely from hearing these guys doing it on 
their instruments. 1 say. "Wow. Man, if 1 
could ever do that. . . ." These people really 
are a strong inspiration to me.

I continue to practice scales. Double tongu
ing. triple tonguing and all of the other things 
came while I was studying at Juilliard. Those 
were the basics of the instrument. Actually. I 
learned to double tongue very early when 1 be
gan to play flute. Maybe there are physical 
characteristics that could contribute to being 
able to do something better than someone 
else. I was told once when I took a physical 
examination for entering college that 1 have 
an unusually large throat. Now 1 know with 
flute to play what’s called open throat is very 
important. It affects the sound of the flute. So 
inherited physical traits could have something 
to do with why my sound is different than oth
er flute players.

Berg: Aside from music, what personal 
goals do you have?

Laws: I'd like to be a better tennis player. 
Now, however, my main aspiration is to be
come involved with a woman. I was once mar
ried but now I’m divorced. I think it’s very 
important to establish a good relationship on 
a one to one basis with another person. 1 look 
forward to that. I think that will help stabilize 
and give more direction to my life. I've been 
sort of going here and there, doing various 
things, being with different people. I think it 
would be much more important to establish a 
good relationship with a lady. Also. 1 feel that 
having children—1 don't have any—is some
thing I'd like to do. It's not just because I 
haven't done it. but because I see the value in 
it.

Berg: Let me ask you about the future. In a 
hundred years, how would you like to be 
remembered? What sort of niche on the musi
cal landscape of the 20th century would you 
like future generations to recognize?

Laws: It’s interesting that you should ask 
that question because I was just looking at a 
big placard advertising a concert of Bach's 
music. I said to myself. "There's a man who 
lived hundreds of years ago and here he is on a 
placard right here and now.” So it seems that 
anything that has to do with writing will give 
you a better chance at being remembered. I 
suppose that if I’m remembered at all it will 
probably be as a flute player. db
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JONES continued from page 21

somethin’ like John Coltrane or Miles. Or if 
it’s a bass player, he might say Herbie Han
cock. It’s an ego thing where they won’t 
acknowledge who they've been listening to, but 
if you are a young drummer and you're not in
fluenced by Elvin, you’re not listening. . .

Elvin Jones is 49. In the years he has been 
fronting his own bands, since leaving Coltrane, 
he has established a consistency, a depend
ability in his music that has at its inspirational 
center the legacy of John Coltrane. But it has 
evolved, growing like the circle of ripples 
spreading out from a pebble tossed into a 
pond. There are no dramatic changes in what 
he does, no bank of speakers suddenly materi
alizing behind him. When you go to see Elvin 
you know what his music is going to be.

According to LaBarbara, ‘‘A lot of groups 
today feel that right away they have to go out 
and change the course of musical history, and 
right away the young player wants to instantly 
become a star. We’re going to have the new 
sound. Nobody wants to settle in and just play 
and let the music evolve naturally, they try to 
force a direction. You can’t do that, you just 
have to settle down and play and the music 
will evolve the way it’s supposed to.”

“I am convinced that the direction my 
music has taken is the right direction,” says 
Elvin, “and 1 am going to continue along that 
line. I’d call it straightahead, creative modern 
jazz. That covers it. Oh yes, charged with en
ergy. And it’s always funky.”

Elvin absorbs musical influences like sand 
takes in the rain. He is especially drawn 
toward African rhythms. On his second album 
for Vanguard there is a track titled Warriors 
Rejoicing Returning From The Hunt. “1 was 
strongly influenced by central African pygmy 
music (from a United Nations recording that 
Herbie Hancock also used for Headhunters). 
This music fascinated me so much I picked 
one of their ritual songs for the album. This 
music is powerful, it’s strong. . . .

“One thing is for sure. I am not about to 
make any concessions to the profit world; I’m 
not about to start playing rock and roll; I am 
not going to add on tons of electronics for my 
group; I am going to stay acoustic and solid 
with the music as in the past.”

Elvin Jones has little patience with musi
cians who have changed their music to suit 
record companies and still say they're playing 
jazz. He knows what he wants to play and re
fuses to be directed away from his concepts by 
the corporation. As a result, record companies 
(United Artists and now Vanguard) have been 
inclined to pay scant attention to promoting 
Elvin Jones and his albums. Elvin doesn't like 
it, and he will be leaving Vanguard as soon as 
his contract expires. He feels that they were 
subtly trying to change him.

“Those sons of bitches, they’re so busy tak
ing care of pop acts they don’t even know I’m 
there.

“I’m not knocking anything, I am happy to 
see cats doing things like those big production 
albums—just as I am happy to hear a jazz tune 
played by a rock group. It means that the men
tality was not as low as I had thought it was. 
Aaaaah ha.

“But these are just reflections—tomorrow is ft 
another experience. . . . When we go into the g, 
club, even when we play the same tunes, we a 
want to do them in a way that they have a new ° 
awareness, a new meaning. That’s what keeps § 
it alive. I grew up with that kind of attitude, | 
that kind of approach to all things—to do 8
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HOWTO visualize keyboard scales
by Dr. William L. Fowler

-I- raditional scale study, aimed as it is toward single-handed efficiency, concentrates on such 
technical niceties as hand position, wrist motion, finger crossovers and thumb crossunders. 
Each hand learns separate fingerings whereby smooth speed might be achieved in running 
along the notes of the twelve major scales and their corresponding minors. In such training, the 
fingers, rather than the eye. tend to do the memorizing. Consequently, scale construction ap
pears as a succession of intervals instead of a single visual pattern.

Without denying the effectiveness of traditional scale fingerings in performance, this article 
proposes what might be a more effective way for the eye to visualize simultaneously the notes 
of any scale. In keyboard improvisation, where instant decisions about leaps and complex 
figures abound, such visualization, however acquired, remains essential.

This method differs from tradition in that fingers (no thumbs) press down all scale notes at
the same time, while the eye visualizes the re
sulting pattern of depressed keys as a unit.

The major, minor, and modal scales consist 
of consecutive letter names spaced by minor 
second (l/2), major second (I), or augmented 
second (1 1/2), Counting their repeated tonic 
letter names an octave apart, they all contain 
eight notes and therefore divide into two 
tetrachord (four-note) segments, the upper 
separated from the lower by either a major or 
a minor second.

Each of the six distinct tetrachord types appearing in major, minor, and modal scales has its 
own name, its own intervallic structure, and its own finger pattern. Since the thumb is not used, 
both hands exhibit the same finger pattern for each tetrachord type.

Master Classes now available with
Bob McCoy John LaBarbera
Arnie Lawrence Walter Bishop, Jr.

CHARLES COLIN STUDIOS
315 W. 53rd. St. New York. N.Y. 10019 

Phone: (212) 581-1480

1977 NATIONAL 
JAZZ CLINICS

19th annual JAZZ BAND Clinics:
(Ken Kistner, Director)

June 28-July 4, Fort Qu'Appelle, Saskatchewan
July 31-Aug. 6, Northern Illinois U., DeKalb, IL.
Aug. 7-13, U. of Portland (Oregon)•

6th annual COMBO/IMPROVISATION Clinics:
(Jamey Aebersold, Director)

May 28-June 4, Wichita State U„ Kansas
June 12-18, San Diego State U., Calif.
June 19-25, Diablo Valley College. Pleasant Hill. Calif.
July 10-16, U. of Louisville, Kentucky
July 17-23, State U. College at Brockport, N.Y.
July 31-Aug 6. Miami U.. Oxford, Ohio
Aug. 7-13. Northern Illinois U„ DeKalb. IL.•

Faculty members for the 1977 NATIONAL JAZZ CLINICS 
include: Jamey Aebersold. Ashley Alexander. David Baker. 
Louis Bellson, Ken Ferrentino. Eddie Gomez. Dan Haerle. 
Jerry Hahn. Joe Henderson & Quartet. Wes Hensel. Ken 
Kistner. John LaPorta. Roger Pemberton, Jack Peterson. 
Rufus Reid, Woody Shaw, Howie Smith, Ed Soph. Dorn 
Spera. Floyd Standifer. Bill Stapleton. James Williams. Phil 
Wilson .. and other faculty and guest stars to be an
nounced.

For complete information, write today!

I NATIONAL JAZZ CLINICS 9 |
P.O. BOX 221, SOUTH BEND, IN 46624
Please rush to me an application and full de- i 
tails on the 1977 NATIONAL JAZZ CLINICS.

Name__________________________________________  i

I Street  |

I City ___________________________________________

State Zip --------------------- ।

Instrument  |

| Age_______  □ I'm a teacher I

L______________________________ I
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As soon as all of the above tetrachord names, intervallic structures, and finger patterns have 
been mastered on C, as shown in the example, they should be practiced on all the black and 
white keys of the chromatic scale. As an example of how changes of position on the keyboard 
alter the look of any tetrachord, here arc several locations for the Hungarian minor type:

When either hand can instantly and ac
curately strike any of these six tetrachord 
types on any key the eye chooses, the com
bining of both hands into eight-notes scales 
and modes may begin. The first such combi
nation to practice is the major scale—two ma
jor tetrachords separated by a major second:

This scale, as well as all the following 
scales, is to be visualized on all twelve black 
and white keys.

The next scale to practice is the Dorian 
mode—two minor tetrachords separated by a 
major second:

1 1
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Then comes the Phrygian mode—two 
Phrygian tetrachords separated by a major 
second:



Next to be practiced and visualized are combinations of different-type tetrachords sepa
rated by major seconds:

1

EX. XI11

The common eight-note scales and modes 
now have been illustrated. But there arc 
several more scale types sufficiently impor
tant to be included in any keyboard improvis
or's visualizations.

Various pentatonic scales can be visualized 
by leaving out two notes in the major scale 
pattern:

Two conjoined (both index fingers on the 
same note) whole tone tetrachords form the 
whole tone scale:

II ill II III II
TL 777 h I TTT TTO o o

Two minor tetrachords separated by a 
minor second form the diminished (whole 
step-half step) scale:

whole. tetro.cho v4-i
C- whois, tone.

u ni ii m u
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«— —lì ——1 1 ’ .......................
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Although the above scale types should satisfy most melodic requirements keyboardists ordi- 
arily will encounter, players might want to explore other possibilities. To find those possibil
ities, the explorer should combine all the tctrachord types, similar and dissimilar, first con- 
junctly, then separated by minor second, then by major second. Many of the scales thus erect
ed will not as yet have been given names. What names, for example, fit the following?

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
2. The One-Eye Two 

Step
3. Mother/Son Theme

4. Riot
5. Soulful Source
6. At the Carnival

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

1.
2.
3.
4.

From the Album 
THE BLACKBYRDS FLYING START

I Need You 
The Baby 
Love is Love 
Blackbyrds’ Theme

8. Spaced Out

5. Walking in Rhythm
6. Future Children, 

Future Hopes
7. April Showers

From the Album 
THE BLACKBYRD’S CITY LIFE

1. Rock Creek Park
2. Thankful 'bout

Yourself
3. City Life

Send for complete

4. All I Ask
5. Happy Music
6. Love So Fine
7. Flying High 

utilog and information.

BLACKBYRD PRODUCTIONS, INC.
1625 Woods Drive Los Angeles, CA 90069

(213) 656-3239

E 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
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ADOLPH SANDOLE
presents

Jazz instruction books for the serious musician.
Jazz Improvisation II, Journeyman ... 232 pp.. $15.00
Jazz Piano Left Hand ............................40 pp. . 6.00
Piano Solos, for the advanced player:

Book I. Reflections for Piano, 40 pp. $5.00
12" LP record.................................... 5.00
Book and LP together...................... 8.50
Book II, Poems of Granada. 40 pp. 5.00
12" LP record.................................... 5.00
Book and LP together...................... 8.50

Jazz Improvisation I, Apprentice 
(Beginner's) .....................................222 pp... 12.50

Arranging & Harmony for Stage Band 32 pp... 5.00
The Art of Songwriting ........................ 32 pp. .. 4.00
Jazz Tunes .............................................. 32 pp... 4.00
Music Primer (revised), for the 

absolute beginner.......................... 48pp... 3.00
Veni, Vidi, Non-Vici, prose 

commentary ................................. 80 pp... 3.00
Send check or m.o.. no cash. Overseas, add 7% for 
mailing. Send 25c for catalog and cassette correspon
dence course information. Allow 15 days for delivery. 
US Adolph Sandole
1619Broadway Room 605 New York, NY 10019

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
□ The Cycle of Fifths .... $2.00 
□ The IPV7 Progression .. $3.00 
□ The Blues Scale ........... $2.50
□ The Lydian Mode ......... $2.50
□ The TriIone Cycle........$2.50 
□ The Dorian Mode ......... $2.50
□ The Mixolydian Mode . $2.50 
□ The Byzantine Scale .. $2.50 
□ Thh Ionian Mode..........$2.50 
□ The Diminished Scale . $2.50 
□ The Aeolian Mode .... $2.50 
□ The Polytonal Guitar .. $2.00

Send check or money order to:
EDC PUBLISHING DEPT. DB-171

1611 Kennedy Blvd. North Bergen, N.J. 07047
Foreign Orders ADD $1.00 PER Book FOR Air MAIL

IMPROVE
Your Playing 
1200%!!

■
 THE EVOLVING BASSIST by Rufus ReW. 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—8ASS 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 in the upper register. Explicit photos even show how 
to set up your bass. $7.50

Check or M.O. plus 60: handling/postage.L\\ Foreign orders add $2.50
MYRIAD LIMITED P.O. Box 757, Teaneck, NJ 07666

““THE ARRANGERS DREAMBOOK” 
Sax, Brass and Ensemble

Voicings of yesterday and today's bands. 
No more wondering . . .

"how does he get that sound?"
Vol. I, $20.00; Vol. II, $20.00 Both for $30.00 

J. D. MUSIC PUBLICATIONS
P.O. Box 1793 Monterey, Calif. 93940

SECOND ANNUAL
JAZZ CHRONICLES WORKSHOP SEMINAR:

ELECTRONIC MUSIC IN JAZZ
Dan Morehouse, Director

JUNE 25—JULY 2
For information write:

LOS ANGELES THEASEUM
6226 Santa Monica Blvd., Hollywood, CA 90038

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

v,ce CHANGEOFADDRESS
Please let us know six weeks before you move

I Al—Paul Bley’s
Bold Experiment

by len lyons

cK_xanadian pianist Paul Bley has always as
sociated himself with originality. His most re
cent project, undertaken conjointly with vis
ual-media artist Carol Goss, has been the 
founding of a unique record label. The label 
bears the auspicious trademark 1AI (for Im
proving Artists Inc.). Though the company 
has existed on paper since '74. its tape vaults 
were not opened publicly until January 1, 
1976 with the release of three albums. The 
catalog has since expanded and now features 
an impressive roster of artists in addition to 
the label’s owner: Gary Peacock and Barry 
Altschul (who currently make up the Paul 
Bley Trio), Jimmy Giuffre, Bill Connors, Sam 
Rivers, Dave Holland, John Gilmore, Paul 
Motian, Ran Blake and Jaco Pastorius.

Bley has been known for an adventurous 
spirit. He established himself as a jazz player 
in the groups of Charles Mingus, Ornette 
Coleman and Sonny Rollins. He was also one 
of the principal organizers of the Jazz Com
posers Guild (in 1965). which was designed to 
enhance the status and working conditions of 
jazz musicians in this country. When electron
ic instruments became more portable, Bley 
presented an ARP "Synthesizer Show" at New 
York's Philharmonic Hall in '69. which, he 
claims, "marked the first time that a keyboard 
synthesizer had ever been played before a live 
audience.”

With the emergence of IA1, Bley's reper
toire has significantly expanded. Now that 
he's signing “the other dotted line,” and sit
ting on the technical side of the recording 
booth, it is time to take account of his new 
perspective.

Lyons: What was the idea behind 1 Al?
Bley: To guarantee to the artists the quality 

of the pressings, the studio’s excellence, and, 
most important, the consistency of the quality. 
Having recorded for a lot of different labels, 1 
experienced good results—and less-good re
sults. IAI was a way of stabilizing the sound
quality.

Lyons: Didn’t you have any visions of put
ting the profits in the artists’ pockets?

Bley: Well, that too, but the artist—if you 
mean me—has to work a lot harder to earn it. 
Running a label is the hard way to get paid.

Lyons: Are you handling artists or records 
any differently than the other labels?

Bley: We’re coordinating the release of 
records with tours, which is very helpful. Oth
er labels try to do that, but they don’t give it 
continuous care. They found it was more prof
itable to make more records rather than pro
mote the ones they had already produced.

Lyons: What are Carol Goss’s qualifica
tions for co-directing a recording company?

Bley: Her father is a Chicago tenor saxo
phonist (Chet Gross) and she’s interested in 
graphics, so that’s her expertise. It’s a logical 
union for us on the label, because one of the 
surprises on this side of the desk is that so 

much of the record business is print—lead 
sheets, bios, press kits, liner notes, album cov
ers, and so on.

Lyons: Why don’t you have any top billing 
of artists on your covers?

Bley: It stems from musical reasons. The 
players may or may not have worked together 
in the past but they have expressed a desire to 
work with each other. If a player’s going to be 
on one of our records, he’s important enough 
on his instrument to be given a full rating on 
the cover. It's not no-top-billings, it's all top 
billings.

Lyons: What arc your standards for mar
ketability?

Bley: It’s helpful if the artist has been 
through the distributing pipeline sometime 
within the last 24 months. It’s also helpful if 
the artist has a sufficient backlog of albums so 
that his work is already assessed. At this point, 
we only introduce artists in a session of artists 
who are already established.

Lyons: What if there are some unknown 
geniuses out there, reading this, and they want 
to record for I AI? Is it possible?

Bley: If he or she sent me the work and I 
found it attractive, we know labels who are 
economically equipped to introduce new tal
ent. We’d send the material along to them— 
and in some cases, with a personal recom
mendation. For us, it’s too soon. Ran Blake 
(Breakthru, IAI 373842) is a new artist in a 
sense, because he’s been out of the pipeline for 
seven or eight years. We can introduce an art
ist who’s been away for a while, but we 
couldn't do justice to a brand new artist.

Lyons: Is IAI succeeding financially?
Bley: If the lady still answers the phone, it’s 

working out.
Lyons: Is dealing with the marketplace 

draining your musical energy?
Bley: That question has come up from time 

to time. The longer I can control the release 
of the records and their coordination with live 
performances, and making things comfortable 
for the players—so long as I'm in charge, that 
is—it's worth the extra effort. For example, 
we like to play concerts instead of clubs, 
which seems to be a luxury in this country, 
and the company makes that possible. Of 
course, we work 14 hour days, but with a regu
lar office staff wc can almost run the company 
by remote control with a half-hour phone call 
a day.

The percentage of music, as opposed to bus
iness time, has actually been increasing from a 
year or two prior to starting the label. This is 
because jazz has become more widely listened 
to. Also, producing dates for friends whose 
music I’ve known for 20 years has been an in
credibly useful musical exercise.

Lyons: You said in your last db interview 
that “. . . virtuoso acoustic instrumental music 
is finished. . ..” Yet, IAI is recording acoustic 
instrumental music almost exclusively. How 
do you explain this apparent incompatibility 
of outlooks?

Bley: Generally, you’re correct about the 
label, although the new Jaco Pastorius album 
is done entirely on electric piano. What I was 
referring to in that statement was the younger 
players, those just beginning to become im
provisors. Most of the places in the acoustic 
field had already been filled by people who 
came on the scene during the time the music 
was growing up. They had a rightful place, 
having contributed to its growth. But for 
somebody 18 years old at the time the quote 
was made (almost three years ago), it was only 
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the area of electric music and sound treatment 
in which a lot remained to be done as an im
provisor. If you were there at the time of Cole
man Hawkins, then there’s no reason why you 
shouldn’t continue to play Body And Soul; but 
for new players, you have to arrive at material 
that hasn’t been overworked.

There seems to have been a dichotomy be
tween bands that recorded acoustic but not 
electric, or electric but not acoustic. It’s al
ways been my musical fantasy to have a situa
tion where you could play from an acoustic 
level of dynamics to the extreme electric level 
of dynamics within the same piece and that a 
multi-keyboard—and multi-choice of instru
ments for all the players—would be available.

Lyons: Why doesn’t IAI attempt to realize 
that fantasy?

Bley: We’re going to give it another 12 
months—or 12 albums—acoustically, before 
we introduce more electronic music into the 
line. This may or may not involve new artists. 
Sam Rivers has played synthesizer at the Vil
lage Vanguard. I’ve played some duets with 
him using a large ARP. Bill Connors is very 
much interested in electronics again. So even 
our artists may be going in that direction be
cause the calendar is on the side of it.

Lyons: Music has to proceed in an elec
tronic direction to progress?

Bley: The history of music leads me to be
lieve so. Electric follows acoustic, as it’s done 
in folk and classical music. The precedents 
are already there.

Lyons: Do you think there are any groups 
effectively exploring that terrain now? Or the 
synthesis of acoustic-electric you spoke of?

Bley: You know, all the electric groups 
have expressed a desire to integrate acoustic 
music after they’ve played electric music for 
some time. Some of them do it with separate 
songs or sets and some of them within the 
same piece. I'd like to form a band—and I 
suppose I’ll have to do it myself—where the 
dichotomy didn't exist at all.

Lyons: What’s your evaluation of “cross
over” music?

Bley: It’s an early option, because we’re at 
a primitive stage. It’s certainly better than 
leaving electricity in the hands of English 
bands which duplicate the 1940s Chicago 
blues bands. There are some jazz musicians in 
the movement. If improvising hasn’t been 
their main preoccupation to date, it will be.

Lyons: Has IAI made any artistic compro
mises?

Bley: The catalog will have a sound of its 
own and, eventually, it will have a unique per
sonality. Whether the jazz audience responds 
to that personality is something one has to 
hope for. 1 think we’re speaking more of 
bravery than compromise. “Compromise” is a 
word 1 don't understand.

Lyons: Well, are you willing to follow your 
artistic ideals completely?

Bley: One follows the same set of guide
lines one follows as a musician. You do your 
best work at all times and hope there will be 
someone out there to receive it.

Lyons: What’s your definition of com
mercialism? Is it increasing?

Bley: From a European perspective, many 
of the dates that come out of here that are con-S 
sidered commercial sound very much like jazz & 
dates with sweetening tracks: strings, horns i 
and so on. They're meant for easy-listening® 
FM play. Because they’re not ambitious musi- § 
cally, they do fulfill a musical function as| 
background—something to enjoy while you 8

JAZZ AIDS
A NEW APPROACH to JAZZ IMPROVISATION 
by Jamey Aebersold. $8.95 per volume (l_P & Booklet) 
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 book
let. Booklet includes parts FOR ALL INSTRUMENTS: 
treble & bass clef, Bb & Eb parts in each book. Spe
cial stereo separation for rhythm section players: 
Left channel has Bass & Drums, right channel has 
Piano & Drums. The back-up rhythm section on 
records is outstanding! Makes you want to play. 
The most widely used improvisation method on the 
market.
□ VOLUME 1 “A NEW APPROACH’’—Beg./lnt. level. Contains 
Dorian minor tracks, Blues in F & Bb, 24 measure song, Ca
dences, Cycle of Dom. 7th's & one II/V7 track. Scales are 
written in measures and chord tones are notated. Chapters 
on Melody, Blues scale, Time, Modes, Exercises. Chords, 
etc.

□ VOLUME 2 "NOTHIN' BUT BLUES"—Beg./lnt level. 11 dif- 
ferent Blues in various keys and tempos. This volume is tru
ly fun to play with Rhythm section on LP grooves! Scales 
and chord tones are written.

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

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

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

□ VOLUME 6 "ALL BIRD"—Adv level. 10 songs written by 
Charlie Parker. Ron Carter, bass; Kenny Barron, piano; Ben 
Riley on drums Record has excellent Bebop feel! Best way 
to learn these famous tunes: Now's the Time. Yardbird 
Suite, Donna Lee. Confirmation, etc.

FOUR EXCITING ADDITIONS . . .
Rhythm section on records is outstanding.

□ VOLUME 7 —“MILES
DAVIS" Eight classics writ
ten by Miles Davis. Int/Adv 
level. Unique way to learn 8 
of the most popular songs of 
the Fifties ... Four, Tune Up. 
Vierd Blues. The Theme. 
Solar, Dig. Milestones (old 
Milestones). Serpent's 
Tooth.

□ VOLUME 8—"SONNY ROL
LINS” Nine classic jazz origi
nals written by Sonny Rol
lins. Int/Adv level. Contains 
8 of Rollins' most famous 
tunes, in their original keys 
... Doxy. St. Thomas (latin, 
then swing), Blue Seven, 
Valse Hot (one of the first 
jazz tunes), Tenor Madness, 
Solid, Pent Up House, 
Airegin, Oleo.

□ VOLUME 9—“WOODY 
SHAW" Eight jazz originals 
written by Woody Shaw. Int/- 
Adv level. Rhythm section is 
currently with Woody Shaw 
and their familiarity with the 
songs makes it easier for 
you to play. Includes Little 
Red's Fantasy, Katrina Bal
lerina, Blues for Wood, 
Moontrane, In Case You 
Haven't Heard, Tomorrow's 
Destiny, Beyond All Limits (E 
Limits (Swing, up tempo).

□ VOLUME 10—"DAVID BAK
ER" Eight beautiful originals 
by David Baker. Int/Adv 
level. One of the most pro
lific composers in jazz to
day. Tunes offer a wide vari
ety of styles and tempos. In
cludes Aulil, Le Roi, Ken
tucky Oysters, Passion. 
Black Thursday. Bossa 
Belle. Soleil d' Altamira, Le 
Miroir Noir.

Nova, slow), Beyond All

JAMEY AEBERSOLD 121 i-d aebersold dr., new Albany, in 47150

by Jamey Aebersold 
and Others

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 ........................................................................$6.95
□ BILL EVANS # 1: 6 transcribed songs $2.95
□ BILL EVANS #2: 5 transcribed solos & one song $3.95 
□ BILL EVANS #3: 5 transcribed solos & 15 songs off rec 
ords ............................................................................... $3.95
□ HERBIE HANCOCK: Over 45 greatest hits $7.50
□ HORACE SILVER: 53 transcribed songs exactly as re 
corded including Sister Sadie, Nica's Dream. Nutville & Sil
ver's Serenade $6.95
□ 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

COMBO ARRANGEMENTS by Jamey Aebersold $4.00 ea. Trpt., 
tenor, alto, bone & rhythm section.
□ Horizontal—Modal Blues
□ Bossa Nova De Jazz
□ Sunrise—Easy Jazz Rock

□ Blue Mote—Med tempo jazz
□ Beatitude -Latin"Rock
□ Hot Shot—Easy Rock

□ DAN HAERLE JAZZ-ROCK COMBO SERIES—12 combo ar
rangements scored for Trpt. Ten, Alto. Bone. & rhythm sec
tion. Write for catalog. Each arr. $4.00 
□ JOHN COLTRANE (combo arrangements) transcribed from 
original Blue Note recording (Blue Train) (Blue Tram. Mo
ment's Notice. Locomotion. Lazy Bird) Complete parts for 
trumpet/tenor/bone/rhythm. All 4 only $8.50
□ HORACE SILVER (combo arrangements). Complete parts 
for trumpet/tenor/rhythm. All 4 only $5.00 

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

□ "BIRD LIVES" by Ross Russell. Hardbound book of 
Charlie Parker's life. Outstanding book ...............$10.95
□ "JAZZ TRUMPET TECHNIQUES" by John McNeil. Special 
book designed to help solve certain problem areas of jazz 
trumpet playing. A much needed book. (1st printing) $2.95 
□ SCALES FOR JAZZ IMPROV, by D. Haerle $6.95
□ PATTERNS FOR JAZZ by Jerry Coker et al. Excellent for 
daily practice............................................................. $14.00

IMPROVISING JAZZ by Jerry Coker (paperback) $2.95 
□ THE JAZZ IDIOM by Jerry Coker (paperback) ......... $2.45
□ LYDIAN CHROMATIC CONCEPT by George Russell $26.50 
□ THE EVOLVING BASSIST by Rufus Reid. SPIRAL BOUND. 
For Electric and Upright.............................................. $12.50
□ EVOLVING UPWARD—BASS BOOK II by Rufus Reid. Shows 
how to approach and execute in-thumb position for acous
tic bass .............................................................................. $7.50
□ JAZZ CLINICIANS QUARTET Play for You—featuring Jamey 
Aebersold, alto & tenor; Dan Haerle, piano; Rufus Reid, 
bass; Charlie Craig, drums. Can also be used as play-a-long 
record for guitarist, bassist and pianist. 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
□ THE PROFESSIONAL ARRANGER COMPOSER by Russell 
Garcia. Standard text for big band writing............... $7.95 
□ CHARLIE PARKER—30 tunes in concert key ......... $2.95
□ 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
□ 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 
□ SEVEN SUPER SAX COMBO CHARTS taken off record. 5 
sax, trpt, 'bone (opt.) & 3 rhy. Write for list............ $10 ea. 
□ TECHNIQUE DEVELOPMENT IN FOURTHS by Ray Ricker. 
For advanced players. Loads of exercises .................$6.95
□ EAR TRAINING BOOK w/2 cassettes by David Baker For 
JAZZ players. 151 pages. Excellent!! ...........$20.00
□ THE ART of MUSIC COPYING by Clinton Roemer. The 
music copyist Bible ... for composer, arranger, student, 
teacher. Paperback.........................................................$11.95
□ STANDARDIZED CHORD SYMBOL NOTATION by C. Roemer. 
A uniform system for the music profession...............$3.95

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. Can
ada send U.S. funds only. Foreign add $2.00 for 
one book & LP set; 60c each additional set._____
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JONES continued from page 21

things for the moment. It's the sum total of 
things you've learned up to that moment. It 
has to be channeled with all the sincerity, 
meaning and integrity that brought about your 
development.

"One thing is for sure, you're always going 
to have fun. When we get up on the bandstand, 
it's going to be a happy time. I don't tell any
body anything. 1 let them sound the way they 
are, and it happens beautifully. Like this is Pat 
LaBarbara playing. . .

"1 remember when Elvin first called me up 
for the job," recalls LaBarbara. "He told me ‘I 
want you to come to New York and be in the 
band, but I want you to feel you can play the 
way you want to play and not feel like you 
have to play in any direction.' Of course,’’ said 
the saxophonist, "the obvious influence was 
there.”

David Williams: "Jimmy (Garrison) told 
me one time, don't let Elvin scare you. he'll try 
it, just ... be ... in .. . tune—make sure you're 
in tune—and you'll scare him."

Elvin roared. ‘‘I never saw so many tuning 
forks in my life, everybody in the band has got 
one. These are the little things that make my 
heart sing. It’s completely sincere and you 
can't buy that; 1 don't care if 1 had to pay a 
thousand dollars a week for a guy, I couldn't 
buy sincerity and integrity."

Whenever Elvin Jones can. he plays free at 
county jails and state prisons: it's something 
that is the height of personal pride and sin
cerity for him. He points out that some per
formers do it not because they believe strong
ly in those types of performances, but for pub
licity or as a way of fulfilling an obligation. 
Prison performances are extremely important 
to the drummer. He will usually come to a city 
a day before his regular gig to make the prison 
concerts. Because they know how he feels 
about it, the members of his band gladly play 
the concerts for free.

Elvin Jones has a new band on the road 
which includes, besides LaBarbara and Ryo 
Kawasaki, bassist Steve Neil and saxophonist 
Chico Freeman. As usual, the group will be 
working steadily—nine months out of the 
year—in the U.S.. Europe and South America.

One of the reasons the band stays working is 
their persistence. They work at staying out 
there and at the core of the business is Elvin’s 
wife Keiko. She’s on the phone constantly 
booking, plugging, selling, and when the band 
is on the road, she is omnipresent—taking 
care of equipment, contracts, musicians, keep
ing the flakes away, negotiating Elvin's needs, 
his mood. She looks thin, perhaps frail, but 
the energy is boundless.

Before John Coltrane died, he told Keiko to 
watch over Elvin and take care of him. She 
has. She wants Elvin Jones to have to worry 
about nothing but his music.

Keiko, who also contributes music to El
vin’s groups, is sometimes less tolerant of an 
American system that has trampled the black 
jazz culture. Surviving and keeping the art 
pure is often exhausting for her.

In the midst of talk about record companies 
not opening their wallets to promote musi
cians with Elvin's sensibilities, she observed: 
"I am sure if Elvin Jones was a white drummer 
he would be number one in the world."

Elvin's smile grew into a rusty chuckle. 
“There’s no danger of that happening. Every
body is safe from that, I am not a white drum
mer.” db 
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do other things. The intent of the people in
volved is another aspect of commercialism. If 
the attempt is modest, the result will be no 
better than the attempt. So long as they're sat
isfied with what they’ve done and the pro
ducers are satisfied, there’s nothing wrong 
with it. A modest attempt may get a better re
view. in fact.

It's another story when people come into a 
hall for an hour and a half to sit down and lis
ten. Then we're talking about substance. In 
Europe, that's the norm. In this country, 
there’s more than one way of making and sell
ing records. I'm encouraged because the last 
three years have seen the advent of several 
new labels which have built a substantial cata
log based on somebody’s sincere desire to re
cord a period of jazz music in an authentic 
manner—without sweetening. These labels 
have managed well. They're thriving. There 
seems to be an international market, as well as 
a domestic one. for—shall we say—pure mu
sic.

Lyons: Your recent IAI solo album. Alone 
Again, was criticized on the grounds that there 
was no variety of mood between tracks. How 
do you react to that?

Bley: We're dealing with a very specialized 
album in which the purpose was to have a sim-

NEW YORK
Village Vanguard: Slide Hampton Trombone 

Choir (thru 5/8); Dexter Gordon (5/10-15); Thad 
Jones/Mel Lewis Orchestra (Mon.).

Office Bar (Nyack, N.Y.): Danny Stiles Big Band 
(Wed.).

Storyvilie: Jazz Interactions presents Ernie 
Wilkins (5/8); Al Hibbler (5/15).

Gulliver's (West Paterson. N.J ): Keith MacDon
ald (5/5 & 8).

Smucker's (Brooklyn): Blue Magic (5/8-10).
Skinflints (Brooklyn): Mike Mandel (Thurs. & 

Sun.).
Westbury Music Fair (Westbury, L.I.): Johnny 

Cash (thru 5/8); Jerry Vale (5/9-5/15).
Larson's: Ellis Larkins w/ Billy Popp.
York River Club: John Bunch (Mon., Tues.); Frank 

Owens (Wed., Thurs.); David Daniels (Fri., Sat.).
Folk City: Albert Dailey & friends (Sun. 4-8 PM).
Surf Maid: Jo Anne Brackeen or Nina Sheldon.
Sweet Basil: Ted Dunbar Trio (thru 5/8); Kenny 

Barron Quartet (5/10-14); Jim Hall Trio (opens 
5/17).

Capitol Theatre (Passaic. NJ): Chick Corea & 
Return To Forever (5/14).

Westchester Premier Theatre (Tarrytown, N.Y.): 
Robert Goulet (thru 5/8); Totie Fields (5/10-15); 
Frank Sinatra-Dean Martin (opens 5/1 7).

Town Hall Interludes: Mac Frampton Trio 
(5/11).

Three Sisters (West Paterson, N.J.): Vic Ceni- 
cola & Teddy Zaremba Quartet (Sun.); Dave Tesar 
Quartet (Mon.); Wild Fire (Tues.); Jazz Conforma
tion (Wed.); North Jersey Jazz Co. (Thurs.); call 
club for weekend acts.

One Station Plaza (Bayside, Queens): Ted Pilt- 
zecker, Brian Tortf.

Studio Wis: Warren Smith's Composer's Work
shop Ensemble (Mon.).

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

Village Corner: Lance Haywood or Jim Roberts: 
Jim Roberts Septet (Sun. 2-5 PM).

Cookery: Joe Turner, vocals (thru 5/7). 

ilarity of content from beginning to end. Re
corded albums don't serve the same purpose 
as a live performance. It gives you a chance to 
get into a piece of music in great depth or a 
single emotional theme, because you have the 
potential of 40 minutes on a single piece. That 
license isn't allowed in a live performance be
cause the conditions aren't as comfortable as 
they are at home. The album is supposed to be 
a piece from start to finish.

Lyons: Now that you're a producer, have 
you discovered any keys to good recording 
technique?

Bley: 1 like to leave the tape running from 
the time the musicians walk into the studio 
until they leave, so you don't have the music 
interrupted by call-backs between musicians 
and the people behind the glass. It's a simple 
device to keep things more relaxed, too. You 
can also provide a relaxed atmosphere by in
viting the musicians' friends. It can be festive. 
Sound-balances should be done hours prior to 
the recording—record free of technical re
quirements. If you're recording the best im
provising musicians on the globe, it's always 
an occasion. And it should be treated as an 
occasion, not as a work-period.

Lyons: What is the best album you made 
for the label?

Bley: The next one. Always the next one. 
db

Hopper's: Stan Getz (thru 5/7); Kenny Burrell 
(opens 5/8).

New York Jazz Museum: Junior Mance Trio (5/8 
2 PM).

Princeton University: Chick Corea & Return To 
Forever (5/8).

Barbara’s: Bob January Big Band w/ Shahida 
Sands (Sun. 3-7 PM).

Ali Baba East: Juanita Fleming.
All’s Alley: Frank Foster's Loud Minority w/ 

Charlie Persip & Earl May (Mon.).
Bar None: Dardanelle, piano.
Boomer’s: Good jazz all week.
Broady’s: Top acts.
Changes: New talent.
Crawdaddy: Sammy Price & friends.
Eddie Condon's: Balaban & Cats (Mon.-Sat.); 

guest artist (Tues.); Jazz w/ lunch (Wed.); guest 
group (Sun.).

Gaslight Club: Sam Ulano & the Speakeasy 
Four.

Gregory's: Al Haig w/ Jamil Nasser & Chuck 
Wayne (Mon.-Tues.); Brooks Kerr w/ Jo Jones. 
Russell Procope & Alicia Sherman (Wed.-Sun.); 
Gene Roland w/ Loumell Morgan, Morris Edwards 
& Lynn Crane (Mon.-Sat. 4-8 PM); Warren Chias
son, Earl May & Dardanelle (Sun. 5:30-9 PM).

Cleo’s: Mabel Mercer's new home.
Jazzmania Society: Mike Morgenstern Jazz

mania Allstars (Wed., Fri., Sat.).
Jimmy Ryan’s: Roy Eldridge (Tues.-Sat.); Max 

Kaminsky (Sun. & Mon.).
Ladies Fort: Loft jazz Sat. & Sun. (4-7 PM).
MikeH's: Always a good show.
Other End: Top rock acts.
P.S. 77: Bucky Pizzarelli (Mon.).
Rainbow Room: Sy Oliver.
Reno Sweeny's: Blossom Dearie (Thurs.-Sat. 

5:30-7 PM. Sun. 3 PM).
Sonny’s Place (Seaford, L.I.): Jazz seven nights 

a week.
Stryker's: Dave Matthews Big Band (Mon.); Lee 

Konitz (Wed. & Thurs.).
Village Gate: Top acts weekends; Willie Bobo 

(5/13-14).
West End Cafe: Franc Williams Swing Four 

(Mon.-Tues.); Jo Jones & friends (Wed.); George 
Kelly's Jazz Sultans (Thurs. & Fri.); The Countsmen 
(Sat. & Sun.).

Studio Rivbea: More loft jazz. (Fri. & Sat.).
Jazz Vespers: St. Peter's (celebrating at Central 

Synagogue); Sun. 5 PM.



Bottom Line: Jesse Winchester (5/4-7); Gal
lagher & Lyle (5/8); Dolly Parton (5/1 2-14).

LOS ANGELES
Concerts By The Sea: Bill Evans: Art Farmer/Ce- 

dar Walton Trio (5/3-8); Rahsaan Roland Kirk 
(5/10-15); Eddie Harris (5/17-6/5); Esther Phillips 
(6/7-12).

The Lighthouse: Jazz regularly; call 372-6911 
for details.

U.C.L.A.: U.C.L.A. Jazz Festival featuring Herbie 
Hancock, Rahsaan Roland Kirk, Thelonious Monk 
(tent.); Grover Washington, Jr.; Dexter Gordon, 
Woody Shaw, Mel Lewis, etc. (5/27-29).

Hollywood Palladium: Billy Preston (5/24); sal
sa concert w/ Ray Barretto, Johnny Pacheco 
(5/29).

Hop Singh's (Marina Del Rey): Top name jazz, 
pop and blues.

Donte's: Jazz all week w/ top studio musicians; 
call 769-1566 for details.

Santa Monica Civic: Gato Barbieri (5/22).
Roxy: Rock, occasional jazz; Muddy Waters 

(5/10-11); call 878-2222 for schedule.
Parisian Room: Top name jazz artists all 'week; 

details 936-0678.

Baked Potato: Lee Ritenour (Tues.); Don Randi 
(Wed.-Sat.); Plas Johnson (Sun.).

The Cellar: Les DeMerle and Transfusion plus 
guests (Sun. and Mon.); clinics and seminars 
(Tues.).

Sand Dance (Long Beach): Jazz Thurs.-Sat; call 
438-2026 for information.

The Improvisation: Jazz Mon.; call 651 -2583 for 
details.

Odyssey Theatre (West L.A.): Jazz Mon.; 
George Cables, Rudolf Johnson, Henry Franklin 
often; call 826-1626 for information.

Jazz Gallery: (Studio City): Jazz Wed.-Sat.; de
tails 761-1101.

Eagle Rock High School: Jazz concerts 2nd 
Sun. of month; artists include Don Ellis, Blue 
Mitchell, Shelly Manne, Roger Kellaway, Bobby 
Bryant, Garnett Brown, Earl Palmer, Ray Pizzi, 
Oscar Brashear, John Rinaldo, etc.

Century City Playhouse: New music concerts 
on Sun. and Tues.; call 474-8685 or 475-8388 for 
information.

Redondo Lounge: Jazz nightly; Art Pepper 
often; details 372-1420.

Emanuel United Church (85th and Holmes): 
Horace Tapscott and Pan Afrikan Peoples Arkestra 
(last. Sun. of month).

Hungry Joe's: (Huntington Beach): various art
ists (Tues.-Sat.).

Studio Cafe (Balboa): Jazz all week; details 
714-675-7760.

Jimmy Smith's Supper Club: Jimmy Smith plus 
special guests regularly; jam session (Mon.).

CHICAGO
Jazz Showcase: Kenny Burrell (5/4-8); Dexter 

Gordon (5/18-22); Yusef Lateef (5/25-29); call 
337-1000 for information.

Ivanhoe Theatre: Name jazz and contemporary 
music regularly; call 348-4060 for information.

Amazingrace: Name jazz and contemporary mu
sic regularly; call 328-2489 for information.

Orphans: Ears (Tues.); Jazz Roots (Wed.); call 
929-2677 for information.

Wise Fools Pub: Rog Pemberton Big Band 
(Mon.); John Lee Hooker (5/16-1 7); blues and oc
casional jazz other nights; call 929-1510 for de
tails.

Rick's Cafe Américain: Jazz nightly; call 
943-9200 for information.

The Bulls: John Bishop Quartet (Mon.); call 
337-6204.

Quiet Knight: Contemporary music nightly; call

db music shop*
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___________ARRANGEMENTS__________
BIG BAND CHARTS—The best of swing, ballads, vocals, 
by Shaw. Herman, Basie, others Contact Southeastern 
Clearing House. P.O. Box 11 75, Atlanta, GA 30301

_______________ BOOKS_______________
CADENCE JAZZ MAGAZINE. Sample S1. Route 1 Box 1 
Box 345, Redwood. NY 13679

AGENTS NATIONAL DIRECTORY, 5.000 +. alphabetical
ly by state. At music stores or send $4.95 to PMS Publish
ing, 108 Mass. Ave., Boston, MA 0211 5.

DRUMMERS: Subscribe to DRUMWORLD $3.50 for "4" 
big issues. Send check or M.O. to Sam Ulano, P.O. Box 
1126, Radio City Station. NY, NY 10019 (Make check to 
Sam Ulano). $5.00 out of USA.

NYET-AMERICAN MUSICIAN ENCOUNTERS SOVIET 
UNION—Thom Gambino. (Prentice-Hall hardcover) $6.95. 
Sunrise Artistries, Box 125, Maspeth, NY 11378.

1.002 JAZZ TUNES!
■ New Fake Book. Giant collection of best jazz 1 
I ever assembled. Play the finest jazz written & | 
■ played by top stars—All Styles! 680 pages— ■ 
■ Spiral bound. 3% pounds of jazz! Use on jobs 1 
I or reading & improvising study. Try 7 days. I 
■ Money Back Guarantee. 1,002 JAZZ TUNES- ■ 
■ $19.95. Order Now: IMPERIAL CREATIONS 1 
L ■■ ■ Box 66-DB, New York, N.Y. 10022 ■ » J

ETCETERA
CHARLIE PARKER T-SHIRTS! Also Ellington, Coltrane, 
Billie Holiday. Mangione, Lester Young, Dolphy, Clifford 
Brown, T. Monk, "Bebop Lives", Mlles Davis. Original de
signs, satisfaction guaranteed. S-M-L-XL, S6.00. 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.

WEAR YOUR INSTRUMENT T-SHIRTS. Sax, Trumpet, 
Flute, Drums, Keyboard. Guitar. $6.00. S-M-L-XL. MELODY 
T-SHIRTS, 190 Grand St., Mamaroneck. NY 10543.

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

____________ LIGHTING_______________
LARGEST MUSICIAN'S HANDBOOK. Dimmers. Spots, 
Color Synthesizers. Foot & minimanual controls. Strobo
scopes, Fog Kaleidoscopes.... Send S3.00 shipping: Roc- 
tronics, 22-DB Wendell. Cambridge, MA 02138.

INSTRUCTION
NEVER BEFORE PUBLISHED. The Intermediate book for 
Solo Guitar. A complete instruction book that teaches you 
to play solo on any song. $4.50 postpaid. Send check or 
money order to E. Hencey, Box 3911, G.S. Springfield, MO 
65807.

INSTRUMENTAL METHODS
CLIFFORD BROWN SOLOS—Twenty of Clifford s greatest 
solos transcribed in spiral bound books. Only S10. Brownie 
Publications. 4861 Mammoth Ave., Sherman Oaks, CA 
91423.

CLARK TERRY'S SYSTEM of Circular Breathing. S2.50. 
JAZZ FLASH CARDS. Series I, Chords: Their Construction 
and Alteration, $5.00; Series II, Medes: Their Melodic Use 
in Jazz, $5.00. Creative Melodic Techniques Used in Jazz 
Improvisation. $15.50. Send check or money order. 
Modern Music School. 101 Northfield Rd.. Bedford, OH 
44146.

JAZZ PATTERNS (GAMBINO) $6.95: Chord Substitution 
Manual (Minasi) $3.25 Free Catalog—Sunrise Artistries. 
Box 125, Maspeth. NY 11378.

~ INSTRUMENTS^ ACCESSORIES
UP TO 60% DISCOUNT! Name Brand Instruments. Catalog. 
Freeport Music, 114T. Mahan St., W. Babylon, NY 11 704.

THE FINEST GUITARS should have an adjustable truss rod. 
Ours do. We would like to send you our new catalog. A dol
lar for mailing and handling would be appreciated. S.L. 
Mossman Co., Inc. Route 3, Strother Field, Winfield. KS 
76156.

MUSICIAN'S DISCOUNT CATALOG '77. Guitars, Drums. 
Keyboards, Accessories Super Savings! Rush $1.00. Sig
nature Supply, P.O. Box 25208; Los Angeles. CA 90025.

• DRUMMERS* * PERCUSSIONISTS* Write Terra Tu for the 
best prices on accessories, heads, sticks, pedals, etc. 
Remo. Evans, Promark. Tama, Sonor, Gretsch and more. 
TERRA TU Inc., 4420 Superior Ave.. Cleveland, OH 44103, 
(216) 431-6482.

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

4 MUSICIANS!!
* PROFESSIONAL MUSICIANS' REFERRAL *

(a »uOSKjiffy o’ 00yd Myn» Entcrpr>$es
♦ is the LARGEST national registry of individual ♦ 

musicians seeking groups and groups seeking
* new members CALL TODAY! *
* (61 2) 825-6848 or Toll Free (800) 328-8660 ♦

<vo>d where prohibited by ।
★ ★★★★★★★★★★★★★★★

__________ 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.

ALBUMS AND TAPES—All labels, all categories. No pur
chase obligations, no membership fee. Discount Certifi
cates 100% guarantees. Free details. G V. SOUNDS, P.O 
Box 1 238 db. Manassas. VA 22110.

NEW LINE LPs 30s & 40s BIG BANDS, SWEET BANDS, 
JAZZ VOCALS. ETC. Selections never before released. 
Send for catalog. P.O. Box 36673, Los Angeles, CA 90036.

JAPANESE JAZZ IMPORTS. Send for free catalogue self
addressed stamped envelope to Rob Records. 1540 
Broadway. Suite 704, N.Y.C., NY 10036.

BRING BIG BANDS INTO YOUR HOME—Miller, Dorsey, 
Basie, others, on tape. Contact Southeastern Clearing 
House, P.O. Box 11 75, Atlanta. GA 30301.

JAZZ AND MOVIE SOUNDTRACK RECORD AUCTION. 
Many hard to get and out of print L.P.'s. Send for free list to 
Tony Baron. 320 Ocean Pkwy. Apt. B7, Brooklyn, NY 
11218.

THE REAL BOOGIE WOOGIE IS ON JACKSON RECORDS. 
JACKSON 1206 The Rarest Pete Johnson, Vol. 2; 
JACKSON 1207 Pete Johnson & Joe Turner 1944-49; 
JACKSON 1208 Meade Lux Lewis—"Selfportrait". DM 20. 
each postpaid (IMO only) from: JAZZ BAZAAR. P.O. Box 
1126, 5466 Neustadt. W. Germany

rNOTICE: RECORD RATERS WANTED
No experience required Each month we ship I 
you NATIONAL LPs to rate "You keep LPs , 
We pay postage In return tor 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. Wl 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 S1.00 to the Stanley 
Spector School of Drumming, 200 W. 58th St.. Dept. 396, 
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 
in composing for Jazz ensembles. Robert Doak, Box 15636. 
St. Petersburg, FL 33733.

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 Tyngsboro Rd., Oracut. MA 01826 U.S.A.
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Tonal 
Shorthand 

by 
Dr. William L. Fowler

The most concise, accurate and 
versatile harmonic abbreviation 
system yet devised.

chord tonal
symbol shorthand

Tonal shorthand is a graphic system 
which illustrates the actual notes in any 
harmonic structure through combina
tions of letter names and straight lines.

To learn tonal shorthand, a musician 
needs to know only the notes on a staff, 
the names of intervals and the signatures 
of major keys.

It is useful to:
music writers and their readers 
music teachers and their students.

Tonal shorthand abolishes:
Multiple meanings
Numerals
MAJ, MIN, MA, Ml, M, m, mj, mi, 

and such;
Dim, aug, sus, alt, pure, omit, add, 

high, low, and such;

and such

Find out for yourself how practical and 
simple this system is to use.

Send for your copy TODAY!
fill out the coupon below and mail now with 
$2.50 plus 35c for postage and handling.

down beat/DF 2057
222 W. Adams St., Chicago, II 60606

Here’s my $2.50 plus 35c for postage and 
handling for one copy of the TONAL SHORT
HAND book.

Sorry, no billing or C.O.D. orders

PLEASE PRINT

Name__________________________________________

Address________________________________________

City____________________________________________

State Zip
State and local taxes where applicable.

348-7100.
Ratso’s: Jazz regularly; call 935-1505 for infor

mation.
Ron’s Pub: Jazz nightly; Tommy Ponce. Yikes, 

Jeanne Lambert often.
Enterprise Lounge: Von Freeman (Mon.).
Grass Hut: Music weekends, Tennyson Steph

ens often; call 768-9546.
The Inn: Carl Wright Trio (Thurs., Fri., Sat., Sun.

aft.).
Colette’s: John Campbell Trio (Tues.).
Backroom: Jazz nightly; Eldee Young Trio often; 

call 944-2132 for information.
Lancers (Schaumburg): Stan Kenton (5/11).
Auditorium Theatre: Average White Band/Wild 

Cherry (5/11).
Elsewhere: Blues nightly; call 929-8000 for in

formation.
Jazz Hotline: 421-6394.

SAN FRANCISCO
Great American Music Hall: Oregon (5/4-5); 

Bob Dorough (5/6-7); George Duke (5/10-11); 
George Shearing (5/13-14); Carmen McRae 
(5/20-21); Buddy Rich (5/23).

Keystone Korner: Mary Lou Williams (5/1 -8); Art 
Farmer/Cedar Walton Quartet w/ Sam Jones & 
Billy Higgins (5/1 7-22); Rahsaan Roland Kirk and 
the Vibration Society (5/24-29); Mel Ellison 
(5/23).

Old Waldorf: Blues and jazz most nights; call 
397-3884 for details.

The City: Liz Torres (5/1-8); Marlena Shaw 
(5/17-22); call 391-7920 for information.

Blue Dolphin: Experimental jazz most nights; 
call 824-3822.

Bear’s Lair: Dave Liebman/Pee Wee Ellis Band 
(5/12); Night Flyte (5/19); Bill Bell (6/2); call 
642-7477.

Gatsby's (Sausalito): Jazz and blues; call 
332-4500 for details.

Inn Of The Beginning (Cotati): Jazz most Mon
day nights; call 795-3481 for information.

Oakland Coliseum: Pink Floyd (5/9-10).
Reunion: Jazz and salsa seven nights; call 

346-3248 for schedule.
Sweetwater (Mill Valley): Jules Broussard 

(Wed.-Sun.).
West Dakota (Berkeley): Rock, jazz, salsa most 

nights; call 526-0950 for details.
Cesar's Latin Club: Cesar’s Latin/Jazz All-Stars 

(Thurs.-Sun.).
Cat’s Paw Palace (Berkeley): Classical and 

electronic music, occasional jazz; call 841-6911 
for details.

Catalyst (Santa Cruz): Rock, blues, occasional 
jazz; call 841 -6911 for details.

Boarding House: B. W. Stevenson. Steven From- 
holz (5/10-14); Country Porn (5/17-22); call 
441-4333 for complete schedule.

Green Earth Cafe: Blues, jazz and rock seven 
nights; call 861 -0060.

Keystone Palo Alto: Rock, folk, occasional jazz; 
call 408-324-1402.

Keystone Berkeley: Rock, blues, occasional 
jazz; call 841-9903 for information.

Panagaea: Experimental music weekends; call 
824-6131 for details.

The Scene: Tommy Smith's 3rd Act (Thurs.- 
Sun.).

KJAZ-FM Jazz Hotline: (415) 521-9336.

PHILADELPHIA
Academy Of Music: Herbie Mann, Dexter Wan- 

sel, Jean Carn (5/1); call 893-1930 for informa
tion.

Big Play (Manayunk): Richard "Groove" Holmes 
(Wed.); jams (Mon.).

Bijou Cafe: Seawind (5/11 -14); call 735-4444 
for information.

Borgia Tea Room: Bob Cohen Trio (Sat.); Donna 
Jean Glasgow (Fri.).

Brando’s: Jazz twice a week; call 545-9370 for 
information.

Cafe Society: Ted Greike (weeknights); Ted 
Greike Duo (weekends).

Calvary Church: Byard Lancaster (5/1); Jeanne 
Wilson Trio (5/8); Equinox (5/15); Heath Allen and 
Makrokosmic Unit (5/22); Larry Davis (5/29); after
noon of electronic music (6/5).

Carroll's: Ace Tesone/John Bonnie Quartet 
(Tues., Wed., Fri.); Jimmy Johnson/Lex Humphries 
Quartet (Mon., Thurs., Sat.); jams Friday at 4 PM; 
call 545-9301 for details.

Del Mar Lounge: Occasional jazz; call 
V14-3458 for information.

Dino’s Lounge: Big names and local acts; call 
PE5-3456 for information.

Foxhole Cafe: Big names; avant garde; call for 
information.

The Spectrum: Return To Forever, Procol Harum 
(5/13).

Grendel's Lair: Jazz Mondays; call WA3-5559 
for information.

Latin Casino (Cherry Hill, N.J.): Dionne Warwick 
and Lou Rawls (5/16-22).

Khyber Pass: John Benthal/Damon May guitar 
duo (5/3. 5/10); Heath Allen/Steve Marcucci Duo 
(5/13-14; 5/20-21); Jeanne Wilson (5/23; 5/30); 
Jim Brent/Bruce Kosminsky Duo (Wed.).

Main Point: Occasional concerts; call 
LA5-3375 for details.

Letters: Jazz Sundays at 9 PM; call 546-5099 
for information.

The Painted Bride: Loving Kindness featuring 
Byard Lancaster (5/2); Sumi Tonooka Trio (5/9); 
Ray Bryant Duo (5/16); Larry Davis Sextet (5/23).

Royal Cafe: Hollis Floyd Combo (Thurs.-Fri.).

PHOENIX
Boojum Tree: Jimmy Witherspoon (4/24-26); 

Eddie Harris (5/8-10); Cal Tjader (6/6-11); Joel 
Robin Trio (regulars); Mike Moff man Trio (Sun.).

Celebrity Theatre: Harry Chapin (4/29); Jimmy 
Buffett (5/12); Gary Wright (5/13); Jerry Riopelle 
(5/20-21).

Varsity Inn: Grant Wolf's Night Band (5/2, 5/9).
Tucson Doubletree: Spoon (4/28-30); Les Mc

Cann (5/5-6); Stanley Turrentine (5/10-12); B.B. 
King (5/19-21).

Ramada East Phoenix: Keith Greko, solo piano 
(Mon.-Fri., 4:30).

Mesa Community College: Summer Jazz Work
shop w/Bruce Fowler, Tom Fowler, Ladd McIntosh, 
Lanny Morgan and others (6/11 -17).

Scottsdale Center: Bill Evans Trio (4/30).
Arizona State: Herb Johnson Scholarship Bene

fit (4/26).
Playboy Club: Margo Reed & Lee O'Donnell 

(4/22-23).
Symphony Hall: Jazz in AZ presents Young 

Sounds (5/22).
Valley Ho: Armand Boatman Duo (Tues.-Sat.).
Mabel Murphy's: Jazz (Sun.-Wed ).
Dooley's: Muddy Waters/Tom Rush (4/26); Les 

McCann (5/3); jazz night (Sun.).
Beachcomber Lounge: New Moon Quartet (Fri.- 

Sat.).
Encanto Park: MusiciansUnion Picnic (4/17).

PITTSBURGH
Heinz Hall: Les Brown and his Band Of Renown 

(5/17).
Syria Mosque: Chick Corea and Return To For

ever (5/9).
Civic Arena: Average White Band (5/6); Heart 

(5/12); Natalie Cole (5/15).
Tender Trap: Don Aliquo/Ron Bickel Duo (Fri. 

and Sat.).
Sonny Dayes’ Stage Door Lounge: Spyder & 

Co. featuring Eric Kloss regularly (Wed.-Sat.); 
open jam session every Tues.

Christopher's: Frank Cunimondo Trio (Wed.- 
Sat.).

Crazy Quilt: Name jazz regularly; call 288-0333 
for information.

Crawford Grill and Concert Hall: Jazz regularly;
call 471-1565 for details.

Ernie’s Esquire Club: (McMurray): Al Dowe 
Quintet w/ featured vocalist Etta Cox (Thurs.- 
Sat.).
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According to a Professor of Acoustics, 
a Molecular Biophysicist and Master Luthier, 

this is the most scientifically perfect 
guitar ever made.

John Sebastian just thinks it sounds good.

Do you believe in magic? John Sebastian does, 
even wrote a song about it. And magic, the 
guitar making kind, is why John plays the new 
Gibson Mark.
Most guitars are built by trial and en'or. But not 
the Gibson Mark. It's the first guitar created by 
scientifically analyzing "voice graphs” of the best 
sounding guitars in the world...determining what 
structural nuances make those sounds best...then 
designing the instrument around them. To do it. 
Gibson gathered a world famous team of acous
tical physicists, luthiers and performing artists. 
Together, they built a guitar with un
matched resonance and 
tone. Perfect balance 
throughout the entire 
playing register. And un
believable response.
Even without listening, 
you can see how different 
the Mark really is. Unlike 
any other guitar, its

7373 N. Cicero Avenue. Lincolnwood. Illinois 60646
51 Nantucket Blvd.. Scarborough, Ontario. Canada

product from Norlin

■IB

bridge is wider at the bass end and narrower at 
the treble...to give you much better sound 

efficiency over the whole four octave range. 
The inside's different, too. An intricate system 
of separate tension, vibrational and perimeter

(treble range) bars create rich resonance patterns 
not possible with the standard “X-bracing" of 

ordinary guitars. And thanks to a unique 
integrated head block and box frame, the Mark 
is a stronger guitar...much more stable against 

the temperature and humidity changes that 
distort an ordinary guitar's shape and sound.

What does John Sebastian think about 
all this scientific magic? 

He doesn't. John just 
says his Gibson Mark is 
the prettiest, smoothest 
playing, best sounding 

guitar he’s ever owned. 
That's all the magic 

John, and maybe you, 
will ever need.



Buddy Rich 
Billy Cobham 
Louis Bellson 
Max Roach 
Lenny White

Billy Hart 
Ginger Baker 
Roy Haynes 
Bob Moses 
Alan Dawson Danny Seraphine 

Art Blakey 
Bob Rosengarden 
Alphonse Mouzon 
Ed Shaughnessy

Kenny Clare 
Butch Miles 
Mickey Roker 
Kenny Clarke 
Bobby Colomby Andrew Cyrille 

Joe Corsello 
Harold Jones 
Peter Erskine 
Roy McCurdy

Jake Hanna 
Jo Jones 
Larrie Londin 
Horacee Arnold 
Steve Schaeffer Harvey Mason 

Danny D'Imperio 
PeteMagadini 
■Les DeMerle 
John Guerin

Hall of Fame
Takes great pride in presenting the world’s foremost drummers... 

all players of AVEDIS ZILDJIAN cymbals exclusively.
AVEDIS ZILDJIAN CYMBALS are the ONLY cymbals made ANYWHERE IN 

THE WORLD by Zildjians and their 350 year old family secret process.


	PEEKABOO

	SUMMER

	is the time


	BERKLEE

	is the place for


	JAZZ

	•

	•

	electrifies the drummer

	One of our237mouthpieces is probably just right for you. If not, we’ll make one that is.


		,

	Praise For Sonny & Chuck

	Madison Lives

	Mutilation And Gold

	It All Relates .. .

	Down With The Negative

	Jazz In

	Arizona

	Herman Injured In Crash

	PATRICK CIAO»K

	by len lyons

	SELECTED LAWS DISCOGRAPHY



	IAN HNBERWBBB

	by lee underwood

	w

	SELECTED UNDERWOOD

	DISCOGRAPHY


	w

	JONES

	by herb nolan

	WEATHER REPORT

	FLORA PURIM

	DAVE BRUBECK

	LENNY WHITE

	RON CARTER


	with Eric Kloss, Vic Juris, Terry Silverlight and Anthony Jackson


	The triumph of Dexter Gordon: an American hero comes home at last.

	By Derek Jewell

	KEiTH JARRETT

	ISAO TOMITA

	MUDDY WATERS

	Carnegie Hall

	November 20,1976

	The Program



	Reserved Seating Available Nightly Compliments of RCA

	It was one of those concerts everyone wished had been recorded.

	The Phil Woods Six

	The Program


	It was one of those nights everything was.

	Bernt Ankers gt. 17. Oslo 1 ,Norway

	CARMEN McRAE

	KIMIKO KASAI &

	MAL WALDRON

	HELEN MERRILL & TEDDY WILSON

	National Public Radio wants to know what you want to hear.

	DON CHERRY



	•’This is unquestionably the

	best polyphonie keyboard system available today.”

	Oberheim

	A Head Willi A DIFFERENCE CANA-SONIC

	Tama Drumsticks






	BZ4AL4

	AT STOW ItOCM MUffi /HOP

	LUCIANO BERIO

	CLIFFORD THORNTON/ JAZZ COMPOSER’S ORCHESTRA

	DAVID BOWIE

	CHARLES DODGE



	Cobham Power!

	□remark

	FRANK ZAPPA

	PHILIP GLASS	

	ROSS TOMPKINS

	Compendium Records Bernt Ankers gt 17, Oslo 1, Norway


	•TW* 	

	SADAO

	WATANABE

	by leonard feather


	BOBBY PAUNETTO

	by michael rozek

	MILT JACKSON

	Hopper’s

	New York City


	A New Gretsch Great!

	MAONO

	New Foxhole Cafe Philadelphia, Pa.

	by Dr. William L. Fowler




	1977 NATIONAL JAZZ CLINICS

	Blackbyrd’s Gold Series

	Apply Now ...

	Under the direction of Donald Byrd Courses of study include:

	•	Jazz history

	•	Arranging

	•	Improvisation

	•	Jazz and blues ensembles

	•	Business of music

	ADOLPH SANDOLE

	I Al—Paul Bley’s

	Bold Experiment

	by len lyons

	FOUR EXCITING ADDITIONS . . .

	by Jamey Aebersold and Others



	db music shop*







